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Foreword

This book is primarily intended to be used in courses in
the general history of art in colleges and universities. 1
believe that the nonacademic reading public interested in
art also will find it useful.

No one-year introduction to the history of art can
possibly utilize all the material and all the illustrations
offered in these two volumes. | have deliberately erred on
the side of overinclusiveness in order to provide indi-
vidual teachers with a wide possibility of choice, accord-
ing to their own judgments of what should be presented
to the beginning student. After much painful delibera-
tion, the publishers and 1 decided to omit consideration
of the art of the Far East. To do justice to the arts of
China, Japan. India, and Southeast Asia in anything like
their due proportion to Western art would have meant
expanding these volumes beyond the limits of what is
economically practicable, or else reducing the arts of
East and West alike to a skeletal state. Also, to the best
of our knowledge, most introductory courses do not take
up Far Eastern art, but leave it for another course.

It has always seemed to me that the first thing a stu-
dent wants from a book of this sort is a gateway to a new
and unfamiliar world. [ have tried to keep this primary
purpose of the book in mind in writing every page.

At this juncture I look back on my increasingly remote
vouth with a nostalgia colored by warm gratitude to the
great scholars who taught me about many of the works I
describe in the following pages. and above all to Meyer
Schapiro, my first teacher in the history of art. Not only
did he introduce me to the fields of medieval and modern
art. in which his knowledge is vast, but also he opened my
eyes to the meaning of art-historical studies and to
methods of art-historical thought and investigation. Here
and there throughout the book Meyer Schapiro’s name is
mentioned, but to acknowledge my full indebtedness to

his intellect, his erudition, and his imagination it should
appear on every page.

In my special field of Italian art, 1 shall always be
grateful 1o the teaching and example of Millard Meiss in
the study of Italian painting, and of Richard Kraut-
heimer in that of Italian architecture. In innumerable
ways [ am grateful 1o other magnificent teachers now no
longer living, especially to Walter W. S. Cook, Walter
Friedlaender, Karl Lehmann, Richard Offner. Erwin
Panofsky, George Rowley, and Rudolf Wittkower. The
faith, advice, and inspiration of Bernard Berenson stood
me in good stead in many a difficult moment. I am not
likely to forget what I owe to the knowledge, generosity,
and courage of Katherine S. Dreier, who opened to me in
1935 her pioneer collection of modern art. At this mo-
ment 1 think also of all my classes since 1 began teaching
in 1939 and the host of students who have accompanied
me in the exploration of the world of art.

My colleagues at the University of Virginia—Malcolm
Bell 111 for ancient art, John J. Yiannias for Byzantine
and early medieval, Marion Roberts Sargent for late
medieval and Northern Renaissance, Keith P. F. Moxey
for Baroque, and David Winter for the eighteenth and
nineteenth centuries—read the sections of the manuscript
that pertain to their special fields, gave me the benefit of
their learning and insight, caught errors of fact and inter-
pretation, and made many crucial suggestions.

1 am deeply appreciative of the confidence of Harry N.
Abrams for having entrusted me with the task of writing
this book, and grateful to the unforgettable Milton S.
Fox for starting me off on it, and to the patient Paul An-
binder for having put up with the innumerable delays in
completing it. My thanks also go to Margaret Kaplan
and to John P. O'Neill, who has an eagle eye in the pur-
suit of an error, for their invaluable editorial assistance,
and to Barbara Lyons, who—with infinite labor—
assembled all the illustrative materials.






INTRODUCTION

The Nature Of Art

What is art? That question would have been answered
differently in almost every epoch of human history. The
word art comes from the Latin ars, meaning skill, way,
or method. It could in ancient times be applied to
professional occupations, such as artes ingenuae
(honorable professions), as distinguished from artes sor-
didae (the occupations of slaves). It could mean the rules
or theory of an occupation, such as ars poetica (the laws
of poetry), the products of the vagious arts, or even the
conduct or character of a person. In the Middle Ages the
word meant almost exclusively activities or professions.
There were the liberal arts, consisting of the trivium, con-
cerned with words: grammar, logic, and rhetoric:; and the
quadrivium, dealing with numbers: arithmetic, geometry,
music, and astronomy. The mechanical arts, which re-
quired from the beginning the use of the hand, could in-
clude any number of pursuits, not excepting painting,
sculpture, and architecture. In medieval Italy the arti
were the guilds—associations of tradesmen, manufac-
turers, and craftsmen—on which the political structure of
the republics was based.

Many of the ancient and medieval meanings of the
word art are still in force. We speak of the art of cooking,
without implying that its practitioners are to be ranked
with Michelangelo or Monet; of the art of medicine,
without ascribing to that essential profession any ‘‘ar-
tistic” qualities. We can even call a person’s behavior
“artful,”” without implying a compliment, or a woman's
appearance as determined less by nature than by art,
without suggesting inspiration. We have the current term
“performing arts,” which has come in the second half of
the twentieth century to mean any artistic activity that
takes place during a period of time before an audience.
The expression “liberal arts™ still persists, and in modern
education has come to include every subject from algebra
to zoology, as long as it does not specifically prepare a
student to embark on a moneymaking activity, in con-
tradistinction to ‘‘professional education™ and ‘“‘voca-
tional training.” which do.

In the course of time, however, at least since the six-
teenth century, the term art has taken on in most modern
societies the implication of aesthetic appreciation, thatis,
of enjoyment through what are considered the nobler
senses of sight and hearing. It does not matter whether
such enjoyment is the primary purpose of a work of art.
as long as it is a major factor in determining character,
appearance, or style. That consideration is crucial in
regard to architecture, which exists first of all to provide
shelter. A great building is a work of art by general
agreement quite as much as a great statue or a great
painting, regardless of its purpose, if it provides enjoy-
ment. But great speeches. on the other hand, no matter
how moving they were when originally delivered, or in
such cases as Lincoln’s Gettysburg Address still are. ex-
perience difficulty in being admitted to the category of
art, since their skill is directed not to pleasing the listener
but to convincing him. And works of philosophy, no
matter how magnificently written, are not generally con-
sidered art since their absorbing purpose is the considera-
tion of abstract ideas, in the course of which their beauty
of phrase is incidental.

Music. the dance, and every form of literature are arts
in the modern sense of the word, since the energies of the
writer. composer, or performer are dedicated to an en-
joyable experience. It should be noted. however, that in-
tense enjoyment can and often does consist in the ap-
preciation of the artist’s skill and understanding in the
presentation—of anything whatsoever. even an object or
person generally considered ugly. or a situation. which, if
it occurred to the spectator in real life, or to anyone else
before his eyes, or even to distant persons in a newspaper
account or on a television screen, would be experienced
as acutely painful or distasteful—as long as the observer
is convinced that that situation has been conveyed with a
full realization of the human values involved.

Finally, when we refer to art today we generally mean
activities that appeal to sight alone and do not require
temporal performance, the so-called visual arts. When
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we speak of an artist, we think first of all of a painter or a
sculptor. and secondly—perhaps—of an architect, even
though a great architect is a great artist and in many
regions and periods, such as ancient Greece and Rome
and the Middle Ages in Europe, architecture was the
leading art. Art schools, or schools of fine arts, may or
may not include music or drama. never include profes-
sional writing, but never exclude painting and sculpture.
Often, due to its special technical nature, architecture
requires a separate school. In England, where architec-
ture was a respectable profession for a gentleman when
painting and sculpture were still viewed with some dis-
trust, the titles of books can include the phrase *‘art and
architecture,” although in the United States the term art
is all-inclusive.

That the purpose of a work of art is to be enjoyed
means, of course, that the experience of works of art can
greatly enrich our lives, not only while we are actually
looking at them but also in retrospect. The comparison of
works of art with each other, and the analysis of their
style and character, can be a rewarding intellectual oc-
cupation, from which we emerge with sharpened percep-
tions and enlarged mental horizons. The experience of
the vision of artists from many periods can also draw our
attention to aspects of our surroundings that we had pre-
viously overlooked, and can greatly enhance our aware-
ness of beauty (and ugliness) in daily life, everywhere.

But there is a bridge that must be crossed before we
can readily understand works of art, and that bridge is
experience. It is difficult to enjoy something that seems
strange and, therefore, uncomfortable. (On the other
hand, it is difficult to enjoy something we have seen or
heard too often: Beethoven's Ninth Sympony is a sub-
lime work of music, but after the Beethoven Bicentennial
of 1970 some listeners would willingly give 1t a rest.) Few
great works of art seem great the first time we see them
unless we can establish some connection between them
and our own lives. But the more works of art we see. and
the wider their variety and the contrast among them. the
more our artistic experience deepens and strengthens.
[t is thus much easier for people who have seen and ana-
lvzed a great many works of art over a period of years
to understand something new, as long as such observers
do not come to new experiences with their minds already
made up.

[ clearly remember periods in my youth when works of
archaic, medieval, or contemporary art seemed remote,
strange. and even repulsive. It is easy for me to put
myself in the place of today's student, who may at first
experience many of the same reactions. Even after many
years of looking at contemporary art, I found it difficult
to accept immediately the work of Jackson Pollock: con-
versely. after ten years of enjoyment of Pollock and the
other Abstract Expressionists, the shaped canvases of
Frank Stella seemed completely unacceptable. The only
cure for hostile reactions is constant exposure, study, and
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analysis. Interestingly enough, however, works of art
without real quality or depth, such as most advertising
art, let us say, or the mass-produced pseudolandscapes
sold in department stores, will not get better no matter
how long one looks at them. Analysis discloses only their
utter emptiness. Conversely, to observers with long ex-
perience of works of art strangeness and newness may
seem virtues, and the new may be automatically accepted
as good just because it is new. Again, time tends to bring
to the surface any errors implicit in such hasty
judgments.

One highly successful course at an American university
starts the student with what is easiest for him to under-
stand and like. and that is French Impressionism of the
nineteenth centuryg which in these days of beautiful
colorslides packs morge students into classrooms than any
other style or period. This is not surprising, as enjoyment
of sunlight and the out-of-doors is a vivid aspect of the
experience of late twentieth-century youth. From Im-
pressionism, with its dazzling views of sunlight translated
into spots of colored paint, the course works backward to
other less familiar periods, which bring out other aspects
of human life, and finally moves forward to those inno-
vations of contemporary art that are less easy to accept
at first.

If our appreciation of art is subject to alterations
brought about by time and experience, what then is
quality? What makes a work of art good? Are there stand-
ards of artistic value? These essential questions, perpet-
ually asked anew by each person contemplating the na-
ture and meaning of art, elude satisfactory answer on a
verbal plane. One can only give examples, and even these
are sure to be confusing and contradictory. The nine-
teenth-century American poet Emily Dickinson was once
asked how she knew when a piece of verse was really
poetry. ““When it takes the top of your head off,” she re-
plied. But what if a work of art that ought to take the top
of your head off obstinately refuses to do so? Demon-
strably, the same work that deeply moves some viewers is
totally unrewarding to others. And. as we have seen, time
and experience can change the attitude of even a rela-
tively experienced person.

Often a dynamic new period in the history of art will
find the works of the preceding period so distasteful as to
invite destruction, and countless works of art, many
doubtless of very high quality, have perished simply
because the next generation did not like them. (As we
shall presently see, there are other motives for destruc-
tion as well.) Interestingly enough. even observers of long
experience—in art there really are no “‘experts’”—can
disagree in matters of quality. The author recalls a recent
discussion between two equally sensitive and learned
colleagues in the field of nineteenth-century painting over
the relative merits of Manet and Monet, contemporaries
in the evolution of French nineteenth-century Im-
pressionism. To one scholar Manet was a genius and



Monet a relatively weak painter, while to the other
Monet was one of the great innovators of history and
Manet a sharply limited artistic personality.

The twentieth century, blessed by methods of
reproduction of works of art never before available, has
given readers an unprecedented possibility of access to
works of art of the widest variety of styles, periods, and
national origins. Incidentally, André Malraux in his
book, The Museum Without Walls, has pointed out the
dangers of this very opportunity in reducing works of art
aof every size and character to approximately the same
dimensions and texture. There is, of course, no substitute
for the direct experience of the real work of art, some-
times overwhelming in its intensity no matter how many
times the student has seen reproductions in books and on
the lecture screen. One cannot truly understand a paint-
ing until one can see in person the quality of its actual
surface, nor a work of sculpture until one can walk
around it. Most of all, the space and scale of architecture
can simply not be reproduced on a flat surface and on the
scale of a book illustration. Even the best of slides can
give the observer little idea of how it feels to be enveloped
by the space, forms, and colors of a Gothic cathedral. But
at least modern methods can afford the reader the possi-
bility of comparison between artists, periods, and styles
seldom easily available for experience in the same
museum, no matter how large and comprehensive.

The ideal of the twentieth century is to like every good
work of art. There 1s an obvious advantage in such an
attitude—one gains that many more wonderful experi-
ences. But total catholicity of taste is probably impossi-
ble. There are inborn differences between people that no
amount of experience can change. Some will always
prefer classical, balanced works of art, others romantic
and dynamic ones. Some will enjoy the most refined and
sophisticated periods in the history of art, others the most
direct and primitive. If after reading many books and
seeing many works of art the student admits to in-
eradicable personal preferences and even blind spots, he
should by no means be ashamed of them. Barriers of
temperament are natural and should be expected.
But—and this is all-important—such admissions should
come after, not before, a wholehearted attempt to accept
the most disparate works of art on their own grounds:
one must not merely condemn them because they are un-
familiar. The world of art is wide and rich, and there is
room in it for every person who wants to learn. to ex-
perience. above all to see.

THE PURPOSES OF ART

Why do people make works of art? In modern life the
question is not hard to answer. People make works of art
because they want to. because they enjoy the excitement
of creation and the feeling of achievement, not to speak
of the triumph of translating their sensory impressions of

the visible world into a personal language of lines, forms,
and colors. We must remember. however, that such en-
joyments, stronger in some than in others—in fact, at
times so strong that for their sake an individual will
willingly renounce the relative security of a niche in com-
merce or industry for the unpredictable life of an art-
ist—relate to our contemporary, predominantly secular
Western society, in which everyone has had some chance,
no matter how elementary, to draw, paint, or model in
grade school, and in which individual talents and pref-
erences are usually discovered quite early.

This was not always so. Even in the relatively recent
past artistic activity of any sort played no part whatever
in education in any country, yet art flourished nonetheless.
Today the artist is, with the exception of the architect,.
characteristically on his own. He generally works to
please himself, and seldom on commission. Often he
complains that a commission hampers him in the
development of his individual style, or in the ‘‘ex-
pression”” of himself. This. too, was not always so.
Throughout most of history, with the exception of a
relatively late period in the development of Greek
culture, and up to the seventeenth century in certain
European countries—even later in others—the artist
worked characteristically on commission, and never
thought of undertaking a major work without the support
of a patron and the security of a legal contract and a sub-
stantial advance payment. In most periods of history the
artist in any field had a clear and definable place in so-
ciety, and his creations thus inevitably tended to reflect
the desires of his patrons and the forces in his human en-
vironment.

Today the desires that prompt patrons, whether
private or corporate, to buy works of art are, on the sur-
face at least, aesthetic. Collectors and buyers for
museums and business corporations do really like certain
kinds of painting, sculpture, and architecture, and ex-
perience a deep pleasure in surrounding themselves with
beautiful things. But there are other purposes, even to-
day, often as strong as the aesthetic sense and sometimes
stronger. Patrons want to have the best, or the latest,
which is often equated with the best, in order to acquire
or retain social status, sometimes without really seeing or
understanding what they buy. An artist who, by what-
ever means—and these are not always praiseworthy
—has ““made it”" with any well-known New York gallery
1s relatively certain of selling his works. Without the
gallery label, as without the couturier’s label, these works
will attract only the most independent and discerning
collectors who are willing to risk their money. Inevitably,
the thought of eventual salability can, and often does,
play a formative role in determining aspects of an artist’s
style. It takes a courageous artist to go on turning out
works of art that will not sell.

In earlier periods in history these dominant modern
factors of aesthetic enjoyment and social prestige were

Introduction / 15



also important. A great monarch or pope enjoyed hiring
talented artists not only to build a palace or a cathedral,
but also to paint pictures by no means restricted to por-
traits of the patron and his family, to carve statues, to
illustrate rich manuscripts, or to make splendid
jewels—even to complete a magnificent tomb during the
patron’s lifetime—partly because he enjoyed the beauti-
ful forms and colors, the richness of marble, and the
radiance of colored paint or glass, or the glitter of gold
and precious stones, but partly also to increase his ap-
parent power and prestige not only in the eyes of his con-
temporaries but also in the eyes of posterity.

But there were other extremely important factors in-
volved in the production of works of art in past societies;
if these factors operate at all in the twentieth century
(and they probably do), they are much harder to locate
and define now than in previous epochs. These factors
may be considered under the heading of social demands
on art, and they are by no means chiefly aesthetic. Such
demands could, in theory, be satisfied with works of art
of a wide variety of styles, as long as the subjects are
rendered according to the patron’s wishes. In almost
every society. up to-and probably including the present,
what we call today iconography (from two Greek words
meaning image and write), that is, the subject matter of
art, is of primary importance. Even today, amusingly
enough, a painting of an attractive young person will sell
more easily and at a higher price than a work of equal
quality by the same artist representing an old person,
because in contemporary Western society few enjoy con-
templating the results of the aging process. And even
with the phenomenon of what is known as “‘aesthetic dis-
tance’—the barrier placed by the canvas or the stage, the
very idea of representation, between the viewer and
reality—there are pictures of violence that few would en-
joy in their dining room or bedroom.

In the past iconography was generally related pre-
dominantly to religion or politics or both, and was there-
fore likely to be systematic. In a religious building the
subjects of wall paintings, stained-glass windows, or
sculpture were usually worked out by the patron, often
with the help of a learned adviser, so as to narrate in the
proper order scenes from the lives of sacred beings, or to
present important doctrines in visible form through an
array of images in which degree of sanctity, not aesthetic
preference, determined order and placing, and even color
might have been theologically prescribed. The artist was
usually presented with such a program and required to
execute 1t. Sometimes, as in the wall paintings in the in-
terior of Byzantine churches, the subjects, the ways of
representing them, and the places in which they could be
painted were codified down to the smallest detail. Such
matters were keyed delicately to the Liturgy, and no vari-
ation could be permitted without doing violence to the
very reason why such a church was built.

In such cases, before passing aesthetic judgment on
what 1s known as a cycle of religious works of art, which
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may often assume the character of a clear-cut visual
pattern, we have to consider the ritual and the theology
on which the order of the scenes was founded. Such
knowledge does not merely help us to understand certain
aspects of order and pattern, it quite literally explains
them. Even in those periods in history in which powerful
artistic personalities were consulted on the order of
scenes and on the manner of representation, and worked
in sometimes sympathetic, sometimes controversial
relationship with the patron and his advisers, the artist
was still not free to choose any subjects his fancy might
suggest.

Obviously, in regard to secular subjects as well, when
the patron wished to commemorate in form and color his

. historic deeds, those of his ancestors and allies, the qual-

it¥ of his government, and the defeats of his enemies, he
was certain to direct the artist as to how these should be
represented. Only an extremely learned artist, in certain
relatively late periods of historic development, might oc-
casionally be in a position to make crucial decisions
regarding secular iconography on his own, and even then
only with the general approval of the patron. Often in
regard to both religious and secular subjects the artist
worked with the aid-of iconographic handbooks compiled
for the purpose.

Often the patron, religious or secular, dictated some of
the principal colors to be used, such as gold or blue, and
in what proportion. Also, although we have little docu-
mentary evidence, the desires of the secular or religious
patron for an effect aiming at such qualities as grandeur,
magnificence. austerity, or delicacy were perforce taken
into consideration by the artist, and therefore determined
the prevailing mood of a work of art. We know of many
instances in which religious or secular works of art were
refused as being unsuitable to the purpose for which they
had been commissioned. or in which the artist was re-
quired to change certain crucial aspects that offended the
patron. A sensitive and discerning study of the subjects of
contemporary art—in those cases in which subjects are
still recognizable—might well suggest patterns of social
preference that have influenced the artist without his be-
ing fully aware of them.

In a somewhat less precise manner patronage, in exer-
cising an influence on iconography, may also affect style.
For example, Christianity held the representation of the
nude human body in horror, save in such specific in-
stances as when the soul appears naked before God for
judgment or when a saint is stripped (shamed) before
martyrdom. It is not likely, therefore, that art thoroughly
dominated by rigorous forms of Christianity, as in cer-
tain periods during the Middle Ages, could show much
comprehension of or interest in the movement of the
clothed human figure, which can only be understood
through careful study of the human body, its structure
and possibilities, in an uncovered state. Similarly, a
culture that placed a high evaluation on the total human
being, including his physical enjoyment and athletic



prowess, such as that of ancient Greece with its divinely
protected Olympic Games, and displayed images of the
nude human body in places of great prominence is likely
to place certain instinctive restrictions on the use of
colors and ornaments that would surpass the body in
brilliance. and render it insignificant in an artistic whole.

The study of iconography can also assist us in the un-
derstanding of what one might call the magical aspects of
works of art. For the process of representation has
always seemed to have something magical about it.
Totems and symbols in early societies warded off evil
spirits and propitiated favorable ones. Even today certain
still primitive peoples will defend themselves by force
against the taking of photographs, which might drain off
some of their strength. In many societies the injury of an
image of a hated person is deemed to aid in bringing
about his illness or death. Enemies are still burned in ef-
figy. and a national flag, an object devoid of any inherent
material powers, 1s so potent a symbol as to be able to ex-
cite enormous emotional reactions: laws are made to
govern its care and use, and to protect it from disrespect.

In ancient times, when a Greek or Roman city-state
was defeated in battle. the conquerors often made a point
of destroying or carrying off the statues from the enemy’s
temples. because in so doing they deprived the enemy of
his gods and, therefore, of his power—even though the
defeated inhabitants might profess to believe their deities
resided in some aspect of nature, such as the sky or the
sea. The instances of miracle-working images in the
history of Christianity are innumerable, and still occur
from time to time. In Serbian medieval frescoes few
saints within reach of the worshiper retain both eyes: one
has usually been gouged out and ground to powder.
which was popularly believed to have a curative effect on
eye diseases. During World War Il in Tuscany. by no
means an uneducated region of ltaly, rural populations
who seldom or never looked at their religious images,
sometimes locked up in unused churches. refused to allow
them to be removed for urgently needed restoration for
fear of losing their magical protection.

Many today feel a power emanating from a great work
of art so strong that it cannot be explained on material
grounds. A picture may be said to **fill a room’ in which
it occupies only a small fragment of wall surface, or a
building to “‘dominate a town™ when in reality it con-
stitutes a negligible fraction of the total volume of the
place, simply because of the supernatural power we still
instinctively tend to attribute to man-made images or
forms. There are actions we hesitate to perform or words
we refrain from saying in the presence of certain kinds of
images or symbols, or in certain interiors, although no
words of ours, nor even actions short of physical contact,
can have the slightest effect on these inanimate objects or
environments. '

Finally. the very existence or nonexistence of works of
art has been until relatively recent times due first of all to
their subjects. The patron wanted a statue or a picture of

a god, a saint. an event, or a person, not primarily be-
cause of its beauty—although this has always been an ex-
ceedingly important factor—but for a specific icono-
graphic purpose. Even in seventeenth-century Holland, in
the early days of the open market for works of art, the art-
ist often painted certain kinds of subjects rather than
others because he thought they would readily find buyers.

The converse is often true. The Second Command-
ment, when taken literally, severely limited if it did not
indeed rule out entirely the creation of religious images
by the Hebrews, the Muslims. and the Calvinists. Even
more unhappily, strict interpretation of this and other
religious prohibitions has resulted in the mutilation or
total destruction of countless works of art, often of the
highest quality, and sometimes in the presence of their
creators. Many of the tragic losses of Greek, Roman,
early Byzantine, medieval English. and Netherlandish art
have been due to what we might term destruction for
anti-iconographic purposes. even when the very groups
carrying out the destruction nonetheless encouraged the
production of secular images or decorations. such as
plant and animal ornament, portraiture, landscapes. or
still lifes. Even in the primarily utilitarian art of architec-
ture the deterioration or demolition of historic churches
and country houses in twentieth-century England is often
traceable to their being no longer needed as symbols of a
church that i1s losing its adherents or a ruling class that
has been prevented by economic means from continuing
to rule. Often these very structures could conceivably
have been utilized for other purposes. but perish because
they are felt 1o be unsuitable.

[t is the iconographic purpose of art. especially in the
representation of events or ideas but also in the depiction
of people and of nature, that has given the work of art its
occasionally quite strong affinity with religion. An artist
can be so deeply moved by religious meditation, or by the
contemplation of human beauty or human suffering, or
by communion with nature that he can create compelling
works of art that offer a strong parallel to religious ex-
perience. The present century began with a meticulous,
dispassionate. and impersonal study, The Varieties of
Religious Experience. by William James in 1902, and has
offered few celebrated examples of individual religious
experience that could compare to those that abound in
past ages. In the twentieth century, then, at least in the
great urban centers of Western civilization, the religious
art of the past generally offers the most persuasive access
to religious ideas. So effective can be religious art that
many scholars who profess agnosticism find themselves
unconsciously dealing with religious images with the
same reverence as if they were confirmed believers; some,
indeed, are converted by prolonged contact with religious
art. music. or literature.

The links between art and religion are observed at their
strongest in the creative act itself, which mystifies even
the artist. However carefully the process of creation can
be documented in preparatory sketches and models for
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the finished work of art, or in the twentieth century by
photographs of successive stages in the evolution of a
single canvas, or even filmed while the artist is actually at
work, it still eludes our understanding. We know it exists,
it commands our awe, but we cannot hope to define,
analyze, or explain it. In the Judeo-Christian-Islamic
tradition, and in many other religions as well, God (or the
gods) plays the role of an artist. God is the creator of the
universe and of all living beings, chiefly man. Even those
who profess disbelief in a personal god nonetheless often
speak of creative power or creative energy as inherent in
the natural world, although they are at a loss to explain
such a concept.

In medieval art God is often represented as an artist,
sometimes specifically as an architect, tracing with a
gigantic compass a system and an order upon the earth,
which was previously ““without form, and void.” Con-
versely, in certain periods artists themselves have been
considered to be endowed with divine or quasi-divine
powers. Certain artists (alas, all too few) have been con-
sidered saints. Soon after his death Raphael was called
“divine.” Michelangelo was often so addressed during his
lifetime, in his presence or on paper. The intense emotion
art lovers sometimes feel in the presence of overpowering
works of art is clearly akin to religious experience. An in-
dividual can become carried away and unable to move in
the presence of the stained-glass windows of Chartres
Cathedral, let us say, or of the David by Michelangelo.

This is not to say that those who do not react so strong-
ly, or even those works of art that were not made to in-
spire such feelings, do not deserve their own important
place in the world of art. Many works of art in the past,
and many more today, were made for purposes that have
a merely peripheral iconographic intent. We enjoy a well-
painted realistic picture of a pleasant landscape partly
because it is a pleasant landscape, with no purpose in any
iconographic system, and partly because it possesses in
itself agreeable shapes and colors. Furthermore, a jewel,
an arch or column, a passage of nonrepresentational or-
nament, or a work of abstract art may be felt as beautiful
entirely in and for itself. In every country and period
there have been visual configurations that are difficult or
even impossible to trace to any overt symbolic purpose,
yet people have ordered them, made them, bought them,
or imitated them just because they are felt to have strong
aesthetic properties in themselves.

In most societies, however, such configurations have
been limited to decoration, sometimes to personal
embellishment. Only when such nonrepresentational im-
ages as those in Christian art (the Cross, the Alpha and
Omega, the initial letters in illuminated manuscripts) are
endowed with strong symbolic significance have they
been raised to a considerably higher level, and permitted
to assume prominent positions (except, of course, in
architecture, where certain basic forms exist primarily of
constructional necessity and often symbolize nothing).
Only in the twentieth century have people created works
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of painting, sculpture, or graphics with no recognizable
subjects, the so-called abstractions.

Abstractions often do suggest some external object or
event, but such suggestions generally tell us more about
the observer’s psychological makeup, on the analogy of a
Rorschach test, than about the artist’s intention.
Generally, abstractions have been made to stand or fall
on their own merits as beautiful—or otherwise im-
pressive—objects without reference to a subject. Abstrac-
tions, too, can excite strong emotion (negative, if we are
not attuned to looking at them). But they can please quite
independently of the change of taste and fashion.
Abstractions depend on the operation of form, line,
color, mass, space, rhythm, and other aesthetic proper-
ties on the human consciousness. ‘““Laws™ have been
designed to explain or even supposedly to limit such
effects, but these laws seem to have been honored as
much in the breach as in the observance.

Abstract art is frequently paralleled with music, which,
at least since the Middle Ages, very often symbolizes or
represents absolutely nothing, and has its own laws, form-
ulated as harmony, counterpoint, and so forth. His-
torically, all artistic laws exist to be broken. Contem-
porary music disobeys all the time-honored rules of
Western tradition, sometimes at its peril, but often with
great success. The variety of forms and images produced
by the new abstract art is no less rich than that of past
works of representational art, and places the same strain
on our catholicity of taste.

THE DEVELOPMENT OF STYLES "

Why do styles in art change? Since the impressions of
man and nature transmitted by light to the retina follow
the same principles with any healthy pair of eyes in any
era, why are the accounts of visual experience given by
artists so strikingly different from one period to the next?
Are there laws that govern and, therefore, if discovered
can explain to our satisfaction the transformation be-
tween the style of one period in the history of art, such as
Gothic. Renaissance, or Baroque, and the next? Or the
change from one phase of style to the next in any given
period. or within the work of a single artist? Questions
such as these would seem to be basic for our understanding
of the history of art. Yet, although the literature on the
history of art is colossal and ever-growing, and comprises
countless studies on almost every aspect of the art of
every period and every region, these basic questions do
not seem to have been often asked in modern times.
Generally, however, we can deduce an art historian’s un-
derlying assumptions about the principles of historic
change from the way his account proceeds from the
analysis of one stylistic phase to the next.

The earliest explanations of stylistic development we
know anything about can be classified as evolutionary in
a technical sense. We possess no complete ancient ac-
count of the theory of artistic development, but
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references to lost Greek writings, especially those of the
Hellenistic sculptor Xenokrates. have been preserved in
the Natural History of the Roman writer Pliny the Elder
(A.D. 23-79). The Greeks appear to have assumed a
steady progression from easy to constantly more difficult
stages of technical achievement, such as that from pure
outline drawing to the use of a single color, then of two
colors. then of a number of colors, and in a culminating
stage of technical perfection to the total harmony of all
the colors, exemplified in the art of the perfect painter of
the fourth century B.C.. Apelles (none of whose works
survive). This kind of thinking, which parallels progress
in representation with that in the acquisition of any other
kind of technical skill, is easy enough to understand, but
tends to depreciate the importance of early stages in any
evolutionary sequence. Implicit also in such thinking is
the idea of a summit of perfection bevond which no artist
can ascend. and from which the way leads only down-
ward. unless every now and then a later artist can recap-
ture the lost glories of a Golden Age.

The Middle Ages. for which history was already fixed
in all its major outlines by the drama of the Fall and
Salvation of man, had little notion of history in the
modern sense of the word. and gave us only chronologies
of events. Artists were seldom named, since they were
considered mere mechanical executants of the com-
missions of great patrons, such as princes or bishops. But
since the beginning of the revival of interest in Classical
antiquity in Italy in the fourteenth century. a revival of
ancient artistic stvle has always been possible. The con-
viction that such a revival was taking place was clearly
expressed by a number of writers and artists, such as the
poet Petrarch in the fourteenth century and the sculptor
Ghiberti in the fifteenth.

A new pattern of art-historical thinking, which can be
characterized as evolutionary in a biographical sense. is
stated in the writings of the sixteenth-century Italian
architect. painter, and decorator Giorgio Vasari, who has
often been called the first art historian. Vasari undertook
an ambitious series of lives of the artists, first published
in 1550 and then revised and enlarged in 1568: his ac-
count began with Cimabue and arrived at Vasari's own
time. He was the first to compare the development of art
to the life of a human being. saving that the arts. “like
human bodies. have their birth, their growing up. their
growing old and their dving.” For him Cimabue and
Giotto (see fig. 513, colorplate 70) represented the birth
(or more properly the rebirth) of art, after its eclipse dur-
ing the Middle Ages. the fifteenth century its youth, the
High Renaissance—especially Michelangelo—its matu-
rity, and his own period. during Michelangelo’s last vears
and after his death, its old age.

Vasari refrained from making uncomfortable predic-
tions about the death of art after his time. but his
successors were not so wise. Much of the theoretical and
historical writing on art during the seventeenth century
looks backward nostalgically to the lost glories of the

High Renaissance. In such works only those contem-
porary artists are praised who attempted to revive High
Renaissance principles, and little sympathy is shown with
the vital artistic currents of the Baroque, then going on in
force on every side of the writers. This Vasarian pattern
of thought underlies a surprising amount of writing about
art well into the eighteenth century. during which the
three main phases of Greek art—archaic, Classical, and
fourth-century—were paralleled with the three principal
stages in the development of Renaissance art. Roman art
became at best an attempt to revive the Golden Age of
fifth-century Greece. at worst the decadent precursor of
the “"barbaric™ Middle Ages. Every now and then one can
still read contemporary accounts of the death of art, in-
variably. to borrow Mark Twain’s famous remark about
his own reported demise, ‘‘greatly exaggerated.”

Meanwhile, many adventurous persons in the mid-
eighteenth century had already begun to devote con-
siderable interest and study to medieval art, and the
problem of art-historical development took on a new
dimension, which gradually superseded the biographical-
evolutionary premise. In the formerly despised art of the
Middle Ages. sensitive observers began to discover con-
siderable aesthetic charm, which had little or nothing to
do with ancient Greek principles. No attempt was at first
made to impose on this newly evaluated art any system of
development: the facts had first to be ascertained. Then
in the late eighteenth and early ninzteenth centuries
followed an awakening of interest in the art of the Near
and Far East and in the twentieth a fascination with
“primitive’” art as having an aesthetic as well as a merely
ethnological attraction.

Imperceptibly. the ideas of Charles Darwin (1809-82)
began to affect the thought of art historians, and a third
tendency. seldom clearly expressed but often implicit in
the methods and evaluations of late nineteenth- and early
twentieth-century writers, began to make itself felt, tend-
ing to explain stylistic change according to an inherent
process that we might call evolutionary in a biological
sense. Ambitious histories were written setting forth the
art of entire nations or civilizations, and monographs
analyzing the careers of individual artists, in an orderly
manner proceeding from early to late works as if from
elementary to more advanced stages. The biological-
evolutionary pattern may recall that of the Greek
technical theory of evolution. save that it presupposes an
underlying affinity with the evolutionary process in
nature rather than being derived from the acquisition of
increasing technical competence. and was never to
recognize any stage of ultimate perfection.

The biological-evolutionary tendency underlies much
art-historical writing and thinking even today, and is evi-
dent in the frequent use of the word evolution, generally
in a Darwinian sense. Clear evolutionary patterns can be
persuasively demonstrated in the arts of certain coun-
tries. such as ancient Greece, for example, or in the
architecture of French cathedrals during the Gothic
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period. The German art historian Heinrich Wo6lfflin
(1864-1945) published several important studies
culminating in 1915 in a highly influential work called
Basic Concepts of Art History (now translated as Prin-
ciples of Art History), in which he developed a set of five
carefully contrasted categories to demonstrate the
change from Renaissance to Baroque as a model for the
evolution of style in general.

As we examine the art of many eras, however, it
becomes apparent that artistic evolution does not always
proceed in an orderly fashion. In ancient Egypt, for ex-
ample, after an initial phase lasting for about two cen-
turies, a complete system of conventions for representing
the human figure in painting and sculpture was devised
shortly after the beginning of the third millennium B.C.
(see fig. 55) and changed very little—with the exception
of a revolutionary period during the reign of a single
monarch—for nearly three thousand years thereafter.
Certainly, one cannot speak of evolution from simple to
complex, or indeed of any evolution at all. Even more dif-
ficult to explain in terms of any evolutionary theory is the
sudden decline in interest in the naturalistic representa-
tion of the human figure and the surrounding world in
late Roman art (see fig. 281), as compared to the subtle,
complex, and complete Greek and early Roman systems
of representation, which had just preceded this prob-
lematic period. It looks, on the surface at least, as if the
evolutionary clock had been turned backward and now
moved from the complex to the simple.

There are other cases of striking devolutions closer
to our own time. Jacques Louis David (1748-1825), a
painter brought up in the highly developed tradition of
Rococo art, with its soft figures, fluid colors, and easy
movement of forms in space (see Vol. 2, fig. 330), un-
derstandable according to Wélfflin’s theory as the ul-
timate phase of the Baroque, suddenly reverted to a strict
Classicism of form and design based partly, at least, on
the Renaissance (see Vol. 2, fig. 366). And artists of the
twentieth century have deserted the “‘late’ phases of the
developmental cycle en masse, often taking as their
models the arts of extremely early phases in man’s
development (or so they thought)—especially those of
Africa and the South Seas (see fig. 35). Obviously, there

must be some other explanation of such striking reversals

of the evolutionary process.

A fourth major tendency of art-historical interpreta-
tion, which might be described as evolutionary in a
sociological sense, has emerged during the twentieth cen-
tury. Many historians have written about separate
periods or events in the history of art along sociological
lines, but the most ambitious and comprehensive attempt
has been the Social History of Art (1951), strongly
colored by Marxist theory, by the Hungarian-born art
historian Arnold Hauser. Both Hauser and others have
been able to demonstrate what appear to be strong inter-
connections between forms and methods of representa-
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tion in art and the demands of the societies for which
these works were produced.

Often, however, sociological explanations fail to hold
up when examined minutely in an attempt to demon-
strate specific examples. How does one explain, for ex-
ample, the simultaneous coexistence of two or more quite
different—even mutually antagonistic—styles, repre-
sentative examples of which were bought or com-
missioned by persons of the same social class or even by
the selfsame person? Or how can one detect any
sociological reason for the frequently abrupt reversal in
styles that characterizes the twentieth century, when a
whole school of art, formerly accepted as the latest and
best, can suddenly find itself out on a limb, the victim of a
new and completely unforeseen stylistic innovation?

In these volumes no single theory is consistently
followed. Stylistic tendencies or preferences are regarded
as individual instances, often explicable by widely differ-
ing interpretations (the notion of cause and effect in the
history of art is always dangerous), sometimes not
responsive to any clear-cut explanation. Three of the four
theories discussed above are still useful in different ways
and at different moments. The second of the four, the
biographical premise beloved by Vasari, his Renaissance
contemporaries, and his seventeenth-century followers, is
generally renounced as suffering from a fallacious kind of
reasoning by analogy. Vasari’s premise was probably
abandoned as an indirect consequence of the reevaluation
of the Middle Ages, which he had consigned to outer
darkness.

There 1s, however, something inherently valuable
about the Greek theory of technical evolution. This can
be shown to correspond, for example, to the learning
history of a given individual, who builds new experiences
into patterns created by earlier ones, and may be said to
evolve from stage to stage of always greater relative dif-
ficulty. The stopping point in such a cycle might corre-
spond to the gradual weakening of the ability to learn,
and varies widely among individuals. Certain artists
never cease developing, others reach their peak at a cer-
tain moment and repeat themselves endlessly thereafter.
From the achievements of one artist, the next takes over,
and the developmental process continues. The element of
competition also plays its part, as in the Gothic period
when cathedral builders were trying to outdo each other
in height and lightness of structure (see fig. 476), or the
Impressionist period, when painters worked side by side
attempting to seize the most fugitive aspects of sunlight
and color (see Vol. 2, fig. 421). Such an orderly develop-
ment of refinements on the original idea motivating a
school of artists can also be made to correspond to the
biological-evolutionary theory, showing (as it seems) a
certain inherent momentum. So, in point of fact, the
Greek theory perhaps stands up a little better than the
pseudo-Darwinian one, which like the notions of Vasari
suffers somewhat from the effects of reasoning by



analogy. At least the Greek account corresponds to the
observable circumstances of life in a studio or a
workshop, or for that matter a scientific laboratory.
But what of the sudden about-faces, like that of David,
whose art might be considered to fit the biological-
evolutionary notion of a mutation, a sharp change that
produces. unpredictably. an entirely new species? Such
mutations have often been explained on sociological and
historical grounds, and in certain instances they may well
be susceptible to such interpretations. David, however,
has been the most striking example because during the
French Revolution he was artistic dictator of France and
responsible for all artistic standards. His first thoroughly
Neoclassic picture, the Oath of the Horatii (see Vol. 2,
fig. 366), would seem at first glance to be sternly
republican in subject as well as revolutionary in form.
This probability is clouded by the fact that the work was
painted in 1784-85, after David had been living in Rome
for years, far from the French political scene: that it
glorified an incident that was supposed to have taken
place under the Roman kingdon:; and that it was com-

missioned by King Louis XVI, at that time in little
danger of losing either his throne or his head.

Changes of style may result from sheer boredom.
When a given style has been around to the point of
saturation, artists and public alike may thirst for
something new. Or mutations may even occur from time
to time through purely accidental discoveries, a factor
that has yet to be thoroughly explored. On investigation,
apparent artistic accidents may turn out to be in reality
the result of subconscious tendencies that had long been
brewing in an artist’'s mind, and that almost any striking
external event could bring into full play. The only cer-
tainty in art-historical studies is that as we try to
penetrate deeply into the work of art, to understand it
fully, and to conjecture why and how it came to be as it is
we must examine carefully in each individual instance all
the factors that might have been brought to bear on the
act of creation, and regard with healthy skepticism any
theory that might tend to place a limitation on the still
largely mysterious and totally unpredictable forces of
human creativity.
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The words primitive and prehistoric are often used to
denote early phases in the artistic production of
mankind. Both adjectives can be misleading. Primitive
suggests crudeness and lack of knowledge, yet some of
the oldest works of art we know, such as the ivory carv-
ings and cave paintings of the first true men in western
Europe, show great refinement in their treatment of
polished surfaces and considerable knowledge of
methods of representation, while much later works,
presumably by their descendants, sometimes betray loss
of skill in both respects. The highly formalized objects
made by African and North American Indian cultures
close to our own time have been valued by some
twentieth-century European artists because of their sup-
posed primitivism; nonetheless, the few really ancient
works as yet discovered from these same cultures are
strikingly naturalistic. Prehistoric implies the absence of
both a feeling for the past and a desire to record it, but we
know from African societies that history was carefully
preserved in an oral tradition whose accuracy can at
times be corroborated when checked against the written
records of invading cultures. Nordic and Celtic epics.
orally transmitted and not set down in writing for many
centuries, and the equally unwritten legends of the
Eskimo and North American Indians may well have had
a basis in historic fact.

The first section of this book brings together the arts of
certain societies that lacked the ability to compile perma-
nent records. But that is by no means all these arts have
in common. One extremely important trait is the iden-
tification of representation with magical or religious
power, so that the object of art itself comes into existence
as the embodiment of an attempt to control or to
propitiate, through ritual, natural beings or natural
forces. A second universal trait is the total lack of con-
cern for space. Animals, birds, fish, to a lesser extent
human beings, are widely represented, usually in con-
formity with transmitted stereotypes; plants appear only
quite late, and then are ornamentalized. Landscape
elements (save for the volcano of Catal Hilyiik, see fig.
18) never demand representation, and the immense
spaces surrounding mankind, which must have appeared
mysterious and challenging, are not even suggested.
Some of the arts described in this section precede
chronologically the more developed phases of civiliza-
tion; others persist side by side with them right up to the
present time. Oddly enough, the twentieth century, which
has conquered physical space to such an extraordinary
degree, and which has transcended representation by
photography, the cinema, and television, and writing by
means of electronic communication and records, is the
first to find the art of early people artistically appealing.
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Paleolithic Art
(Old Stone Age),

30,000 to 19,000 B.C.

We do not know when or how human beings took the
significant step of making objects for their own interest
and enjoyment rather than for pure utility; probably, we
shall never know. But we do have extensive evidence,
almost all of it discovered within the past hundred years,
regarding human artistic production at a very early stage.
Such subhuman groups as Neanderthal man did not
make works of art. The first artists were the ancestors of
modern European man, the Cro-Magnon people, who
roamed over Europe, equipped with stone tools and
weapons, during the last glacial period, when the Alpine
region, northeastern Europe, and most of the British Isles
were covered deep in glacial ice. So much of the world’s
water was frozen in polar ice caps and continental
glaciers that coastlines were very different from their
present shape, and the southern portions of the British
[sles were connected with each other and the Continent.
Vegetation was subarctic; most of western Europe was a
tundra, and forests were limited to the Mediterranean
region. In this inhospitable environment early man, vast-
ly outnumbered by the animals on which he depended for
food, lived in caves or in temporary settlements of
shelters made from mud and branches.

There seem to be no early stages in the evolution of
Paleolithic art; the earliest examples are of an
astonishingly high quality that, coupled with the great
period of time covered by the finds, suggests the existence
of a strong tradition in the hands of trained artists,
transmitting their knowledge and skill from generation to
generation. While these early works of art have been
found all the way from southern Spain and Sicily to
southern Siberia. most of the discoveries have come to
light in south-central France, northern Spain, and the
Danube region. The approximate dates given here are
based on analysis of organic material at the sites, ac-
cording to the known rate of disintegration of radioac-
tive carbon 14, absorbed by all living organisms, into
nonradioactive nitrogen 14 after death. Even more sur-
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prising than the immense age of the earliest finds is the
extraordinary duration of the cave culture, some twenty
thousand years, or nearly twice as long as the entire
period that has elapsed since.

Sculpture

The tiny female statuette jocularly known as Venus (fig.
1), found near Willendorf in Lower Austria, is datable
between 30,000 and 25,000 B.C. It is one of the earliest
known representations. Grotesque as it may at first
appear, the “Venus' of Willendorf is a superb work of
art. The lack of any delineation of the face, the rudimen-
tary arms crossed on the enormous bosom, and the
almost equally enlarged belly and genitals indicate that
the statuette was not intended as a naturalistic represen-
tation but as a fertility symbol; as such, it is compelling.
From the modern point of view, the statue harmonizes
spherical and spheroid volumes with such power and
poise that it has influenced twentieth-century abstract
sculpture, particularly the art of Brancusi (see Vol. 2, fig.
474). A similar but smaller statuette, from Lespugue in
southwestern France, is tentatively dated much later,
about 20,000-18,000 8.c.(fig. 2). In this work, carved in
ivory, the swelling, organic forms of the “Venus" of
Willendorf are conventionalized and become almost or-
namental. Across the back of the figure (colorplate 1)
runs a sort of skirt, imitating cloth, which dates weaving
back to a remarkably early moment. One of the finest of
these tiny sculptures is the delicate ivory head of a
woman from the cave called Grotte du Pape at Brassem-
pouy in southwestern France (fig. 3). As in the "“Venus”
of Willendorf, the hair is carved into a grid suggesting an
elaborate coiffure, which hangs down on the sides to
flank a slender neck. The pointed face is divided only by
nose and eyebrows; the mouth and eyes may originally
have been painted on.

As compared to these stylized images of human beings,




L. “Venus” of Willendorf. c. 30.000-25,000 B.c. Limestone,
height 4%”. Naturhistorisches Museum. Vienna. See
Colorplate |

2. Venus of Lespugue. c. 20,000-18.,000 B.C. Ivory. height
5%". Musée de 'Homme, Paris

3. Woman’s Head. from Grotte du Pape. Brassempouy.

France. c. 22.000 B.C. Ivory. Musée des Antiquités
Nationales, St.-Germain-en-Laye. France
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4. Bison. from La Madeleine (Tarn), France. ¢. 12,000
B.C. Antler, length 4”. Musée des Antiquités
Nationales, St.-Germain-en-Laye. France

W

Chamois, from Le Mas d’Azil (Ariége). France. Antler.
length 11%”. Collection Péquart. St.-Brieuc, France

6. Hall of Bulls. Cave painting. ¢. 15.000-10.000 B.c.
Lascaux (Dordogne). France

- Wounded Bison Attacking a Man. Cave painting.

¢. 15.000-10.000 B.c. Length of bison 43”. Lascaux
(Dordogne). France
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the earliest represented animals are strikingly
naturalistic. A little bison (fig. 4) carved about 12,000
B.C. from a piece of antler was found at La Madeleine in
south-central France. The legs are only partially preserved,
but the head. turned to look backward. is convincing-
ly alive. with its open mouth, wide eye, mane, and furry
ruff indicated by firm. sure incisions. The projections are
so slight that the relief approaches the nature of drawing.
Another brilliant example of animal art is the little spear-
thrower from Le Mas d"Azil in southwestern France (fig.
5). representing a chamois in a similar pose of alarm, its
head turned backward and its feet brought almost to-
gether in a precarious perch on the end of the implement.

Cave Art

The most impressive creations of Paleolithic man are the
large-scale paintings, almost exclusively representing
animals, which decorate the walls and ceilings of
limestone caves in southwestern France and northern
Spain (see colorplate 2: figs. 6, 7). Their purpose is still
obscure. By analogy with the experience of surviving
tribal cultures, it has been suggested that these paintings
are an attempt to gain magical control, by means of
representation, of the animals early man hunted for food.
Recent investigation has shown this explanation to be un-
tenable. Judging from the bones found in the inhabited
caves, the principal food of the cave dwellers was reindeer
meat. But the chief animals represented, in order of fre-
quency, were the horse, the bison, the mammoth, the,
ibex, the aurochs, and at long last several species of deer.
Most of the paintings are found at a distance from the
portions of the caves, near the entrances. where early
man lived, worked. cooked, and ate. Often, the painted
chambers are accessible only by crawling through long,
tortuous passages or by crossing underground streams.
This placing, together with the enormous size and com-
pelling grandeur of some of these paintings, suggests that
the remote chambers were sanctuaries for magical or
religious rituals to which we have as yet no clue. Evidence
indicates that the chambers were used continuously for
thousands of years, and microscopic analysis by the
American scholar Alexander Marshack has shown that
the paintings were repainted periodically, many times in
fact, in layer after layer. Abstract signs and symbols,
which may be the ancestors of writing, appear consistent-
ly throughout all the painted caves and also on many of
the bone implements found in them. One day these sym-
bols may yield to interpretation; possibly, they will
provide the answer to the mysterious questions of the
meaning and purpose of these magnificent paintings.
In the absence of natural light. the paintings could only
have been done. with the aid of stone lamps filled with
animal fat, with wicks of woven moss fibers or hair. The
colors were derived from easily found minerals, and in-
clude red. yellow. black, brown, and violet, but no green
or blue. The vehicle could not have been fat, which would
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Map 2. Southwestern France

not penetrate into the chronically damp, porous walls; a
water vehicle could amalgamate with the moisture and
carry the color into the structure of the limestone. No
brushes have been found. so in all probability the broad
black outlines were applied by means of mats of moss or
hair. The surfaces appear to have been covered by paint
blown from a tube: color-stained tubes of bone have been
found in the caves.

The paintings have always been described as *‘lifelike,™
and so they are, but theyare also in some respects stand-
ardized. The animals were invariably represented from
the side. and generally as standing in an alert position,
the legs tense and apart, the off legs convincingly more
distant from the observer, the tail partially extended.
Rarer running poses show front and rear legs extended in
pairs, like the legs of rocking horses. No vegetation
appears. nor even a groundline. The animals float as if by
magic on the rock surface. Their liveliness is achieved by
the energy of the broad, rhythmic outline, set down with
full arm movements so that it pulsates around the
sprayed areas of soft color.

The cave of Altamira in Spain was the first to be dis-
covered. a century ago, but was not at once accepted as
authentic. Today it is considered the finest. The famous
bison on the ceiling of Altamira, vividly alert (colorplate
2). are as powerful as the representation of animals can
be. Although artists of periods later in human history
analyzed both surface and anatomical structure more ex-
tensively, the majesty of the Altamira animals has never
been surpassed. The cave of Lascaux in France. dating
from about 15.000 B.c. and discovered in 1940, is a close
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8. Two Bison. from the cave at
Le Tuc d’Audoubert. France.
Low relief. ¢. 15.000 B.c. Clay.
length 24" each. Ariége. France

9. Reclining Woman. from the
cave at La Madeleine (Tarn).
France. Low relief

competitor to Altamira. It is one of a large number of
painted caves in the Dordogne region. The low ceiling of
the so-called Hall of Bulls at Lascaux (fig. 6) is covered
with bulls and horses. often partly superimposed, painted
with such vitality that they fairly thunder off the rock
surfaces at us. In another chamber is the tragic painting
of a bison pierced by a spear (fig. 7). dragging his in-
testines as he turns to gore a man who is represented only
schematically as compared to the naturalistic treatment
of animals.

Some images are in low relief, such as the tense, still
throbbing bison modeled in clay (fig. 8) about 15,000 B.C.
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on the sloping ground of a cave at Le Tuc d’Audoubert in
France; some have been carved into the rock, as are the
far-from-schematic, half-reclining nude women oc-
casionally found, always without heads. The easy pose of
the relief at La Madeleine (fig. 9) is in sharp contrast with
the stylization of the “"Venus™ of Willendorf.

MESOLITHIC ART

The disappearance of the great glaciers and the conse-
quent rise in temperature brought early man out of the
caves and fostered a gradual transition to the farming




1l. Ritual Dance, from the cave
at Addaura, Sicily. Drawing.

¢. 15.000-10.000 B.c. Heighi

of figures 10”

10. Hunting Scene. from El
Cerro Felio (near Alacon).
Spain. Watercolor copy of a
cave painting

society of the Neolithic period (New Stone Age). This in-
termediate stage. known as the Mesolithic (Middle Stone
Age). is far less rewarding artistically than the
Paleolithic. Paintings were made on the walls of open
shelters on rocky cliff faces. More than sixty sites have
been located in eastern Spain, but the small-scale paint-
ings of animals lack not only the size but also the vigor of
the cave paintings. and were usually done in a single tone
of red. An example from El Cerro Felio (fig. 10) shows a
group of male and female hunters, greatly schematized
but nonetheless pursuing at remarkable speed an
antelope that seems to have eluded their spears and

arrows. Mesolithic rock paintings of a somewhat similar
style are scattered from Scandinavia to South Africa. By
all means the most striking works of art from the
Mesolithic period are the brilliant series of outline
drawings of human figures and animals discovered in
1952 on the walls of a small cave at Addaura, just outside
Palermo, Sicily (fig. 11). The figures, depicted in a vari-
ety of attitudes, may be engaged in a ritual dance,
perhaps including acts of torture: the vigor and freedom
of their movements remind one of certain twentieth-
century works, notably those of Henri Matisse (see Vol.
2, fig. 448).
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Neolithic Art

(New Stone Age),
8000 to 3000 B.C.

With the recession of the last glaciers, the climate grew
irregularly but inexorably warmer, and man, all the way
from the British Isles to the Indus Valley, was able to set
up a new existence free from the limitations of the caves.
Wild grains and legumes now flourished throughout a
wide area and were eventually domesticated: so, one by
one, were various species of animals. Although stone
remained the principal material for weapons and tools.
here and there man discovered how to smelt certain
metals. Pottery, often richly decorated, began to replace
utensils of wood or stone. and weaving became highly
developed. Objects made of materials from far away in-
dicate the existence of travel and commerce. Although
man was still a hunter, he was no longer utterly depen-
dent on wild animals, and representations of them con-
sequently lost the intimate naturalism so impressive in
Paleolithic art. More lasting settlements grew up, some
of a considerable size, and the beginnings of architecture
made their appearance. these early examples generally
constructed of perishable materials but sometimes of
stone. From the evidence available, what may have been
Paleolithic religious life is scarcely distinguishable from
magic, but in the Neolithic period structures appear that
can only be described as sanctuaries, implying the ex-
istence of an organized religion, with a priestly class
making new demands on art.

Jericho

Recent partial excavations have brought to light the
remains of a considerable town at Jericho in southern
Palestine. Around 8000 B.C. the settlement was composed
of oval mud-brick houses on stone foundations. By about
7500 B.C. it was surrounded by a rough stone wall whose
preserved portions reach a height of twelve feet and was
further defended by a moat cut in the rock and by at least
one stone tower thirty feet high (fig. 12), the earliest
known fortifications in stone. Even more impressive are
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the human skulls found here (fig. 13). Their features were
reconstructed in modeled plaster, with shells inserted for
eyes. These skulls belonged to bodies buried beneath the
plaster floors of the houses. and were doubtless intended
to serve as homes for ancestral spirits, to be propitiated
by the living. The soft modeling is very delicately ob-
served. and. when painted, these heads must have been
alarmingly vivid.

Catal Hiiyik

From 1961 to 1963. excavations in the mound of Catal
Hiyiik on the plain of Anatolia. in central Turkey, dis-
closed a small portion of a city that, according to carbon
I4 dating. enjoyed a life of some eight hundred years,
from 6500 to 5700 B.C. The city was destroyed and rebuilt
twelve times. the successive layers of mud brick revealing
a high level of Neolithic culture, whose artifacts included
woven rugs with bold decorative patterns (not preserved,
but simulated in wall paintings) and polished mirrors
made from obsidian. a hard volcanic stone. Oddly
enough, the inhabitants had not yet discovered pottery,
and made their receptacles from stone or wood. and from
wicker. The houses (fig. 14) were clustered together
without streets in a manner not unlike that of the pueblos
of the American Southwest (see fig. 43), with a common
outer wall for defense. and they could be entered only by
means of ladders. The furniture was built in: it consisted
of low plastered couches under which the bones of the
dead were buried after having been exposed to vultures to
remove the flesh. A remarkable series of religious ar-
tifacts has been found. including statues of a mother
goddess (fig. 15) whose immense breasts and belly recall
the “Venus'' of Willendorf. The head of a child. possibly
a deity. appearing between her knees clearly symbolizes
childbirth.

Alongside the rooms intended for lay habitation,
shrines are occasionally found with couches doubtless




12.

13.

Fortifications. ¢. 7500 B.c. Jericho. Jordan

Plastered Skull. c. 7000-6000 B.c. Jericho. Jordan

. Houses at Catal Hiiyiik. Turkey. 6500-5700 B.c.

(Architectural reconstruction after J. Mellaart)

Goddess Giving Birth, from Catal Hiyiik. Turkey.
¢. 6500-5700 B.c. Archaeological Museum. Ankara.
Turkey
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16. Shrine at Catal Hiyik. Turkey. with bull horn and
skull decoration. 6500-5700 B.c. (Architectural
reconstruction after J. Mellaart)

17. Shrine al Catal Hiyiik. Turkey. with wall paintings of
vultures. 6500-5700 B.c. (Architectural reconstruction
after J. Mellaart)

18. Landscape Painting (copy). Catal Hiylik. Turkey

meant for the priesthood. These shrines enclose symbols
of magical potency and—even in reconstruction—of
awesome grandeur. Some shrines were adorned by rows
of paired wild bull horns mounted on the floor, facing en-
tire bull skulls fixed to the walls above (fig. 16). These
were probably male symbols. A stylized but very
aggressive silhouette painting of a bull appears on a
flanking wall. Other shrines (fig. 17) were apparently
dedicated to death, symbolized by wall paintings of huge
vultures devouring tiny, headless humans depicted in the
poses in which corpses were buried. Schematized and
flattened though they are, these birds, whose wings
spread diagonally across whole walls as if wheeling
through the air, must have struck terror in the hearts of
the inhabitants. On one wall was found the earliest
known landscape painting (fig. 18), showing Catal
Hiiyiik itself, represented as a series of rough squares sur-
mounted by an erupting volcano.

Megalithic Architecture

A number of sites, generally on islands or near the
seacoast, preserve impressive remains of monuments
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made partially or wholly of giant stones (megaliths). The
accepted dating of these buildings has been revised in the
light of the discovery that the carbon 14 method con-
sistently underestimated by as much as eight hundred
years the age of California bristlecone pine trees, in some
of whose cross sections more than eight thousand rings
have been counted. one for each year of life. The ancient
civilization on the Mediterranean island of Malta, for ex-
ample, which lasted about eight hundred years, has now
been dated before 3000 B.C. A hard limestone was used
for the exterior walls of the temples and for the trilithon
(three-stone) portals (fig. 19). A double vinescroll orna-
ment of unexpected rhythmic grace, the earliest known
appearance of this motive that later became universal in
Classical decoration, is carved in low relief on the en-
trance slab of one of the temples at Tarxien (fig. 20). The
interiors of tombs and temples generally follow a trefoil
plan: the stones are corbeled (projected one beyond the
other) to form a sloping wall that probably supported a
wooden roof. An actual corbel vault, the earliest known,
roofs a tomb chamber in the center of a mound at
Maeshowe, on a remote island of the Orkneys, north of
Scotland. It is datable about 2800 B.C.(fig. 21).

Long famous are the megaliths of Brittany, giant
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19. Trilithon portals. Before 3000 B.c. Hal Saflieni

20. Entrance slab of Temple. Low relief. Late 3rd millennium B.C. Limestone. Tarxien. Malta
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2]1. Tomb chamber. c. 2800 B.c. Maeshowe,
Orkney Islands. Scotland

22. Aerial view of Stonehenge. c. 2000 B.C.
Salisbury Plain. England
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23. Stonehenge. c. 2000 B.c. Height 13°6”. Salisbury Plain, England

single stones known as menhirs, which march across the
countryside for miles. and the dolmens or trilithons,
probably intended as graves to be surrounded by mounds.
A number of cromlechs, ritual stone circles, are preserved
in England. the grandest of which is Stonehenge on the
Salisbury Plain (figs. 22. 23). now datable about 2000
B.C. This is the third and most ambitious circle built on
the site. Claims of extraordinary astronomical com-
petence on behalf of these Stone Age builders, surpassing
even that of the later Greeks, have been strongly
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challenged. but it is clear that the stones were arranged to
coincide at least roughly with sunrise at the summer
solstice. The impression of rude majesty they impart is
tempered somewhat by the observation of considerable
subtleties: these stones, weighing as much as fifty tons,
were dragged for twenty-four miles by hundreds of men,
dressed (trimmed) to taper upward. and even endowed
with a slight swelling known later to the Greeks as en-
tasis: the lintels were curved according to their places in
the circle.
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The Bronze and Iron Ages,
3000 to First Century B.C.

When first discovered, metals were valued chiefly for
their beauty. Gradually, man learned to mine ore and
smelt it in kilns. Then, probably by accident, he hit upon
alloys. Bronze replaced stone for tools and weapons,
casting was invented, and eventually iron and steel were
adopted. Pottery became universal, the wheel was de-
vised, and large towns were built. Hundreds of sites of
ancient settlements have now been excavated, and the
thousands of artifacts unearthed often show the highest
degree of technical skill in the handling of metal. The sur-
viving paintings possess little of the quality of the cave
murals, but the metal objects, generally intended for per-
sonal adornment or for ritual use, are extremely im-
aginative in their exploitation of geometrical forms and
rhythmic relationships. Elements of this new metal art
were eventually inherited by Europeans in the early Mid-
dle Ages, and came to be endowed with Christian content
(see figs. 382, 403). Entire populations migrated across
eastern, central, and northern Europe, bringing with
them their artifacts and their technical knowledge, and
carrying on commerce and war with each other, with in-
digenous populations, and with the great contemporary
civilizations of the Mediterranean world (see Part Three,
page 272).

A magnificent example of Bronze Age metalwork is a
gold bracelet (fig. 24), probably dating from the second
millennium B.C., found at Belje in Yugoslavia. The triple
gold armband is ornamented on the inner flanges by an
incised scallop pattern; on the outer the scallop becomes
tendrils similar to the vinescrolls at Tarxien (see fig. 20).
The back flares into broad scrolls suggesting the volutes
of a Greek lonic capital many centuries later (see fig.
153), also ornamented by tendrils. The finest example of
Bronze Age figurative art is the small bronze wagon
found at Strettweg in Austria (fig. 25), from the so-called
Hallstatt culture, probably of the seventh century B.C. A

tall goddess dressed only in a belt supports a bronze bowl
in the center of the wagon: she is preceded and followed
by pairs of warriors on horseback and on foot, and by
pairs of male figures flanking stags, doubtless perpetuat-
ing some now unknown religious ritual. Although there

24. Bracelet, from Belje, Yugoslavia. c. 2nd millennium
B.C. Gold. Naturhistorisches Museum, Vienna
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. Cult wagon. from Strettweg.

Austria. ¢. 7th century B.C.
Bronze. height of goddess 8%".
Landesmuseum Joanneum.
Graz. Austnia

. Tiara. from Poiana-Cotofenesti.

Rumania. c. 4th century B.C.
Gold. height 9'2”. Museum of
History of the Socialist Republic
of Rumania. Bucharest

Openwork ornament. from
Brno-Malomerice.
Czechoslovakia. c. 3rd century
B.C. Bronze. 4% x 5%".
Moravian Museum. Brno.
Czechoslovakia

Figure. from Holzgerlingen.
Germany. ¢. 2nd century B.C.
Stone. height 797",
Wiirttembergisches Landesmuseum
Stuttgart, Germany



29. Caldron. from Gundestrup, Denmark. 2nd century B.c.-5th or
6th century A.D. Silver. Nationalmuseet. Copenhagen

seem 1o be similarities to the art of the Geometric period
in Greece (see fig. 141), the lively arrangement of figures
is entirely original. A very different and disturbingly bar-
baric object is the great gold tiara (Hig. 26), perhaps
dating from the fourth century B.C.. found at Poiana-
Cotofenesti in Rumania. It is adorned with staring eyes
of great intensity and eyebrows that flare into horns.
Horses and riders appear on the back.

The La Tene culture, named after a site on Lake
Neuchatel in Switzerland, was produced by Celtic
peoples who reveled in geometric forms, generally with
biomorphic suggestions and often enfolding recognizable
animal or human heads. A superb example is the three-
dimensional bronze ornament from Brno-Malomérice in

Czechoslovakia, whose organic shapes well outward and
upward. enclosing large segments of open space (fig. 27).
Some stone sculpture survives, generally very rude in
comparison with the metalwork, yet harshly expressive.
The figure from Holzgerlingen in Germany (fig. 28),
from about the second century B.C, is two-headed like
the Roman god Janus, looking forward and backward,
and very powerful in its shaftlike simplicity. The most
spectacular and mysterious object of Iron Age art is the
great silver -caldron from Gundestrup in Denmark (fig.
29), which has been variously dated from the second cen-
tury B.C. to the fifth or sixth century A.D. Its raised relief
seems to contain an entire mythology in its staring heads
and warriors on horseback or marching on foot.

The Bronze und Iron Ages / 39



4

Black African Art

Below the Sahara Desert stretches a vast region of

Africa, including uplands, open steppes, and tropical rain
forests, the home even today of an incredible number and
variety of artistically productive black tribal cultures that
in certain respects resemble those of early man. Euro-
pean contacts with the arts of black Africa have un-
dergone at least five distinct phases. At first, artifacts
were brought home as curiosities by early explorers,
traders, and colonists. To this activity we often owe the
continued existence of wooden objects, doomed to a short

life in central African heat and humidity. Then. with the
growth of anthropological studies in the nineteenth cen-
tury. the objects were exhibited as specimens in museums
of natural history. Next, in the opening years of the twen-
tieth century, the aesthetic properties of African art were
discovered as a powerful source of inspiration by German
Expressionists (see Vol. 2, figs. 453, 454) and by artists
working in Paris, especially Picasso (see Vol. 2, fig. 464).
Since then, archaeological investigation, still all too rare
and limited, has discovered works of courtly art of
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astonishing beauty and great antuiquity. antedating any
contacts with Europeans. Finally, in our own time. quan-
uties of cheaply produced imitations of tribal artifacts
—so-called airport art—have flooded the market, while
young African arusts have turned to art schools, studios,
and exhibiuions, like artists anywhere ¢lse in the modern
world.

The discovery in 1938 of a superb scries of naturalistic
heads and busts in clay and in bronze at Ife in Nigeria in
central West Africa came as da total surprise. Ife artists
had been thoroughly fanuliar with the lost-wax process of
casting, in which a work is built up on 4 fireproof core
with a thin laver of wax, and then covered with a
fireproof mold usually based on clay. When the mold has
hardened. it is heated. the wax runs out, and molten
metal. which assumes the shape ol the original wax layer,
is poured in. Invented by Bronze Age man, this method
was known throughout the Mediterrancan world in an-
tguity. No contacts have been traced between the Ife
civilization, which flourished between the eleventh and
fifteenth centuries A D., and the Mediterranean: it is quite
possible that the Ife artists discovered the lost-wax
method independently. The royal heads. such as the one
behieved to represent the early queen Olokun (fig. 30), are
of striking nobility and beauty. The broad. smooth sur-
faces of the skin are striated with parallel grooves
representing ritual scars and are perforated around the
mouth with holes possibly intended for the insertion of
jewels. Probably, these heads were made to surmount
wooden bodies. :

Sixteenth-century Portuguese explorers were the first
buropeans to visit the nearby Nigerian kingdom of
Benin, Its art, however. was not widely known unul the
city of Benin was destroyed 1n 1897 and a large number
of splendid bronze objects from the palace were taken to
England. Among them was the elegant and serene head
of a girl. dating from the fourteenth, fifteenth. or six-
teenth century, known as the “Princess’™ (fig. 31). She
wears a high, beaded collar and a beautiful horn-shaped
woven headdress. The refined workmanship of the very
thin bronze casting is derived, according to oral tradition.
from the older Ife culture, but a certain stylization has
softened the overwhelming sense of reality of the Ife
heads. Handsome leopards of ivory studded with brass
disks. symbols of roval power (fig. 32). and many grand
bronse reliefs from the palace, hike the one (fig. 33) rep-
resenting a king symmetrically enthroned between small-
er attendants. show other possibilities of the Benin style.
which 1s very dense in its opposition ol cylindrical
volumes to surfaces enriched by parallel grooves,
striations. and incised ornament.

A very lew examples must suffice to indicate some of

the superb artistic and expressive qualities of more recent
tribal art. which doubtless perpetuates the forms of older
and now lost works. Rich figural reliefs, such as the
carved-wood doors from the Yoruba culture at Ikerre in
Nigeria (fig. 34). which illustrate scenes from tribal life

31,

Head of Queen Olokun,
from Ife. Nigeria.

¢. I'tth-15th century a.D.
Clay and bronze.

height to top

of ornament ¢. 36”.
British Museum.
London

“Princess,” from

Benin. Nigeria.

¢. 14th 16th century A,
Bronze. life-size.

British Museum.
L.ondon
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Leopard, from Benin, Nigeria. ¢. 16th-17th century
A.D. Ivory with brass inlay. British Museum, London

Mounted King with Attendants, from Benin, Nigeria.
Relief plaque. c. 1550-1680 A.p. Bronze, height 19%".
Museum of Primitive Art, New York

. Yoruba door, from lkerre, Nigeria. Wood. British

Museum, London

. Bakota guardian figure, from Gabon, West Africa.

Wood covered with sheet brass, height 21%”. L. van
Bussel Collection, The Hague, The Netherlands

.




36. Yoruba helmet mask. from Nigeria. Height 30%".
Koninklijk Museum voor Midden-Afrika. Tervuren.
Belgium

37. Simo mask of the goddess Nimba with carrying yoke.
from the Guinea Coast. Wood. height 52”. Private
collection, New York

and ritual, continue some aspects of the ornamentalized
Benin tradition. Much more familiar are the guardian
figures of wood covered with sheet brass (fig. 35) from
the Bakota tribe of Gabon in West Africa, which were
originally set over urns containing ancestral skulls to
ward off evil spirits. The clear-cut, tense geometric forms
and strong magical content of these figures aided greatly
in the development of abstract art in Europe (see Vol. 2,
figs. 480, 489). Yoruba ceremonial masks from Nigeria
were often far more complex. The one in fig. 36, for in-
stance, culminates in a veritable explosion of cactus

-
.
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forms, crouching birds, and an animal head. One should
imagine the effect of such masks moving in complex and
sometimes bloody religious rituals, with a grass fringe
concealing the wearer. An even more frightening exam-
ple is the mask of the goddess Nimba (fig. 37) from the
Simo culture of the Guinea coast. On either side of a
monstrous arc-shaped nose the eyes of the goddess stare
from above pendulous breasts; all forms are emphasized
by rows of raised dots like nailheads. No twentieth-
century white sculpture has ever surpassed the grandeur
or severity of these almost architectural forms.
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Oceanic Art

A strikingly different but equally wide range of aesthetic
and emotional value was exploited by the mixed
Mongoloid and melanotic (dark-skinned) peoples from
Asia, who as early as the second millennium B C. settled
the innumerable islands that dot the western Pacific
Ocean. aided by the lower water level that then, as in
Europe. left much of the continental shelf uncovered. The
separate tribes that flourished in the rain forests of the
coastal areas, the river valleys. and the mountainous up-
lands were often headhunters. sometimes ritual can-

therefore of quite recent date. their splendid artifacts
were designed to satisfy practical and ceremonial
necessities. Human and animal figures of compelling
physical presence coexist with shapes that. at first sight,
appear entirely abstract. But the dizzying effect on the
modern observer, and presumably on the enemy. of the
swirling curves and floating ovoids that decorate a4 war
shield from the Sepik River region of northern New
Guinea (fig. 38) is stabilized by the realization that the
shield is in fact a gigantic mask. with nose, eves. and or-

nibals. Usually carved in wood and painted, and namentalized teeth, bearing on its brow a smaller and
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even more frightening face. Such objects were. of course,
never intended to be seen apart from the context of tribal
life. some of whose intensity engulfs us in the huge “soul
boat™ from New Ireland (fig. 39) commemorating a dead
chieftain sent to sea in a canoe with the bodies of his
enemies. The fierce and jagged shapes of the figures. the
bird heads that crown.them and the wings that enfold
them. and the great boat itself with its fins and its open,

toothy mouth and lashing tongue reenact the mysteries of

an ancient rite.
Still unexplained are the colossal stone figures that

38. War shield. from the Sepik River region of New Guinea. Height 61%
Museum of Archaeology and Ethnology. Cambridge. England

. University

“Soul boat.” from New Ireland. New Guinea. Length 19°. Linden-Museum. Stuttgart.

40. Stone images. Height 30": weight c. 16 tons each. Easter Island. South Pacific

stand in long rows. suggesting the menhirs of Brittany,
and lead to volcanic craters on isolated Easter Island (fig.
40). They were carved from lava in quarries that still ex-
ist, but as early as the seventeenth century the first Euro-
pean explorers noted that the inhabitants had lost track
of the meaning of the statues and had pushed many of
them into the sea. The backs of the heads are entirely ab-
sent. the bodies barely suggested. so that the images are
really a succession of staring masks, overpowering large-
ly because of their gigantic scale, which unites them with
the desolate landscape.
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North American Indian Art

The first Europeans in North America may have been
closer to the truth than we recognize when they called the
inhabitants ‘‘Indians’; these peoples had in fact
wandered from Asia, by way of a land bridge formed
about 10,000 B.Cc. by what are now the Aleutian Islands,
and they may even have brought Asiatic traditions with
them. Many of these nomadic tribes of hunters were still
in the Old or perhaps the Middle Stone Age, and some
have remained so, in spite of enforced mass migrations,
until the present century. Among the enormous variety of
artifacts they produced—painted tepees and shields,
carved figures, pottery, baskets, beaded clothing
—perhaps the most impressive are the superb blankets
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(fig. 41) whose lively, flickering designs, produced by the
complex interaction of basic geometric shapes, have
much in common with the abstract paintings of the twen-
tieth century.

We tend to underrate the importance of ancient, seden-
tary Neolithic civilizations, such as that of the Mound
Builders of the central United States or the Cliff Dwellers
of the Southwest. The midwestern mounds, some as high
as a hundred feet, were often grave tumuli surmounting
burial chambers built of logs and containing a wealth of
stone and sometimes metal ornaments; some were plat-
forms for temples and palaces, of which only fragments
survive, Others traced the forms of gigantic serpents, or

41. Nobility blanket woven by the Salish tribes.
Peabody Museum. Harvard University.,
Cambridge. Massachusetts

42. Hopewell pipe in the form of a hawk. from
Tremper Mound, Ohio. c. 200 B.c.-300 A.D. Gray
pipestone, height 3”: length 3'4”. Ohio Historical

Society. Columbus
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43. Adobe pueblos. Taos. New Mexico

birds with wings spread. reminding us forcibly of the wall
paintings of Catal Hiiyiik. Such objects as the stone pipe
in the form of a hawk (fig. 42) from the Hopewell culture
(named after the family on whose Ohio farm the original
discoveries were made). datable from 200 B.C.to A.D. 300,
show a high degree of formal mastery and technical
finish. suggesting the art of the Old Kingdom in Egypt.
The Indians of the Southwest built superb walled towns
of stone in the shelter of cliffs as far back as the twelfth
century. The adobe pueblos of New Mexico (fig. 43),
their descendants, look much like the reconstructed view
of Catal Hiyiik (see fig. 14).

Perhaps the most powerful of more recent Indian
works are the ceremonial animal sculptures of the Pacific
Northwest. An effect of great mass is obtained by sur-
rounding broad areas with incised rectangular contours
with slightly rounded corners. The larger animals sur-
prisingly disclose smaller ones—in their ears, their body
joints, or even in their eyes and mouths—like the
Scythian panther from southern Russia (see fig. 344). A
Haida bear mask of painted wood is provided with tur-
quoise eyes and teeth, suggesting that we are looking past
and through the staring animal into distant sky (color-
plate 3). Even more majestic are the towering wood
sculptures of the Tlingit—doorjambs, totem poles,
gables, house partitions—of which one of the grandest is
a colossal bear screen (fig. 44). While commercialized
versions of the great Indian objects are being made in
ever-growing numbers for the tourist trade, talented In-
dian artists are becoming increasingly assimilated into
the general currents of the dominant white culture.

44. Tlingit bear screen. 1840. Carved
and painted wood, 15x 9.
The Denver Art Museum,
Colorado

From the earliest artistic productions of mankind down
to works of art made by preliterate societies close to our
own time, and throughout the widest variety of climatic
environments and cultural systems, it is clear that in art
created before writing fantasy and magic generally
operate outside the control of reason. Measure, the basis
of order in art as in life, can exist only with writing, and
measure 1s conspicuously absent from all preliterate art
forms save only those which, like weaving, are by their
very nature dependent on a considerable number of
material elements of approximately identical size, subject
to distribution and repetition. Without the rational
overlay governing the art of most subsequent periods,
basic human impulses find expression in rhythmic form.
In a magical art the motion of the hand holding the tool
takes on the quality of a dance, and visual patterns that
of choreography. No wonder that works of art produced
for magical purposes and based on antirational principles
should have been considered ‘‘barbaric” by historic
societies whose culture was based on writing, or codified
as evolutionary stages in human development by the en-
cyclopedic science of the later nineteenth century. Only
the twentieth, which has discovered the irrational basis of
much of man’s inner life through the researches of psy-
chology, has found preliterate art emotionally accessible.
From time to time, throughout the history of art in
literate cultures, it will become apparent that the irra-
tional and impulsive nature of man lies fairly close to the
surface, and at moments of intense individual or collec-
tive experience can again determine essential aspects of
the work of art.
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For many thousands of years, Neolithic man was able to
produce and preserve food and thus develop permanent
settlements. yet he depended entirely on his memory for
records, communications, and the preservation of
history. religion. and literature. No matter how highly
developed, memory is notoriously fickle. No large-scale
systematic enterprise, whether political, economic, or
religious, was possible in the absence of reliable and en-
during records. How man first hit on the idea of setting
down information in visible form, thus arriving at a
system of writing, we do not know, but this essential
change seems to have taken place a hittle more than five
thousand vears ago. in Mesopotamia and Egypt, on both
sides of the land bridge connecting Asia and Africa. In
both of these civilizations the earliest writing was pic-
tographic, but soon the little images became codified and
developed connections with syllables and words indepen-
dent of their original derivation. Egypt, which possessed
both quantities of hard stone and swamps from whose
reeds a paper-like material called papyrus was
fabricated. long retained the pictorial shapes the Greeks
named hieroglyphs (sacred writing, because its use was a
prerogative of the priesthood). Mesopotamia, however,
relied on soft clay as a writing surface. and there the pic-
tographs were rapidly codified into groups of impressions
made with the wedge-shaped end of a reed stylus—a form
of writing we call cuneiform (from the Latin word for
wedge).

Records and communications facilitated commerce
and systematic agriculture, as well as the development of
governmental authority. Cities grew to considerable size.
Monarchies arose and extended their sway to ever wider
regions by the subjugation of neighboring states. By the
middle of the second millennium B C., three powerful and
prosperous empires had developed: in Egypt. in
Mesopotamia. and in the islands of the Aegean Sea. The
end of the second millennium, however, was a time of
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great upheaval for the ancient world, and none of the
major powers escaped unscathed. From the ensuing
chaos arose the glorious, if partial and short-lived.
democratic experiment of the Greek city-states. But
despite the enormous influence of Greek culture on the
future, the separate Greek political systems. weakened by
Macedon, could not resist the march to power of Rome.
By the end of the first millennium B.C.. all the states of
the Mediterranean world and many of the still tribal
polities of northern. central. and eastern Europe were
either absorbed or on the road to absorption by the
Roman Empire. Political unification prepared the an-
cient world for religious unification as well. and the
religions surviving from the ancient states proved no
match for the universal claims of Christianity or. a few
centuries later. of Islam.

Along with writing and the new attitudes and systems it
made possible. there arose entirely new modes of intellec-
tual activity based on writing and aimed at the intellec-
tual and physical control of the environment and of man
himself. History and epic and religious poetry were put in
writing in Egypt and Mesopotamia. The sciences of zool-
ogv. botany, anatomy, and medicine made remarkable
progress. Numbers. considered apart from enumerated
objects, became transferable to any object, or became
subject to abstract analysis. Arithmetic and geometry
were discovered, including principles still valid and
methods still taught. Optics, perspective. and astronomy
made remarkable beginnings. and scientific calendars
were devised. Speculation and abstract reasoning fol-
tlowed observation. and under the Greeks and Romans
the major branches of philosophy were established. New
scientific attitudes began to replace mythological systems
with a cosmology based on scientific method.

The adoption by the Greeks of the Phoenician alphabet




about 7530 B C facilitated the codification of language and
the establishment of regular grammar and syntax.
Recorded literature included not only the heritage of
preliterate Greek oral poetry. which could at last be set
down, but newly composed dramas, lyrics, and epics. and
a systematic attempt at history. Ancient music, now al-
most entirely lost. was based on scales and mathemati-
cal principles still in use: it apparently reached great
heights. But along with the earliest steps in the evolution
of science. and before any presently known achievements
of philosophy, literature. and music. the mental attitudes
born of writing made possible entirely new purposes.
standards. and practices for the visual arts. For the first
time. in Egypt and Mesopotamia. emphasis in figural art
was transferred from animals to humans. individually or
in groups. described with accuracy and analyzed with un-
derstanding. and set upon a continuous groundline or
within an increasingly complex spatial environment.
Compositions could be measured and controlled. Em-
pirical Neolithic building methods gave way to a rational

architecture composed of regular and regularly recurring
modular units and spaces, often mathematically in-
terrelated. and constructed with so accurate an un-
derstanding of physical stresses that. if they had been
Kept in repair. most ancient masonry structures would be
standing today.

In all fields of human endeavor. reason is the
triumphant discovery of the ancient world. The best
works of ancient art. founded upon reason. are of a quali-
tv that has seldom since been equaled and never sur-
passed. The social upheavals following the dissolution of
ancient empires were responsible for the destruction of
most of mankind’s early artistic achievements. What
remains is often mutilated. sometimes as fast as it
comes to light from beneath the soil. in order to satisfy
modern greed. But in spite of violence and cupidity,
what 1s left of ancient art. no matter how scarred and
battered. no matter how brutally torn from its original
setting. remains as a supreme intellectual and spiritual
heritage—and inspiration—for us today.
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Egyptian Art

THE ARCHAIC PERIOD AND THE OLD
KINGDOM, c. 3200-2185 B.C.

The antiquity and continuity of Egyptian civilization
were legendary. even to the Greeks and Romans. In fact,
the period of roughly three thousand years during which
Egyptian culture and Egyptian art persisted, unchanged
in many essential respects, is longer by half than the en-
tire time that has elapsed since the identity of Egypt was
submerged in the larger unity of the Roman Empire.
Although the rival cultures of the Near East, especially
Mesopotamia, had a somewhat earlier start, and even in-
fluenced to a limited extent some of the early
manifestations of Egyptian art, the Mesopotamian
region did not enjoy natural barriers like those that
protected Egypt. Consequently, group after group of in-
vaders overwhelmed, destroyed, or absorbed preceding
invaders throughout Mesopotamia’s stormy history.
Moreover, with few observable outside influences, the
Egyptians rapidly developed their own highly original
forms of architecture, sculpture, and painting earlier than
any comparable phenomena in Mesopotamia, and it is
Egyptian rather than Mesopotamian art that provided
norms for the entire ancient world. It seems preferable,
therefore, to commence our story with Egypt.

The dominating reality of Egyptian life has always
been the gigantic vitality of the Nile River. For nearly a
quarter of its four thousand miles, it flows through Egyp-
tian territory. The Nile Valley, nowhere more than
twelve and a half miles wide, forms a winding green rib-
bon between the barren rocky or sandy wastes of the Lib-
yan Desert to the west and the Arabian Desert to the
east. During the fourth millennium B.C, the valley was
inhabited by a long-headed, brownskinned ethnic group,
apparently of African origin, while the Nile delta to the
north was the home of a round-skulled people originally
from Asia. Abundant remains of Neolithic cultures have
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been found in both regions, including a rich variety of
decorated ceramics.

The chronology of Egyptian history is still far from
clear, and most dates are approximate and disputed. But,
according to an account set down by a Hellenized Egyp-
tian called Manetho in the second century B.C, the
separate kingdoms of Upper (southern) and Lower
(northern) Egypt were united by a powerful Upper Egyp-
tian monarch called Menes, founder of the first of those
dynasties into which Manetho divided Egyptian history.
Menes has been identified by modern scholars as
Narmer, the king depicted on the slate tablet in fig. 47.
His tremendous achievement—establishing the first
large-scale, unified state known to history—took place
either shortly before or shortly after 3000 B.C.

The Egyptian king. or pharaoh as he is known in the
Old Testament (from an Egyptian word originally mean-
ing great house), was considered divine. He participated,
therefore, in the rule of universal law that governed the
natural life of the entire valley. The sun rose over the
eastern cliffs in the morning and set over the western
cliffs in the evening. All day the sun sent down its vivify-
ing rays until it was devoured by the night, but one could
be perfectly sure that next morning it would be resur-
rected. In the same way the Egyptian faced death with
the certainty that, like the sun, he would live again. Every
autumn the river overflowed, spreading over the land the
fertile silt brought from central Africa. Even in the
almost total absence of rainfall, abundant crops could be
produced. The unchanging order of the natural world was
personified by a complex and often changing pantheon of
nature deities engaged in a continuous mythological
drama rhythmically repeated according to the cycles of
nature. By these deities the pharaoh was believed to have
been generated. and to them he would return after a life
spent maintaining in the state an order similar to that
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which they had ordained for the Nile Valley—beyond
which, at the start of Egyptian civilization at least, little
was known and nothing mattered.

The Egyptians built their houses, their cities, and even
their palaces of simple materials such as palm trunks,
papyrus bundles, Nile mud, and sun-dried bricks. Little is
left of the palaces beyond an occasional foundation or
fragments of a floor or painted ceiling, and almost
nothing of the dwellings of ordinary men. But tombs and
temples were soon to be constructed of stone, of which
there was an abundance in the desert—sandstone,
limestone, granite, conglomerate, and diorite, to name
only a few. The Egyptians devoted their major artistic ef-
forts to the gods and to the afterlife, not only in architec-
ture but also in sculpture—both of which were often of
colossal dimensions, meant to rival the immensity of the
landscape and the sky—and in those delightful decorative
reliefs and paintings from which we derive most of our
knowledge of Egyptian life.

A striking illustration of the difference between
preliterate, predynastic Egypt and the subsequent tightly
organized civilization that was to prove so amazingly
durable can be seen by comparing the earliest known ex-
ample of an Egyptian mural painting, made shortly
before 3000 B.C. (fig. 45), with almost any subsequent
works of Egyptian figurative art. The painting comes
from the plaster wall of a tomb chamber at Hierakon-
polis, a city in Upper Egypt about fifty miles south of
Thebes. Not essentially different from Neolithic rock
paintings found in the Spanish Levant, the random com-
position shows three Nile boats, possibly carrying cof-
fins, attended by tiny figures with raised arms who may
represent mourning women. Antelope and other animals
are scattered about, and men fight animals and each
other.

The Stone Palettes

Within a relatively short time after this improvised mural
with its diagrammatic figures—perhaps as little as a cen-
tury or two—Egyptian art had changed totally, reflecting
the character of the monarchy, which had impressed
itself on all aspects of Egyptian life. A fragment of a slate
tablet (fig. 46) datable about 3000 B.c. shows a mighty
bull that has overthrown and is about to gore and to
mount a helpless man. Interpreted according to later
references, the fearsome animal symbolizes the king of
Upper Egypt triumphing over his defeated Lower Egyp-
tian foes. The horizontal shapes below, some headed by
hawks, some by lions, are the standards of royal troops,
which have hands grasping a rope attached to another
enemy, whose head can still be seen above the broken
edge. The parallelism of the standards shows a new sense
of order; so indeed does the artist’s analysis of both the
bull and the humans. He is aware of the difference
between muscles, bones, and veins, although he has
simplified and formalized these elements. The bull’s hoof
presses sharply into the soft muscle of his enemy’s calf,
immobilizing him. The features are carved with sufficient
naturalism to indicate, by means of curly hair and beard,
that they belong to Asiatic northerners.

The tablet is a fragment of a stone palette apparently
used, in early Egypt, to mix the paint applied to the eyes
of divine images in order to provide the gods with sight.
The finest of these palettes is that of King Narmer (fig.
47), whose capital was at Thinis in Upper Egypt. In this
work a sense of total order prevails. The king appears in
his own right, standing firmly on a definite groundline,
adorned with the bull's tail, wearing the crown of Upper
Egypt, and grasping his enemy by the forelock with his
left hand while his uplifted right hand brandishes a mace.
On both faces of the palette, cow heads (sign of the
goddess Hathor) representing the four corners of the
heavens flank an abbreviated representation of a palace
within which appears the king’s name. Below, behind the
king walks a servant bearing his sandals, as if to indicate

Egyptian Art / 55



45. Tomb painting. from
Hierakonpolis. Egypt.
Before 3000 B.c. Painted
plaster. Egyvptian Museum,
Cairo

the sanctity of the moment (as later with Moses on
Mount Sinat). A hawk, symbol of the sky god Horus,
protector of the pharaohs, holds a rope attached to a
head growing from the same so1l as the papyrus plants of
Lower Egypt. Below the king's feet his foes flee in terror.

On the other side of the palette (fig. 48), which is divid-
ed into three registers, the king, now wearing the crown
of Lower Egypt. strides forth, followed by the sandal
bearer und preceded by warriors carrying standards,
in order to inspect ten decapitated bodies. their heads
placed between their legs. In the central register two pan-
thers. perhaps representing the castern and western
heavens. led by divinities from barbaric regions to the
east and west of Egypt. entwine their fantastically
prolonged necks to embrace the sun disk. hollowed out to
form a cup for the paint. (The meanings of these early
images are often far from certain: the panthers can also
be interpreted as symbols of Upper and Lower Egypt)
Below. as in the earher fragment, a bull gores a prostrate
enem)\ before his captured citadel, its walls and towers
represented in plan—the earliest architectural plan
known. The naturalism and sense of order that appear
for the first time in these reliefs are no more striking than
the introduction of a set of conventions that controlled
Egyptian representations of the figure for the next three
thousand years. Apparently in order to provide the
observer with complete information, the eyes and
shoulders are shown frontally while the head, legs, and
hips are represented in profile. The weight is evenly divid-
¢d between both legs. with the far leg advanced. Excep-
tions are made only when both hands are engaged in the
same action, as in the agricultural occupations depicted
in wall paintings: then the near shoulder is folded around
so that it, too, appears in profile.
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46. Cosmetic Palette (fragment). probably from Abydos.

¢. 3000 B.c. Slate. height 10'4”. The Louvre. Paris

1.3
Dyn
Low
all
e
tho
lie
bod
i)

co




i

The Tomb and the Afterlife

The Old Kingdom began in earnest with the Third
Dynasty and the removal of the capital to Memphis, in
Lower Egypt. Now appear for the first time in monumen-
tal form those amazing manifestations of the belief in ex-
istence beyond death that dominated Egyptian life and
thought. Each human had a mysterious double, the ka or
life force, that survived his death but still required a
body: hence the development of the art of mummifica-
tion. In case the mummy were to disintegrate, the ka
could still find a home in the statue of the deceased,
which sat or stood within the tomb in a special chamber
provided with a false door to the other world and with a
peephole through which incense from the funeral rites
could penetrate to its nostrils. The deceased was sur-
rounded with all the delights of this world to ensure that
he could enjoy them in the next: the tomb was filled with
food, furniture, household implements, a considerable
treasure, and sometimes even with mummified dogs and
cats. The coffin, in the shape of the mummy, could be
made of wood and merely painted with ornamental in-

47. Pualette of King Narmer (front view). ¢. 3200-2980 B.C.
Stone. height 25”. Egyptian Museum. Cairo

scriptions and with the face of the deceased, or, in the
case of the pharaoh, made of solid gold. The walls of the
tomb were adorned with paintings or painted reliefs
depicting in exhaustive detail the deceased’s life on earth,
as well as the funeral banquet at which he was repre-
sented alive and enjoying the viands. Once the ceremon-
ies were over and the tomb sealed. all this beauty was, of
course, doomed to eternal darkness and oblivion. But not
quite all, because the royal tombs were systematically
plundered even during the Old Kingdom, perhaps by the
very hands that had placed the precious objects in their
chambers—an odd commentary on the discrepancy
between belief and practice.

The characteristic external form of the Egyptian tomb,
doubtless descended from the burial mounds common to
many early cultures, is called by the name mastaba
(Arabic for bench), a solid, rectangular mass of masonry
and mud brick with sloping sides. on one of which was
the entrance to a shaft leading diagonally to inter-
connected tomb chambers excavated from the rocky
ground of the western desert (fig. 49). The location was
important: the tombs had to be placed out of reach of the
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48. Palette of King Narmer (back view)
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. 49. Group of Mastabas.
(Architectural
reconstruction after
A. Badawy)

50. IMHOTEP. Funerary Complex of King Zoser with step pyramid. ¢. 2750 B.c. Limestone.

Saqqara, Egypt

annual floods that inundated the entire Nile Valley, and
to the west, where the sun sank nightly into the desert,
was the direction from which the deceased began his
journey into the other world. The earliest colossal stone
structure we know, the step pyramid of King Zoser at
Sagqgara, to the west of Memphis (figs. 50, 51), was
originally planned about 2750 B.C. as such a mastaba.
However, it occurred to the royal architect Imhotep, the
first artist whose name has come down to us, to set five
mastabas of constant height but diminishing area one
upon the other to form a majestic staircase ascending to
the heavens. His creation, rising from the desert, is still a
work of overwhelming grandeur, and Imhotep was
revered by posterity as a god. The funerary temple was
far more impressive when its complex series of sur-
rounding courtyards and temples was intact (fig. 52). All
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of Imhotep’s forms were derived from wooden palace
architecture, which he imitated with the utmost elegance
in clear golden-white limestone. The surrounding walls,
now partly reconstructed, were divided into projecting
and recessed members, each paneled. The processional
entrance hall, recently partly rebuilt largely from its
original stones (fig. 53), had a ceiling made of cylindrical
stones in imitation of palm logs. supported by slender
columns reflecting in their channeled surfaces the forms
of plants, probably palm branches lashed together since
the capitals appear to be formalized palm leaves (fig. 54).
These are the earliest known columns, and apparently
Imhotep did not entirely trust them to bear so great a
weight, because he attached them to projecting walls that
do most of the work. But the essentials of the Classical
column—shaft, capital, and base—are already here.
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52. Model of the Funerary Complex of King Zoser, Saqqara

Similar plant forms of the greatest elegance appear
throughout the architecture of the courtyards, in which
stood statues of the king and his family, including a
colossus, the earliest known, of which only fragments
survive. But one splendid seated lifesize statue of Zoser in
limestone, still another first (the earliest known royal
portrait) among the achievements of this extraordinary
reign, has survived relatively intact. In its majestic pose
we have the prototype of all subsequent seated statues for
the rest of Egyptian history. It bears the name of
Imhotep on its base (fig. 55). The statue was originally
placed in the serdab. or sealed statue chamber, built
against the center of the north wall of the step pyramid,
with two peepholes through which the king could look
forth to the sky. The statue’s appearance must have been
less solemn when the rock crystal eyes, gouged out by

tomb robbers, and the original surface paint were intact.
The king wears the *“divine’’ false beard, and his massive
wig is partly concealed by the royal linen covering. He is
swathed in a long mantle descending almost to his feet.
The statue is absolutely frontal, utterly immobile, and
perfectly calm. Obviously, it was drawn upon three faces
of the block of stone and carved inward till the three sides
of the figure merged into one another; its nobility of form
arises from the perfect discipline of this procedure,
recommended for sculptors as late as the Italian
Renaissance by the artist and writer Vasari, who derived
the idea from Michelangelo.

Later stages of the carving process are illustrated in a
Sixth Dynasty relief from Saqqara (fig. 56) in which we
see two sculptors finishing a statue with mallet and
bronze chisel, then polishing it with stone tools.
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53. Entrance Hall of the Funerary Complex of King 54.
Zoser. Saqqara. (Partly rebuilt)

Interestingly enough, while the sculptors are represented
with shoulders frontal or folded round according to the
necessities of the action, the statue does not conform to
the conventions governing living figures, and remains in
profile throughout. Immense dignity, if not the majesty
of the divine monarch, is shared by court officials such as
Hesira (fig. 57), holding symbols of his authority as well
as writing instruments, in a wooden relief from his tomb
at Sagqgara. Although slenderer than King Narmer, he
stands before us in the same manner, with weight evenly
distributed on both feet. Convention also invariably and
inexplicably gives relief figures two left hands, except
when the right hand is holding something, and two left
feet (or two right, in the rare instances when they move
from right to left). This convention continues in force
save for a brief period in the Eighteenth Dynasty when
the feet, but not the hands, are shown as in nature (see
colorplate 7); immediately thereafter the old convention
returns. The present impression of beautifully controlled
surfaces of wood given by the Hesira relief would be
sharply different if it still retained its original bright
paint, but it must always have shown the grace, authori-
ty, and firm handling of shapes characteristic of Old
Kingdom art.

55.
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Entrance Hall and
Colonnade of the Funerary
Complex of King Zoser.
Saqqara. (Reconstruction
drawing by Jean

Philippe Lauer)

King Zoser. ¢. 2750 B.C.
Limestone with traces
of paint. height 35”.
Egyptian Museum.
Cairo




57. Hesira, from Saqqara.
¢. 2750 B.c. Wood relief.
height 45”. Egvptian
Museum. Cairo

The Pyramids of Giza

The grandest monuments of the Old Kingdom, and the
universal wonder of mankind ever since, are the great
pyramids of Giza (fig. 58), a few miles to the north of
Saqqgara. They were built by three kings of the Fourth
Dynasty who are generally known by their Greek names:
Cheops, Chephren, and Mycerinus (Egyptian: Khufu,
Khafre. and Menkure). It is still unclear whether the
perfect shape, with its four isosceles-triangular sides (fig.
59). evolved from the step pyramids at Saqqgara and
elsewhere, or whether it had special religious
significance. The earliest of the Giza pyramids, that of
Cheops. is also the largest, originally 480 feet high, more
than twice the height of the step pyramid of Zoser.
Whether seen from modern Cairo some eight miles dis-
tant or across the rocky ledges and sands of the desert or
towering close at hand, these amazing structures convey
an impression of unimaginable size and mass. Originally,
they also had the characteristic Old Kingdom perfection
of form, but this, alas, has vanished since the smooth,
finely dressed limestone surface was stripped from the
underlying blocks for use in the buildings of Cairo. Only
a small portion at the top of Chephren's pyramid
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38. Pyramids of Mycerinus (c. 2500 B.c.). Chephren (c. 2530 B.c.). and Cheops (¢. 2570 B.c.). Limeslone.
height of Cheops pyramid c. 480°. Giza

remains. No elaborate courtyards were ever con-
templated. Each pyramid had a small temple directly
before it, united by a causeway with a second or valley
temple at the edge of cultivation (fig. 60): the valley tem-
ple was accessible from the Nile by canal or, during the
floods, directly by boat. Flanking the great pyramids
were extensive and carefully planned groups of smaller
pyramids for members of the royal family and mastabas
for court officials. The great pyramids were oriented
directly north and south, and the pyramids of Cheops and
Chephren were constructed along a common diagonal
axis.

The accounts by Greek and Roman writers of forced
labor used to build the pyramids are probably legendary.
The concept of large firms of contractors and paid labor
is more consistent with what we know of Egyptian soci-
ety, and remains have been found of a considerable settle-
ment that grew up at the edge of the valley to house
workers, supervisors, and planners. Brick ramps, later
dismantled, were built up; on these the limestone blocks,
transported by boat from quarries on the other side of the
Nile, could be dragged, probably on timber rollers (the
wheel was as yet unknown).

Only the valley temple of Chephren can now be seen
(fig. 61): in contrast to Imhotep’s architecture at Sag-
gara, all its forms derive their beauty from the very
nature of stone. The walls are built of pink granite
blocks, the shafts and lintels are granite monoliths, and
the floor is paved with irregularly shaped slabs of
alabaster. All the masonry is fitted together without mor-
tar and with perfect accuracy, creating an impression of
austere harmony. Alongside the valley temple rises the
Great Sphinx (fig. 62), carved from the living sandstone;
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it is not only the earliest colossus to be preserved but also
by far the largest to survive. In spite of later damage by
Muslims, which has almost destroyed the face, this im-
mense lion with the head of Chephren is possibly the
most imposing symbol of royal power ever created.

Old Kingdom Statues

A statue of Chephren (colorplate 4), which once stood in
his valley temple, is luckily almost undamaged. Im-
mobile, grand, unchanging. the pose of the figure derives
from that of Zoser. Seated on a lion throne, the king is
clad only in a richly pleated kilt and a linen covering.
horizontally pleated over the shoulders, that completely
conceals the customary wig. The lines of this massive
headdress are perfectly aligned with the wings of the
hawk-god Horus, spread in protection behind the king’s
head. The broad. simple treatment of the shapes, the
grand proportioning of the elements, and the smooth
movement of the unbroken surfaces of diorite all
culminate in the noble features of the king, whose serene
expression bespeaks calm, total, unchallengeable control.
In lesser works the systematic method of the Egyptian
artists sometimes results in uniformity and mediocrity,
but in the hands of the finest Old Kingdom sculptors the
method itself exemplifies Egyptian beliefs regarding the
divinity of the king and is the visual counterpart of the
unalterable law governing earth and sky, life and death.
By common consent, the statue of Chephren is not only
one of the supreme examples of ancient sculpture but also
one of the great works of art of all time.
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59. North-South section of the Pyramid of Cheops. Giza. (Drawing
after L. Borchardt)

60. Plan of the Pyramid of Chephren and Valley Temples. Giza

61. Valley Temple of Chephren. c. 2530 B.c. Granite and
alabaster. Giza

62. The Great Sphinx. c. 2530 B.C. Sandstone. 65 x c. 240". Giza
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diorite or schist. The pair retain most of their original
coating of paint. Rahotep is brown, his wife yellow
ocher—the colors used by the Egyptians to distinguish
male from female, probably to show that men braved the
fierce sun from which delicate female skin was protected.
The coloring, combined with the inlaid eyes of rock
crystal, Rahotep's little mustache, and Nofret's plump
cheeks, gives the pair an uncanny air of actuality that, to
modern eyes, contrasts strangely with their ceremonial
poses. On a far higher plane is the painted limestone bust
of Prince Ankhhaf (fig. 65), son-in-law of Cheops. The
aging forms of body and face are clearly indicated. but
the whole is pervaded with a mood of pensive melancholy
that provokes in the observer unanswerable speculation
as to its origin. This wonderful psychological portrait is
unique in its subtlety among the more forthright Old
Kingdom figures.

The Fifth Dynasty wooden statue of Kaaper (fig. 66),
originally painted, betrays a lower-class allegiance; its
uncompromising realism, not sparing the fat belly and
smug expression of the subject, has earned the statue the
modern nickname of Sheikh el Beled (Arabic for head-
man of the village), but the artist has not sacrificed any of
the firmness and control typical of the best Old Kingdom
work. Another brilliant Fifth Dynasty portrait is the
painted limestone Seated Scribe (fig. 67), doubtless por-
¥ traying a bureaucrat, alert and ready to write on his
AL papyrus scroll.
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63. King Mycerinus Between Two Goddesses. from the Valley
Temple of Mycerinus, Giza. ¢. 2570 B.c. Gray-green schist.
height 37%”. Egyptian Museum. Cairo

Somewhat less impersonal than the Chephren is the
superb group statue showing King Mycerinus, wearing a
kilt and the crown of Upper Egypt, flanked by the cow- - '.
goddess Hathor and a local deity (fig. 63). Each of the "W

-~
goddesses has an arm around Mycerinus as if to e

demonstrate his habitual intimacy with divinities. The
work is carved from gray-green schist, and although the
sculptor has not maintained quite the exalted dignity so
impressive in the Chephren, he has delightfully con-
trasted the broad-shouldered, athletic figure of the king
with the trim, youthful, sensuously beautiful forms of the
female divinities, fully revealed by their clinging gar-
ments. Interestingly enough, while the king stands with
legs apart, weight evenly distributed on both feet as in the
Hesira relief, Hathor takes only a timid step forward and
the local goddess keeps her feet together as if rooted to
the spot.

While the royal statues are obviously individualized
portraits, Old Kingdom naturalism is held in check by
the need to emphasize the majesty and divinity of the
pharaoh. But even in the more vividly lifelike statues of
princes and officials, the dignity, simplicity, and balance
characteristic of the Old Kingdom are consistently main-
tained. Prince Rahotep and His Wife Nofret (fig. 64) is

- ama Mﬁ/fﬂm

carved from limestone, softer and easier to work than 64. Prince Rahotep and His Wife Nofret. c. 2610 B.C.
Painted limestone. height 47'4”. Egyptian Museum.
Cairo
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. Bust of Prince Ankhhaf, from Giza. ¢. 2550 B.C.

Painted limestone. height 22'4”. Museum of Fine
Arts. Boston

Kaaper (Sheikh el Beled). from Saqqara. c. 2400 B.c.
Wood. height 43", Egyptian Museum. Cairo

Seated Scribe. from Saqqara. ¢. 2400 B.c. Painted
limestone. height 21”. The Louvre. Paris
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Relief Sculpture and Painting

Our understanding of life in Old Kingdom Egypt is il-
lustrated with a completeness beyond any expectations
by the innumerable scenes—carved in low relief on the
limestone blocks of tomb chambers and then painted, or
painted directly without underlying relief—that describe
in exhaustive detail the existence the deceased enjoyed in
this world and that he hoped would be perpetuated in the
next.Only such generic scenes are represented: the paint-
ings are not biographical. Within the conventional struc-
ture of Egyptian style, these scenes describe in en-
cyclopedic fashion all the elements of what we know to be
taking place, not just the incident as we might see it from
one vantage point. Usually the walls are divided into
registers, each with a firm and continuous groundline and
no indication of distant space. For example, in a relief
representing a high official, 7i Watching a Hippopot-
amus Hunt (colorplate 5), the owner of the tomb is
represented at least twice the size of the subordinate
figures, and he merely contemplates, but does not par-
ticipate in, the events of daily existence. Yet, since the
scenes line the walls of the tomb chambers on all sides,
they provide us with the illusion of an enveloping space in
which we walk among the humans, animals, birds, and
plants of 4,500 years ago. In this case the background
consists of vertical grooves to indicate the stems of a
papyrus swamp. Ti stands in his boat, posed according to
the principles of relief representation we have already
seen, holding his staff of office, while men in a neighbor-
ing boat spear the hippopotamuses. Toward the top of
the relief are scattered papyrus flowers, among which

wild animals lurk and birds fly or nest in an amazing
variety of beautifully rendered poses. There is none of the
random waywardness of the Hierakonpolis mural (see
fig. 45); an exact sense of order prevails—even the spears
of the huntsmen are drawn parallel to one line of the
triangle formed by Ti’s kilt. Among the innumerable in-
cidents that line the tomb is a touching scene (fig. 68) in
which cattle are being led across a river and a terrified
calf, too small to ford the stream, turns its head as it is
carried over and cries to its anxious mother. The water is
convincingly suggested by parallel vertical zigzags, over
which the legs of humans and animals are painted, not
carved.

The celebrated Geese of Medum (colorplate 6), actual-
ly a strip from a continuous series of wall paintings,
shows the extent to which the Old Kingdom could carry
both its naturalism and its strong sense of form, so fused
that the formalization characteristic of almost all Egyp-
tian art seems to be derived effortlessly from the actual
motion of these delightful birds, rather than being im-
posed from outside, as is so often the case with represen-
tations of human beings.

Luckily, a few unfinished tomb designs are preserved.
left in that state because the deceased, for some unknown
reason, had to be buried in haste. An unfinished passage
from the later tomb of the pharaoh Horemheb (color-
plate 7), in the Eighteenth Dynasty, shows us how the
reliefs were made. First, as we see in the left-hand figure,
the painter did his preparatory drawing on the stone, ac-
cording to a fixed system of proportions represented by
ruled lines. But the artist was clearly very sensitive to
nuances of contour, and changed his outline two or three
times before he was satisfied. Then, either he or a
specialized stone carver cut out the shallow relief ac-
cording to the drawing, down to a uniform background
level. Finally, the painter returned to color the figures
and objects. Even more revealing is a scene from the
tomb of Neferirkara (fig. 69), from the Fifth Dynasty. in
which only the preliminary drawing was ever done. Pre-
sumably the finished birds would have been drawn and
painted with the same precision as the Geese of Medum,
but the present airy grace of the descending -pigeons
comes not only from the astonishing variety of their poses
but from the lightness of the brush drawing as well.

Although it was in Old Kingdom Egypt that man first
learned to be fully human, our ideas of Old Kingdom art
and life are entirely formed on the funerary art through
which the Egyptian faced eternity. His houses, palaces,
and temples have mostly vanished, leaving hardly a clue.
In the very nature of things, the beautiful system that
sustained and gave meaning to the life of the Old

Kingdom could not last forever. Perhaps the cost of the
great funerary temples and pyramids was too heavy to
bear. A king who is also a god must be able to act the
part. At any rate, the weak kings of the Seventh and
Eighth dynasties could not meet these demands, and their
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68. Cartle Fording a River (portion of a relief from the
Tomb of Ti). ¢. 2400 B.c. Painted limestone. Sagqara.
See Colorplate 5

66 / The Ancient World



69. Birds in Flight, from the Tomb of Neferirkara (preparatory drawing). ¢. 2480 2340 B.c. Limestone. Saqqara

70. Model of a troop of Nubian mercenaries. from a tomb at Assiut. Painted wood. height 15%”. Egyptian Muscum. Cairo

71. Funerary Temple of Mentuhotep 1L Deir el Babari. (Architectural reconstruction after Dieter Arnold)

reigns were followed by a period of great social disorder
during which the real power passed into the hands of
provincial rulers and little art worthy of notice was
created.

THE MIDDLE KINGDOM, c. 2040-1650 B.C,
AND THE EMPIRE, ¢.1550-1070 B.C.

Middle Kingdom Architecture

In a prolonged struggle, the kings of the Eleventh Dynas-
ty regained power from provincial rulers and reunited the
country, whose capital oscillated between Memphis in
Lower Egypt and Thebes in Upper Egypt. Power no
longer depended upon the divine authority of the pharaoh
but on military force. Tombs often contained remarkable
miniature groups in wood, representing every kind of dai-
ly activity, including the all-important military ones. A
company of forty Nubian mercenaries (fig. 70) advancing
toward us is a brutal indication of the changed conditions
of the Middle Kingdom. Some small stone-faced brick
pyramids were built, and numerous tombs whose
chambers and columned halls were cut directly into the
rock; but the most impressive architectural work we
know from this period is the funerary temple of Men-

tuhotep 111 at Deir el Bahari, across the Nile from
Thebes. From what remains of the building, alongside
which Queen Hatshepsut was later to build her even more
ambitious temple (see fig. 74), we can reconstruct its
original appearance (fig. 71). From a grove of geomet-
rically aligned trees a long ramp led to a terrace sup-
ported by a row of square piers; from there one entered a
second colonnade through a canted doorway and moved
into a courtyard from the center of which rose a massive
block with canted sides like a huge mastaba outlined
against the immense cliffs of the western mountain. The
scale, as compared to Old Kingdom tombs, is almost
human.

Middle Kingdom Sculpture

Some royal portraits reveal with devastating frankness
the chronic anxiety in which, according to literary ac-
counts, Middle Kingdom monarchs lived, tormented by
the military struggles needed to maintain their rule.
Especially intense are the brooding portraits of Sesostris
1T (fig. 72), whose careworn face shows none of the
serene confidence of the Old Kingdom. Against such a
background, the exquisite seated statue of Princess Sen-
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72. King Sesostris 111, from Medamud. c. 1878-1843 B.c.
Granite. Egyptian Museum. Cairo

nuwy (fig. 73) comes as a delightful surprise. Posed like a
pharaoh, this masterpiece in polished granite shows in its
slender forms and softly flowing surfaces a style as sen-
suous as that of the best Old Kingdom female figures, but
endowed with a wholly new elegance and grace.

At the close of the Twelfth Dynasty ensued a new
period of political chaos, during which Lower Egypt was
invaded by Asiatic rulers known as the Hyksos, or
shepherd kings. These conquerors imported two com-
modities soon to be triumphantly adopted by the Egyp-
tians—the horse and the wheel. After a century of foreign
rule, pharaohs from Upper Egypt for the third time
regained power, and the Eighteenth Dynasty saw not
only the expulsion of the Hyksos and the reunification of
the country, with its capital at Thebes, but also the exten-
sion of Egyptian power over neighboring lands as
well—Syria, Palestine, Libya, Nubia, an area more than
2,000 miles in length.

Architecture of the Empire

The next five centuries constitute a period of un-
precedented imperial power and wealth, celebrated by
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73. Princess Sennuwy. from Kerma. Sudan. c. 1950 B.cC.
Granite. height 67'2”. Museum of Fine Arts. Boston

enormous architectural projects, largely in the surround-
ings of the Theban metropolis—at modern Karnak and
Luxor on the east bank of the Nile and Deir el Bahari on
the west. Amen, the local deity of Thebes, was promoted
to the ruling position among the gods in recognition of
his services to the Empire, and identified with Ra, the sun
god, thus becoming Amen-Ra. The new temples were
often decorated with statues, reliefs, and paintings
representing the imperial power and historic exploits of
the pharaohs. Among the earliest large-scale under-
takings of the Empire was the funerary temple of Queen
Hatshepsut (fig. 74), who governed as pharaoh and was
the first great female ruler of whom we have any record.
Its three rising colonnaded terraces are connected by
ramps. The colonnades of the two lower terraces employ
simple square pillars. Two open halls of the middle
terrace (fig. 75) contain painted reliefs of great coloristic
brilliance that illustrate incidents from Hatshepsut’s
reign and include a number of portraits of her architect,
Senmut, who may have been her lover. A worthy
successor to Imhotep of the Old Kingdom, Senmut
planned the uppermost courtyard to abut the mass of the
cliff into which the sanctuary chamber is carved. Thus
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74. SENMUT. Funerary Temple of Queen Hatshepsut. ¢. 1480 B.c. Deir el Bahari

75. Portico of the Anubis Sanctuary. Funerary Temple of Queen Hatshepsut. ¢. 1480 B.c. Deir el Bahan

the living rock of the western mountain substitutes for a
man-made pyramid.

A powerful priesthood in Thebes administered the
roval temples of Amen, his wife Mut, and their son
Khonsu at Luxor and at Karnak. These were originally
connected by an avenue of sphinxes more than a mile in
length, of which hundreds are still in place. Egyptian
temples, unlike those of the later Greeks, offered no uni-
fied outer view. They were built to enclose a succession of
spaces of increasing sanctity and exclusiveness along a
central axis, starting with the entrance gateway, which
was flanked by slanting stone masses called pylons. Our
illustration is drawn from the much later Temple of
Horus at Edfu, which closely followed the principles and
shapes established in the Empire (fig. 76). Through the
gateway the worshiper was admitted to a colonnaded
court; then came a lofty hall whose stone roof was sup-

ported by immense columns; and finally there were the
smaller and more secret sanctuaries containing cult
statues, spaces reserved for the priesthood and their
rituals. A second hall and courtyard were added in front
of the Temple of Amen-Mut-Khonsu at Luxor (fig. 77)
by Ramses 11, who had to deflect the axis to avoid the
nearby Nile. The immensity of the columns of the
original courtyard built by Amenhotep [11, some thirty
feet high, is far removed from the elegance and purity of
Imhotep’s architectural forms, but the problems them-
selves required new solutions (fig. 78). The unknown
architect at Luxor built massive freestanding columns of
local sandstone rather than of the fine limestone
available at Sagqara, and he shaped them according to
the conventionalized forms of bundles of papyrus reeds,
traditional supports for the more ephemeral architecture
of the vanished Egyptian houses and palaces. The

76. Temple of Horus.
3rd-1st century B.c. Edfu




77. Plan of the Temple of Amen-Mut-Khonsu,
Luxor (after N. de Garis Davies)

78. Court of Amenhotep I11 and Entrance Hall to the
Temple of Amen-Mut-Khonsu. ¢. 1375 B.c. Luxor

79. Hypostyle Hall of the Temple at Karnak (begun by
Seti | and completed by Ramses II; portion). c. 1290
B.C. Sandstone

columns sustain huge undecorated sandstone lintels that
surround the courtyard and continue in the columned
hall, where they supported a now-fallen roof of stone
slabs. Light came from the sides over low walls, so that
the center of the hall must have remained mysteriously
dim. The grand proportions of the columns, which seem
to continue in all directions, create an effect of majestic
solemnity.

The even larger and far more complex temple at Kar-
nak was one of the most extensive sanctuaries of the an-
cient world, with a perimeter wall about a mile and a half
in circumference. The partially ruined temple was con-
structed piecemeal by so many pharaohs that the overall
effect is confusing, yet many of the surviving portions are
very beautiful. The great hall built by Seti | and Ramses
11 in the Nineteenth Dynasty was filled with columns so
massive that diagonal views are impossible from the cen-
tral axis (fig. 79). Wherever one looks, the vista is blocked
by these immense shapes, decorated by bands of incised
hieroglyphics and painted reliefs.

Tomb Decorations

Scores of tombs survive from the period of the Empire.
Pharaohs and aristocracy alike gave up building monu-
mental tombs, which could not be defended against
robbers. The dead were buried deep in rock-cut chambers
in mountain valleys, and the entrances carefully hidden.
Even the royal tombs in the Valley of the Kings, west of
Thebes, were invariably discovered and plundered, but
the wall decorations remain. In the splendid Eighteenth
Dynasty painted tomb of Nebamun at Thebes (color-
plate 8), the deceased is shown fowling. Accompanied by
his hunting cat, he plays havoc among the brilliantly
drawn and painted birds of a papyrus swamp. A frag-
ment from this same tomb (fig. 80) shows an entrancing
banquet scene, at which both the revelers and the
musicians wear cones of perfumed unguents on their
heads. Delightful female dancers, clad only in jeweled
collars and tiny golden belts, clap their hands as they
move with exquisite lightness and grace. While most of
the figures are shown from the side, two of the crouching
musicians unexpectedly face directly outward, and all the
crouching figures point the soles of their feet toward us.
In the subtle, delicate style of the Eighteenth Dynasty
there can also be great pathos, as in the relief of the Blind
Harper (fig. 81) from the tomb of Patenemhab at Sag-
gara, in which the harper gently strums his octave of
strings. His song is inscribed on the wall beside him:

Pass the day happily, O priest.

. . . have music and singing before you,

Cast all ill behind you and think only of joy,

Until the day comes when you moor your boat in the
land that loves silence.




Characteristic of the arrangement of scenes in superim-
posed strips is the tomb of Sen-nedjem at Deir el
Medineh, from the Nineteenth Dynasty (fig. 82). At the
end of the chamber the deceased crosses to the other
world in the boat of the dead to be received by the gods,
and below are shown the harvest of his grainfields and the
rows of his fruit trees. On the right the gods themselves
are aligned above his funeral feast. As in the tomb of Ti,
scenes like these in registers continuing around the
chamber create a special kind of space that, once one
accepts the conventions of Egyptian art, becomes sur-
prisingly real.

Akhenaten

Just when everything about Egyptian life and art seemed
to be safely settled for an indefinite period, an unexpected
reformer appeared who tried his best to unravel the entire
fabric, and indeed succeeded for a limited time. During
the reign of Amenhotep IIl in the Eighteenth Dynasty,
there arose at the imperial court a new cult that wor-
shiped the disk of the sun, called the Aten. Amenhotep’s
son, first his coruler and then his successor, changed his
name from Amenhotep IV to Akhenaten in honor of the
new solar god, of whom he declared himself to be the sole
earthly representative. This extraordinary religion, a
kind of early monotheism, required the closing of the
temples of Amen-Ra and the disinheriting of the
priesthood, which had become the true ruling class of
Egyptian society. Although Akhenaten built a new Tem-
ple of Aten at Karnak, he moved the capital from Thebes
to an entirely new site, dedicated to Aten, at a spot now
called Tell el Amarna. The insubstantial secular
buildings of the Egyptians usually vanished, like those of
(atal Hiiylik, under new structures, leaving few traces,
but when Akhenaten died his successors were so anxious
to wipe out the memory of the heretic that they destroyed
the new city of Akhenaten immediately. The plans and
even painted floors from the palace and from the houses
of state officials have, however, been excavated, and the
entire contents of a sculptor’s studio were discovered, in-
cluding casts from life, models for sculpture, and un-
finished works.

Something of the character of this royal visionary who
neglected the military necessities of empire to
promulgate his new religion can be seen from strange
statues and reliefs of him and others, which have been
found in considerable numbers because they were used as
building blocks by later pharaohs. One colossal pillar
statue from the Temple of Aten at Karnak (fig. 83) shows
his slack-jawed, heavy-lipped features and dreamy gaze
and, instead of the athletic male ideal of the earlier
pharaohs, an exaggeratedly feminine body with swelling
breasts—as if the king in his new messianic role were to
embody both paternal and maternal principles. An in-
cised relief (this method, which freed the sculptor from
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80. Banquet Scene (fragment), from the Tomb of
Nebamun, Thebes. c. 1400 B.c. British Museum,
London. See Colorplate 8
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81. Blind Harper, from the Tomb of Patenemhab,
Saqqara. Relief. c¢. 1552-1306 B.c, National Museum
of Antiquities. Leiden, The Netherlands

82. Tomb of Sen-nedjem. Wall paintings. c¢. 1150 B.C.
Deir el Medineh (Thebes)
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83. King Akhenaten, from the Temple of Aten. Karnak.

2

c. 1360 B.c. Sandstone. Egyptian Museum. Cairo

the necessity of reducing the entire background, was
characteristic of large-scale Empire reliefs) shows the
king sacrificing to Aten (fig. 84), whose rays terminate in
hands that bestow life to the earth, represented by
papyrus plants. He is followed by the queen, Nefertiti,
whose figure is shaped just like his, though in smaller
scale, and by a still smaller daughter. The famous painted
limestone bust of Nefertiti (colorplate 9), which is a mod-
el found in the sculptor’s studio, shows the queen at the
height of her beauty. The slender, long-necked ideal of
elegance and grace is irresistible to twentieth-century
eyes.
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Tutankhamen

Through a happy accident of history, even more is
preserved to show the brief life and activities of
Akhenaten’s successor, known to us by the name
Tutankhamen, who died between eighteen and twenty
years of age. The young king may have been Akhenaten’s
younger half brother; his name was forced upon him by
the revived priesthood of Amen. His is the only royal
tomb that has been found intact; it had been obscured
and protected by debris from a later tomb. When dis-
covered in 1922, the chambers contained a dazzling array




of beautiful objects, displaying the taste of the imperial
court for delicacy and grace. The king's many coffins,
one inside the other, were found intact. The innermost, of
solid gold. weighs 2,448 pounds! The cover of the coffin
(colorplate 10) has a breathtaking portrait of the boy
king in solid gold. with the ceremonial beard. the
evebrows, and lashes all inlaid in lapis lazuli. To the
effect of splendor produced by the intrinsic value of the
materials is added an impression of the greatest poetic
sensitivity and beauty. No other work of art from an-
tiquity brings us so close to the personality of a deceased
monarch. Among the thousands of objects from the
tomb, one of the most beautiful is the carved wood
throne, covered with gold and inlaid with faience, glass
paste. semiprecious stones, and silver. The charming
relief on the back (fig. 85) still shows the disk of Aten
shining on the young king, who is seated on a delicately
carved chair while his queen, Ankhesenamen, lightly

' 84. ng Akhenaten and His
Family Sacrificing 10 Aten,
from Tell el Amarna.

Relief. c. 1360 B.c. Limestone.
Egvptian Museum, Cairo

touches his shoulder as she presents him with a beautiful
bowl.

Later Pharaohs

Succeeding monarchs, particularly the Ramesside
pharaohs, were anxious to reestablish symbols of im-
perial might along with the neglected cult of Amen.
Ramses Il had himself portrayed in immense statues.
characteristic of the megalomania of his dynasty. such as
those placed between the columns of his new forecourt
for the temple at Luxor (fig. 86).

Even under the Greek rulers of Egypt in the last cen-
turies B.C.. the principles of Egyptian architecture,
sculpture. and painting continued virtually unchanged. If
some of the conviction may have gone out of Egyptian
art, the late works, such as the Temple of Horus at Edfu,
south of Luxor (see fig. 76), are often impressive. This is
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85. Throne of King Tutankhamen and His Queen Ankhesenamen (rear view), from the
Tomb of Tutankhamen, Valley of the Kings. ¢. 1355-1342 B.c. Carved wood covered
with gold and inlaid with faience, glass paste. semiprecious stones. and silver,
height of throne 41”. Egyptian Museum, Cairo
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87. Last Judgment Before
Osiris, from the Books of
the Dead. found at the
Theban Necropolis.
Painted papyrus. British 4= _
Museum. London 2i1

the best preserved of all major Egyptian temples, still
retaining the stone roof over its great hall. Its traditional
pylons. terminated by simple. crisp moldings, are punc-
tuated by recessed shafts for flagpoles and decorated with
beautifully incised reliefs showing the (Greek!) pharaoh
before Horus.

We cannot leave the Egyptians without a word about
another of their inventions, the illuminated manuscript.
These illustrated books were written and painted on rolls
of papyrus. a surface made from the thin-shaved pith of
the papyrus plant, glued together to form a continuous
sheet. The most important of these are the so-called
Books of the Dead, collections of prayers for the protec-
tion of the deceased during his perilous adventures in the
other world. The best-known scene in every Book of the
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86. Ruamses I1. ¢. 1290 B.C.
Stone. Luxor

Dead is the dramatic moment (fig. 87) when, below a for-
midable lineup of enthroned gods, the heart of the dead
man (who is the little human-headed hawk just above the
heart toward the left) is weighed against a feather. Lucki-
ly. it has just balanced, or he would have been thrown to
the crocodile-hyena-hippopotamus hungrily awaiting
him at the right.

While the great architectural and figurative
achievements of the Egyptians are often considered
preparations for those of the Greeks, the Books of the
Dead prefigure the illuminated manuscripts that form
such an important part of medieval culture, and the
weighing of the dead man’s heart is a forerunner of the
Christian Last Judgment. But we would do better to
enjoy the beauties of Egyptian art for themselves.
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Mesopotamian Art

Roughly parallel with the civilization of Egypt, another,
in some ways equally great, historic culture was develop-
ing in the region of the Near East known as Mesopo-
tamia, from the Greek word meaning land between the
rivers. Traversed by the almost parallel courses of the
Tigrts to the northeast and the Euphrates to the
southwest, this fertile valley was as attractive to ancient
peoples as that of the Nile. But unity, stability, and per-
manence, the three foundation stones of Egyptian
culture, were denied by nature to Mesopotamia. The
narrow ribbon of the Nile Valley was protected from all
but the best-organized invaders by the natural barriers of
the Libyan and Arabian deserts, and the placid Nile itself
formed a splendid means of communication between all
parts of the realm, facilitating unified control. The broad
valley of the two turbulent rivers, on the contrary, was
open to invasion from all directions and had no easy
means of internal communication. Consequently, the
natural shape for human communities to assume was
that of a city-state in the middle of supporting territory
rather than a unified nation. Mesopotamian cities were
under frequent and repeated siege from their neighbors
or from foreign invaders, and had to be heavily fortified.
Nevertheless, Mesopotamian texts tell us of the contin-
ual destruction of these cities and of the removal of their
power to other centers.

The climate itself, as compared to the rainless warmth
that favored Egypt, watered only by its friendly river, was
often hostile. Mesopotamia is subject to sharp contrasts
of heat and cold, flood and drought, as well as to violent
storms that parallel in the realm of nature the endemic
conflicts between human communities. Not surprisingly.
little attention seems to have been paid by Mesopo-
tamian cultures to the afterlife, so important to the
Egyptians. Security in this life, which except for the in-
termediate periods of disorder was taken for granted
throughout Egypt’s long history, could be achieved in

Mesopotamia only by strenuous and concerted efforts,
and was at best unpredictable. Propitiation of the deities
who personified the mysterious and often menacing
forces of nature was essential. At the opening of recorded
history, the city-state was organized around the service of
a local deity, who could intervene for its protection in the
councils of heaven. The central temple controlled much
economic activity, and shops and offices were grouped
around it. Writing, laboriously taught in the earliest
recorded schools, was accomplished by means of pressing
the sharpened end of a reed into clay tablets to make
cuneiform (wedge-shaped) marks. Originally pic-
tographs, these soon became ideographs, paralleling the
hieroglyphs of Egypt. The tablets, which have been found
by the thousands in Mesopotamian excavations, permit
the reconstruction of economic and social life in the early
theocracies down to the minutest details.

Elected rulers (the Sumerian word Lugal means mere-
ly great man) rapidly assumed authority in their own
right as kings and aspired to the control of neighboring
states and eventually of the entire region, even of those
outlying areas that produced the raw materials required
by the economy of the state. Mesopotamian history is, in
consequence, a bewilderingly complex succession of
conquests and defeats, of rises and falls, of city-states and
eventually of hastily conquered empires with universal
pretensions, which melted away after a century or so of
power. sometimes after only a few decades. Any at-
tempt, therefore, to give an orderly account of the welter
of conflicting societies in the Mesopotamian world is sure
to be an oversimplification. As in Egypt, the basic ethnic
structure of Mesopotamian civilization was not unified.
One people, the Sumerians, apparently entered the
region from the mountains to the north, but their exact
origin is as mysterious as their language, which is not in-
flected and bears no relation to any other. The Sumerians
in turn were conquered by the Akkadians, Semitic in-
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vaders from the west, but eventually Sumerian culture
was adopted by the conquerors. Regardless of the ethnic
origin of any Mesopotamian peoples, however, certain
essentials characterize Mesopotamian cities for about
three thousand years.

First, the central temple was invariably raised on a
platform above the level of the surrounding town.
Generally, the temple consisted of a series of superim-
posed solid structures forming a broadly based tower or
artificial mountain known as a ziggurat, on the summit
of which propitiatory ceremonies to the gods of nature
took place. These ziggurats, the one best known to us be-
ing, of course, the Tower of Babel (Babylon), represented
an immense communal effort and were visible for great
distances across the Mesopotamian plain. They clearly
symbolized man’s attempt to reach the celestial deities
and, during heavy weather with low-hanging clouds, may
often have appeared to succeed. One should recall that
according to the Greeks the gods dwelt on Mount Olym-
pus, and that Moses went to the top of Mount Sinai for

his conversations with the Almighty. Even in the later
period of empires, the royal palace in Mesopotamia al-
ways contained a ziggurat.

Second, there were no local supplies of stone, so
architecture in the manner of the Egyptian pyramids,
tombs, and temples was out of the question. Mud brick,
sometimes reinforced by timber, was the basic material
for all Mesopotamian buildings, as it had been for the
ephemeral dwellings of the Egyptians (see page 55).
Although fired brick was sometimes used as a facing for
Mesopotamian structures, most of them survive only in
ground plan or in foundations, when these could be built
of imported stone. Even sculpture, forced to rely on
materials brought from a distance, was limited to modest
dimensions, save for the ambitious palace decorations of
the Assyrians, who lived in a northern region closer to a
supply of stone. Under such circumstances neither
architecture nor sculpture could be expected to function
on the exalted level of Egyptian art, with its endless
sources of material and its continuous artistic tradition,
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88. The White Temple on i1s Ziggurat. ¢. 3500-3000 B.C.

Uruk (present-day Warka. Iraq)

89. Plan of the White Temple on its
Ziggurat (after H. Frankfort)

90. Ziggurat. Ur. ¢. 2100 s.c. Brickwork. Iraq

-

but Mesopotamia did achieve some brilliant creations of
its own.

Third, and this is truly surprising, paintings, even
traces of paintings, are extremely rare in Mesopotamian
culture before Assyria. This deficiency cannot be easily
explained, since the materials were at hand and the im-
mense wall surfaces would seem to have invited pictorial
imagery.

SUMER

The earliest of the ziggurats to survive was built in the
land of Sumer at Uruk (biblical Erech, modern Warka)
on the banks of the Euphrates in southern Mesopotamia
between 3500 and 3000 B.C., and dedicated to the sky god

Anu (figs. 88, 89). It is older than any known Egyptian
monument. The building owes its partial preservation to
having been enclosed in a far later Hellenistic sanctuary.
The mound was so oriented as to direct the corners
toward the four points of the compass, and was sheathed
by sloping brick walls so as to form a gigantic oblong
platform, standing some forty feet above the level of the
surrounding plain. On this terrace stood a small
whitewashed brick temple (nicknamed the White
Temple), only the lower portions of which remain.
Curiously enough, the entrances do not face the steep
stairway ascending the mound, and the altar is tucked
into a corner of the interior, possibly for protection from
wind. The buttressed walls were reinforced by timber, but
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91. Sculptured vase. from

it is not known just how the building was roofed. Since
the Sumerian name for such temples means waiting
room, the enclosure may well have provided a setting in
which the worshipers could await the descent of the deity.

The better preserved and considerably larger ziggurat
at Ur (fig. 90), near the confluence of the Tigris and the
Euphrates, was built much later, during the so-called
Neo-Sumerian period, when the Sumerians temporarily
regained power after the collapse of the Akkadian Em-
pire, about 2100 B.c. Three stairways, each of a hundred
steps, converge at the top of the first platform; others
ascended a second and then a third level, on which stood
the temple. The remaining masses of brickwork, recently
somewhat restored, dominate the plain for many miles.
The original monument, perhaps planted with trees and
other vegetation, must have made a majestic setting for
religious ceremonials.

Two pieces of sculpture from Uruk, dating from the
period of the White Temple, give us some insight into the
character of these ceremonies. A superb alabaster vase
(fig. 91) some three feet in height was probably intended
to hold libations in honor of E-anna, the goddess of fer-
tility and love. The cylindrical surface of the vase, only
slightly swelling toward the top, is divided into four

Uruk. ¢. 3500-3000 B.C.
Alabaster. height 36".
Iraq Museum. Baghdad
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bands of low relief celebrating her cult. In the lowest,
date palms alternate with stalks of barley; in the next,
ewes with rams; the third tier shows naked worshipers
bringing baskets of fruit and other offerings; and the
fourth the crowned goddess receiving a worshiper whose
basket is brimming with fruit. (Nakedness survives in the
Christian tradition that all will be naked before God at
the Last Judgment; see fig. 396; Vol. 2, fig. 181.) Some of
the strength of the composition derives from the alterna-
tion, from one level to the next, of the directions in which
the bands of figures are moving; some derives from the
sturdy proportions and simple carving of the stocky
figures. Their representation is governed by conventions
not unlike those of Egyptian art; the entire torso is seen
in three-quarter view even though the legs and heads are
in profile.

E-anna herself may be the subject of the beautiful
Female Head (fig. 92) carved from white marble. It was
probably intended to surmount a wooden statue.
Originally, the eyes were filled with colored material,
most likely shell and lapis lazuli held in by bitumen,
which would have made the magical stare even more in-
tense. The eyebrows were probably inlaid with bitumen
and the hair plated with gold. Even in its present stripped
condition, the contrast between the enormous eyes and
the sensitively modeled surfaces of the delicate mouth
and chin renders the head unforgettable. A much later
assemblage of small marble statues (fig. 93) from the
sanctuary of Abu, god of vegetation, at Tell Asmar
shows the hypnotic effect of these great, staring eyes in
Sumerian religious sculpture when the shell and lapis
lazuli inlays (in this case, shell and black limestone) are
still preserved. Grouped before the altar, the statues seem
to be solemnly awaiting the divine presence. It is thought
that the largest figures represent the god, whose emblem
is inscribed on its base, and his spouse, but more
probably they are meant to be the king and queen, since
their hands are folded in prayer like those of the smaller
figures. Their cylindrical shape. characteristic of
Mesopotamian figures, is far removed from the cubic
mass of Egyptian statues, which preserve the shape of the
original block of stone.

Some of the splendor of a Sumerian court canbe imag-
ined from the gorgeous harp found in the tomb of Pu-
abi, queen of Ur (colorplate 11). The strings and wooden
portions have been restored, but the gold-covered posts
and the bull’s head, with its human beard of lapis lazuli,
are original; so are the four narrative scenes on the sound
box, inlaid in gold, lapis lazuli, and shell (fig. 94). The
bearded bull is a royal symbol throughout Mesopota-
mian art (also, recall the bull on the early Egyptian
palette in fig. 46). Intensely real, the animal with its wide-
open eyes and alert ears seems to be listening to the
music. The uppermost scene on the sound box, showing a
naked man wrestling two bearded bulls, all of whom stare
out at us vacantly, and the lowest, a scorpion-man



92. Female Head, from Uruk. c. 3500-3000 B.c. White
marble. height c. 8”. Iraq Museum. Baghdad

attended by a goat bearing libation cups, come from the
epic of Gilgamesh, the half-historical, half-legendary
hero. But the two incidents between are, alas, not so easy
to trace. In one a table heaped with a boar's head and a
sheep’s head and leg is carried by a solicitous wolf with a
carving knife tucked into its belt, followed by a lion bear-
ing a wine jug and cup; in the other a donkey plays a bull-
harp while a bear beats time and a jackal brandishes a
rattle and beats a drum. Possibly these human-handed
beasts come from some Sumerian legend yet unknown,
but they suggest with perhaps illusory ease the tradition
of animal fables known to us in every era from the days
of Aesop to those of Peter Rabbit.

That such representations may contain a far deeper
meaning than we tend to give them is suggested by the
splendid goat, made of wood overlaid with gold and lapis
lazuli, also found in the royal graves at Ur (fig. 95). We
know from contemporary representations on the stone
seals used to imprint clay tablets that this is the kind of
offering stand customarily set before the male fertility
god Tammuz. The he-goat, proverbial symbol of
masculinity, stands proudly erect before a gold tree.
forelegs bent, eyes glaring outward with great intensity.
The artist has executed every lock and every leaf with
crispness and elegance. Descendants of such symbolic
animals persist in heraldry even into modern times and
are still endowed with allegorical significance.

A grim reminder of the impermanence of Mesopota-
mian society is given by the Stele of King Eannatum (fig.
96), found at Lagash, the modern Tello. This boundary
stone is also called the Stele of the Vultures. In the upper

93.

94.

Statues from the Abu
Temple. Tell Asmar

¢. 2700-2500 B.c.

Marble with shell

and black limestone inlay.
height of tallest figure

¢. 30”. Irag Museum.
Baghdad. and The
Oriental Institute.
University of Chicago

Sound box of the Roval
Harp. from the Tomb of
Queen Puabi. Ur. c. 2683 B..
Wood with inlaid gold.
lapis lazuli. and shell.
University Museum.
University of
Pennsyvlvania. Philadelphia.
See Colorplate 11
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95. He-Goat, from Ur. c. 2600 B.c. Wood overlaid with gold
and lapis lazuli, height 20”. University Museum,
University of Pennsylvania. Philadelphia

96. Stele of King Eannatum (Stele of the Vultures). from
Lagash (present-day Tello). c¢. 2560 B.c. Limestone.
height 71”. The Louvre. Paris
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register the king, conqueror of both Ur and Uruk, leads a
phalanx into battle. He is clad in goatskins and carries a
mace. The battalion is represented symbolically by a
solid block of four shields originally surmounted by nine
identical helmeted heads. From each shield protrude six
spears, one above the other, each held by a pair of hands;
below the shields a steady row of feet tramples a
shapeless mass of prone naked bodies. In the broken
lower register the king in his chariot, his quiver bristling
with arrows, leads light infantry into battle. To modern
eyes accustomed to mechanized warfare, this relentless
and inhuman attack is all too familiar.

AKKAD (c. 2340-2180 B.C)

Such endemic warfare was to be followed by something
far worse, the virtual collapse of the Sumerian social
order under the weight of entirely new conceptions of
divine monarchy, like that of Old Kingdom Egypt but
maintained wholly by force of arms. A Semitic ruler,
Sargon I, usurped the throne of Kish and then ruled for
fifty-six years from neighboring Akkad, whose site has
not yet been discovered. Sargon founded a dynasty of five
kings who aspired to world conquest and in fact con-
trolled the Middle East from the Mediterranean Sea to
the Persian Gulf. The magnificent bronze Head of an
Akkadian Ruler (fig. 97) is so great a work of art that it
makes us regret that so little survives from the days of
these Akkadian monarchs save the literary texts in which
therr power and majesty were extolled. Even in the
absence of the eyes, gouged out long ago, the head is
overwhelming. The hair, braided and bound to form a
kind of diadem, is gathered in a chignon on the neck. The
face is half hidden in a beard whose two superimposed
tiers of curls, each made up of spirals moving in the op-
posite direction to those in the tier below, exert an almost
dizzying effect on the beholder by their blend of formal
grandeur and linear delicacy. The great, flaring eyebrows
plunge in convergence upon an aquiline nose below which
the sensual lips are held quietly in a superb double curve
of arrogant power not to be approached again until the
greatest of Greek and Roman sculpture. The identity of
this monarch is unknown, but it is hard to believe that the
great Sargon looked much different.

The only other work of art of first importance remain-
ing from Akkadian rule also exudes an emotional
violence that makes Sumerian art look bland in contrast.
The sandstone Stele of King Naram Sin (fig. 98),
Sargon’s grandson, shows him protected by the
luminaries of heaven and about to dispatch the last of his
enemies. The king stands proudly beside the sacred
mountain, mace in hand. One crumpled enemy attempts
in agony to pluck the spear from his throat, another
pleads for his life, two others hang over the edge of a cliff
down which still another falls headlong. Meanwhile, up
the ascending levels of the landscape stride the victorious
soldiers of the king. The tremendous drama of this relief,



97. Head of an Akkadian Ruler.
from Nineveh. c. 2300-2200 B.C.
Bronze. height 14%". Iraq
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the strength of the projection of the sculptural figures,
and the freedom with which they move at various heights
within the landscape space give the stele a unique position
in Mesopotamian art.

Akkad, which lived by the sword, perished by it as
well. A powerful people called the Guti invaded
Mesopotamia from the mountainous regions to the
northeast, conquered the Akkadian Empire, and utterly
destroyed its capital, only to pass into history without
positive achievements. Ironically, the proud Stele of King
Naram Sin was carried off as booty.

NEO-SUMER AND BABYLON (c. 2125-1750 B.C))

Only the city-state of Lagash mysteriously escaped the
general devastation wrought by the Guti, and its ruler,
Gudea, interpreted this deliverance as a sign of divine
favor. In gratitude he dedicated a number of votive
statues of himself, all carved either from diorite or from
dolerite, imported stones of great hardness, as gifts to
temples in his small realm. All the Gudea statues radiate
a sense of calm, even of wisdom. Holding a plan of a
building on his lap, Gudea sits quietly with hands folded
(fig. 99). Only the tension of the toes and the arm muscles
betrays his inner feelings kept in check by control of the
will. The surviving heads (fig. 100), often crowned with
what appears to be a lambskin cap, show this same

Museum. Baghdad

98. Stele of King Naram Sin,
from Susa, Iran.
¢. 2300-2200 B.C.
Sandstone, height 78"
The Louvre. Paris

beautiful composure, expressed artistically in the broad
curves of the brows and the smooth volumes of the
cheeks and chin, handled with firmness and accuracy.
While less dramatic than the Akkadian Ruler, the
modest Gudea portraits achieve real nobility of form and
content.

Remarkably enough, Gudea was able to win control by
peaceful means over a considerable region of the former
Akkadian Empire. In 211, Urnammu, governor of Ur,
usurped the monarchy of Sumer and Akkad and built the
great ziggurat at Ur (see fig. 90). Little else of artistic
merit survives from his reign, after which Mesopotamia
reverted to its former chaotic pattern of conflicting city-
states. From the brief Isin-Larsa period (2025-1763 B.C.),
so called from the ascendancy of the cities bearing these
names, dates a terra-cotta relief of extraordinary power
and beauty, the first voluptuous female nude known from
antiquity (fig. 101). This creature, at once alluring and
frightening, represents the goddess of death, the baleful
Lilith, possibly the screech owl of Isa. 34: 14. Adorned
only with gigantic earrings and the characteristic four-
tiered headdress of a deity, she smilingly upholds a
looped cord that passes behind her head—either the sym-
bol of human life or the instrument with which she brings
it to an end. Her great wings are partially spread behind
her full-breasted, round-hipped body. Instead of feet she
has terrible feathered talons; flanked by staring owls, she
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99. Seated statue of Gudea with architectural plan.
from Lagash. c. 2150 B.c. Diorite. height 29”.
The Louvre. Paris

perches upon the rumps of two lions back to back.
Originally, her body was painted red, one owl black and
the other red, and the manes of the lions black. The set-
ting is established by the pattern of scales along the base,
a conventionalization of the sacred mountain.

The great king Hammurabi (1792-1750 B.C)) briefly
brought all of Mesopotamia under the rule of Babylon
and reduced its various and often conflicting legal
systems to a unified code; this code is inscribed on a tall
stele of black basalt at whose summit Hammurabi, in a
simple and noble relief (fig. 102), stands before the throne
of the god Shamash, again on a sacred mountain in-
dicated by the customary scale pattern. Wearing the
same four-tiered headdress as Lilith and with triple
flames emerging from his shoulders, this magnificent be-
ing extends his symbols of power, a rod and a ring. At
first sight prosaic, this elemental colloquy between man
and god becomes grander as one watches; like Moses on
Mount Sinai, the king talks familiarly with the deity who
sanctifies his laws. The cylindrical figures typical of early
Mesopotamian art are conventionalized in pose, as in-
deed they are throughout pre-Greek art, so that the torso
is shown frontally while the hips and legs, insofar as they
can be seen within the enveloping drapery, are depicted in
profile. For the first time, however, the eyes are not fron-
tal; the gaze between man and god is direct and unswerv-

ing.
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100. Head of Gudea, from Lagash. c. 2150 B.c. Diorite.
height 9”. Museum of Fine Arts. Boston

About 1595 B.C., the Babylonian kingdom was
conquered by the Hittites, a people from Anatolia. The
sturdy, virile art of the Hittites is seldom of a quality to
compete with the best of Mesopotamian art, but the rude
and massive lions (c. 1400 B.C.) that flank the entrance to
the gigantic stone walls of the Hittite citadel near modern
Bogazkdy (fig. 103) are the ancestors of the winged
beasts that guard the portals of the palaces of the
Assyrian kings. It is interesting that after the death of
Tutankhamen, the Hittites were so powerful in the Mid-
dle East that Ankhesenamen, the distraught widow of the
young pharaoh, besought the Hittite king Suppiluliuma I
for the hand of one of his sons in marriage as protection.

ASSYRIA (c. 1000-612B.C.)

In the welter of warring peoples—including the Elamites,
Kassites, and Mitannians—who disputed with each other
for the succession to Babylonian and Hittite power, a
single warlike nation called the Assyrians, after their
original home at Ashur on the Tigris River in northern
Mesopotamia, was both skillful and ruthless enough to
gain eventual ascendancy over the entire region. In fact,
for a considerable period their power extended to the
west over Syria, the Sinai Peninsula, and into Lower
Egypt, where they destroyed Mempbhis, and to the north
into the mountains of Armenia. The Assyrians gloried in




101. The Goddess Lilith. c. 2025-1763 B.c. Terra-cotta
relief, height 19%”. Collection Colonel Norman
Colville, United Kingdom

-~

103. The Hittite Lion Gate. ¢. 1400 B.C. Stone.
Bogazkoy, Turkey

what from their voluminous historical records and their
art seems to have been very nearly continuous warfare,
mercilessly destroying conquered populations along with
their cities before they in turn were vanquished and their
own cities razed to the ground.

Only one of the great Assyrian royal residences is
known in some detail, the eighth-century palace of King
Sargon Il at Dur Sharrukin, the modern Khorsabad,
which has been systematically excavated (fig. 104). This
massive structure was built into the perimeter of a citadel
some five hundred feet square, which was in turn incor-
porated into the city wall. The entire complex was laid
out as symmetrically as possible in the absence of
material on which to draw precise plans (fig. 105). Above
a network of courtyards on either side surrounded by ad-
ministrative buildings, barracks, and warehouses rose a
platform the height of the city wall. On this eminence
stood the palace proper, protruding from the wall into
the surrounding plain, so that the king and the court
could survey the countryside from its ramparts. It was
defended by its own towers. The entire complex was
dominated by a lofty ziggurat, descendant of those at
Uruk and at Ur (see figs. 88, 90) and doubtless intended
for a similar purpose. It was, however, much more
carefully formalized. Its successive stages—there may
have been seven of these, each painted a different
color—were not separate platforms; the structure was

102. Stel; with the Code of Hammurabi (upper
portion). ¢. 1792-1750 B.c. Basalt. height of relief
28" height of siele 84" The Louvre, Paris
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104. Citadel of King Sargon II. Dur
Sharrukin (present-day
Khorsabad. Iraq). c. 742-706 B.c.
(Architectural reconstruction by
Charles Alitman)

105. Plan of the Citadel of King
Sargon 11

106. Gate of the Citadel of King

Sargon II (during excavation).
Limestone
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ascended counterclockwise by a continuous ramp, a
square spiral as it were, so that the worshiper always had
the paneled wall on his left while on his right he looked
out over ever-widening views of the plain.

Like all Mesopotamian buildings, the palace of Sargon
[T was mostly built of mud brick (although certain crucial
portions were faced by baked and glazed brick), which
accounts for the ease of its demolition by the next wave of
invaders. Considerable use seems to have been made of
arches and barrel vaults. Luckily, the Assyrians had
access to stone for sculpture, and they were able to flank
the entrances to the brightly painted throne room with
colossal limestone guardians, in the tradition of the Hit-
tite lions (see fig. 103). Two of these majestic creatures
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are shown still in place (fig. 106). They were monstrous
beings with the bodies of bulls (one recalls the royal bulls
of archaic Egyptian palettes, figs. 46, 48), grand.
diagonally elevated wings, and human heads with long
curly beards and many-tiered divine headdresses (com-
pare figs. 97, 107), doubtless symbols of the supernatural
powers of the king. Built into the gates and visible only
from two sides, they were really a kind of relief sculpture
rather than statues in the round. So that the viewer might
see four legs from any point of view, the sculptors
generously provided these creatures with five.

Sargon II himself can be seen in a superb limestone
relief (fig. 107) from the Dur Sharrukin palace, possibly
intended to recall the bronze Head of an Akkadian Ruler




(see fig. 97) but lacking its calm majesty. There is an
almost hysterical intensity about the flare of the eyelids
and eyebrows and the cruel set of the narrow lips, in-
creased by the ornamental curves of the sharply
separated forms characteristic of the stylization of
Assyrian relief sculpture throughout its brief history.
Emissaries of friendly or tributary rulers could attain
the presence of the monarch only through a succession of
halls whose walls were lined with continuous reliefs in-
tended to overawe the visitors not only with the king’s in-
timacy with the gods but also with his military exploits
and personal courage. These historical reliefs are
ancestors of the lengthy political narratives of Roman
imperial sculpture (see figs. 277, 278). In continuous
strips, often superimposed in the manner of Egyptian
tomb reliefs, the Assyrians can be seen fighting battles
that they always win and cheerfully burning cities, dis-
mantling the fortifications, and slaughtering the in-
habitants. The reliefs were drawn on the surface of
alabaster slabs and the background was then cut away to
give just a slight projection, as in Egyptian relief. Yet the
contours are so bold and so strongly ornamentalized and
the proportions are so chunky that they convey an im-
pression of massive volume instead of Egyptian delicacy
and elegance. The innumerable scenes of unrelieved
mayhem can become monotonous, especially because the
quality of the reliefs, which were apparently turned out at
some speed, is not uniformly high. But there were great
sculptors in the group who could find in their narrative
subjects inspiration for an epic breadth of vision entirely
new in art. Sometimes the scenes have an unconscious
humor, as in Elamite Fugitives Crossing a River (fig.
108), from the palace of Ashurnasirpal Il at Nimrud.
Two Assyrian bowmen shoot from the bank at two fully
clothed Elamites who cling to inflated goatskins and at a
third who has to rely entirely on his own strength to stay
afloat as they swim toward the walls of their little city,
defended by Elamite warriors on the tops of the towers.

107. Portrait of King Sargon IlI. from Dur Sharrukin.
Limestone relief. height 35”. Museo Egizio. Turin,
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108. Elamite Fugitives Crossing a River, from the Palace of King Ashurnasirpal II. Nimrud. c¢. 883-859 B.C.
Alabaster relief. British Museum. London
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In the manner of Egyptian reliefs and paintings, the
swimmers have two left hands. The undulating shapes of
the swimmers and the ornamentalized trees on the bank
create the strong and effective pattern characteristic of
the best Assyrian relief.

Strangely enough, while human expressions remain
impassive under any conditions, those of animals are
represented with a depth of understanding that turns the
conflicts between men and beasts into the grandest action
scenes in Mesopotamian art—in fact, into some of the
most powerful in the entire history of art. Lions were
released from their cages, after having been goaded into
fury, so that the king could display his strength and

courage by shooting down the maddened beasts from his
chariot. The best sculptors seem to have been employed
for these heroic reliefs, which unleash an astonishing ex-
plosion of forces—the swift flight of the horses, the
resolute power of the monarch, the snarling rage of the
tormented beasts. Not since archaic Egypt (see fig. 46)
have the muscles of humans and animals been shown
swelling with such tremendous tension as in the relief
depicting Ashurnasirpal engaged in his cruel sport (fig.
109). Almost unbearable in its tragic intensity is the
detail of the Dying Lioness from the palace of Ashur-
banipal at Nineveh (fig. 110). Pierced by three arrows,
bleeding profusely, and howling in impotent defeat, the

109. King Ashurnasirpal 11 Killing Lions. from the Palace. Nimrud. c. 883-859 B.C. Alabaster relief. 39 x 100"

British Museum. London
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110. Dying Lioness (detail of The Grear Lion Hunt). from the Palace of King Ashurbanipal. Nineveh.
c. 668-627 B.C. Alabaster relief. British Museum, London
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Alabaster, height 20%". British Museum, London

poor beast drags her paralyzed hindquarters desperately
along. After these horrors the relief of a flock of gazelles
from the same palace (fig. 111) is totally unexpected in its
airy grace. One turns his head in fear, the others plod
along, the little ones struggling to keep up, as they flee
their archenemy, man. Equally surprising is the device of
scattering the animals lightly about the surface of the
slab to suggest open space.

NEO-BABYLONIA (605-539 B.C)

The collapse of Assyria in 612 B.C. was brought about by
invasions of Scythians from the east and Medes from the
north. Order was restored by Nebuchadnezzar 11, ruling
from Babylon in the south, which had never lost its
cultural importance even under Assyrian domination. In
the scanty remains of Neo-Babylonian stone sculpture an
attempt can be discerned to emulate the style of Sargon
I, some eleven hundred years earlier, but the brief revival
of Babylonian glory is best known for its architectural
remains. For two hundred years or so Babylon had
possessed the Hanging Gardens, one of the wonders of
the ancient world, a series of four brick terraces rising
above the Euphrates, whose waters were piped up to
irrigate a splendid profusion of flowering trees, shrubs,
and herbs. Nebuchadnezzar added a splendid palace with
a ziggurat, which was the biblical Tower of Babel, and
built eight monumental arched gates in the fortified city
walls. One gate, connected with the inner city by a
processional way and dedicated to the goddess Ishtar,
was faced with glazed brick (fig. 112). Excavated early in
this century, it is installed, with missing portions liberally
supplied, in East Berlin, the only place in the world where
one can gain any idea of the scale and brilliance of the
ephemeral brick architecture of ancient Mesopotamia.

The clear, bright blue of the background glaze sets off the
geometric ornament in white and gold and the widely
spaced, stylized bulls and dragons in raised relief. They
are composed of many separately molded and glazed
bricks, and form a happy postlude to the interminable
slaughters of the bloodthirsty Assyrians. Nebuchadnez-
zar's gorgeous Babylon must have deserved the boastful
title he gave it—*‘navel of the world.”
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112. The Ishtar Gate (restored), from Babylon. c. 575 B.C.
Glazed brick, height 47°. Staatliche Museen, Berlin
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113. Audience Hall of Darius and Xerxes. ¢. 500 B.C.

Persepolis. Iran

"‘PERSIA (539-331 B.C)

We obtain a one-sided account of the Persian Empire
from the history of the Greeks, to whom the Persians
appeared as a juggernaut threatening to crush the
cherished independence of the Greek city-states. The tidy
administration of the Persians may in fact have come as a
relief to the weary peoples of the Near East. Out of the
mountainous regions of what is today Iran, northeast of
Mesopotamia, came the nomadic Persians under Cyrus
the Great; under his successors Darius 1 and Xerxes I
they conquered an empire that was centered on Meso-
potamia but included also Syria, Asia Minor, and Egypt
on one side and parts of India on the other. Although
they set themselves up as kings of Babylon they styled
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themselves, and quite rightly, kings of the world. Only
the Greeks prevented them from extending their rule into
Europe, and the Greeks, under Alexander the Great,
eventually brought about their downfall. Their orderly
and decent government made cruelties like those of the
Assyrians unnecessary. The Persian Empire, more than
twice as extensive as any of its predecessors, was divided
into provinces called satrapies, administered by gover-
nors, or satraps, responsible directly to the king. The
capital moved about, but the great palace of the kings
was at Persepolis, near the edge of the mountains above
the Persian Gulf, to the east of Mesopotamia.

There Darius commenced his residence, continued and
completed by his son Xerxes about 500 B.C.; it was an
orderly and systematic complex of buildings and courts
surrounded by the inevitable, and now vanished, mud-
brick wall. Persian art, perhaps not as imaginative as
some that preceded it, included many elements borrowed
from the subject peoples; in fact, many of the artisans
were Babylonians, and others were Greeks from Asia
Minor. The Persians worshiped the god of light, Ahura-
mazda, at outdoor fire altars for which no architecture
was needed, so there were no ziggurats. But the palace
was built like that of Sargon I on a huge platform, this
time of stone, quite well preserved (fig. 113). The king
had no need to terrify his visitors, so the relief sculpture
showed interminable superimposed rows of neatly uni-
formed' bodyguards mounting the steps, asin reality they
did, and the great king himself giving audience (fig. 114).
For the first time, relief in the Near East was not just sur-
face drawing with the background cut away, but was so
carved as to give the impression that actual figures, hav-
ing cylindrical volume, move on a shallow stage. This
idea was derived from Greek art, and the sculptors may
have been lonian Greeks. The statue-like figures are
shown in true profile, although the eyes are still frontal.
The prim rows of curls in hair and beard are obviously

114. Darius and Xerxes Giving Audience. c. 490 B.c. Limestone relief. height 100”. Persepolis. Iran
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115. Xerxes' Hall of 100 Columns. Persepolis. (Architectural reconstruction by C. Chipiez)

derived from Akkadian and Assyrian forebears, but the
drapery folds now have edges that ripple in long, descen-
ding cataracts as in archaic Greek sculpture (cf. fig. 149),
and the garments clearly show underlying limbs, as in
Old Kingdom Egyptian sculpture (fig. 63). In a civiliza-
tion like that of the Persians, individualization was not
encouraged, but there is a crisp, fresh elegance of draw-
ing and carving that gives Persian decorative sculpture
great distinction. It was doubtless even more striking
with its original brilliant colors and gilding.

Persian rooms were characteristically square, and the
great hall of Xerxes must have been one of the most im-
pressive in the ancient world (fig. 115). Its hundred stone
columns, each forty feet high (several are still standing)
and brightly painted, were delicately fluted and ter-
minated in paired bulls that acted as brackets and helped
to support the gigantic beams of imported wood. also
painted. No such interior had, of course, existed in the
Mesopotamian world, where columns were unknown.

Quite possibly the Persians drew their idea partly from
the columned porticoes of lonian Greek temples, partly
from the columned temple halls of the Egyptians. The
notion of a forest of columns, with no dominant axis in
any direction, may have been the origin of the typical
plan of many Islamic mosques several centuries later (see
colorplate 46; fig. 354). The gold and silver rhytons or
libation vessels (fig. 116), with their hybrid animal forms,
show the Persian love of elegance, grace, and rational
organization of elements. The linear rhythms of the
animals themselves still suggest those of prehistoric pot-
tery from Susa, not far from Persepolis, three millennia
earlier (fig. 117), not to speak of many characteristic
elements of later Mesopotamian cultures, but the alter-
nating palmette and floral ornament on the upper border
is already characteristically Greek. Sadly enough, it is
upon the Greeks that the responsibility rests for the
destruction of the palace, burned by Alexander after a
long and violent banquet.

116. Rhyton. from the Oxus
Treasury. Armenia.
Silver, height 10”. British
Museum. London
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117. Painted beaker. from
Susa. Iran. ¢. 5000-4000
B.C. Height 11'%4”. The
Louvre, Paris
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Aegean Art

Somewhat later than the first manifestations of the splen-
did cultures that flourished in the Nile Valley and in
Mesopotamia, a third artistically productive civilization
arose in the islands and rocky peninsulas of the Aegean
Sea. The rediscovery of this vanished civilization, like
that of the cave paintings and of Sumer and Akkad, has
been an achievement of the past hundred years or so.
Nineteenth-century scholarship had taken it for granted
that the cities and events described in the poems of
Homer were largely if not entirely mythical, but the ex-
cavations of the German amateur archaeologist Heinrich
Schliemann, beginning at the site of Troy in 1870 and
continuing later at Mycenae and other centers on the
Greek mainland, made clear that the Homeric stories
must have had a basis in fact and that the cities men-
tioned in the poems had indeed existed. Subsequent ex-
cavations, beginning with those initiated by the British
scholar Sir Arthur Evans in 1900, brought to light a com-
pletely unsuspected group of buildings on the island of
Crete, containing works of art of surprising originality
and freshness of imagination. It has now become clear
that there were two distinct cultures. One was centered
on Crete and has been called Minoan, after Minos, the
legendary Cretan king; the other is known as Helladic,
after Hellas, the Greek mainland. The final phase of
Helladic culture, and its most interesting artistically, is
known as Mycenaean, from its principal center at
Mycenae.

CYCLADIC ART

But even before the rise of the Minoan and Helladic
civilizations, there had been still another artistically
creative culture in the Aegean world. Called Cycladic,
from the circle of islands where its remains are found,
this late Neolithic culture flourished in the third millen-
nium B.C. and has left no trace of writing.

90 / The Ancient World

The Cycladic tombs have yielded many stone sculp-
tures, ranging from statuettes to images about half-
lifesize. The meaning of these figures is not known, but
the female ones with their folded arms (fig. 118) seem to
be descendants of Neolithic mother goddesses elsewhere
(see fig. 15). Interestingly enough, however, their-whole
character has changed; they are no longer abundantly
maternal but touchingly slight and virginal, with delicate
proportions, gently swelling and subsiding shapes, and
subtle contours. The simplicity and understatement of
these Cycladic figures has made them particularly attrac-
tive to contemporary artists. It should be borne in mind,
however, that the flattened faces originally displayed
other features than the sharply projecting noses that are
all that now remains. Traces of pigment make clear that
eyes and mouths, as well as other details, were originally
painted on. Of equal interest are the less frequently found
male musicians, such as the Lyre Player (fig. 119),
perhaps intended to commemorate a funerary celebra-
tion or even intended as an evocation of music in the
afterlife. The musicians are almost tubular in their
stylization, and the forms of body, lyre, and chair en-
close beautifully shaped open spaces that prefigure those
of some twentieth-century sculpture (see Vol. 2, figs. 478,
481).

-MINOAN ART

Minoan civilization is almost as much of a mystery as
that of preliterate man. The Minoan and Helladic
peoples spoke different tongues, and Minoan scripts are
still undecipherable. Their language, apparently non-
Indo-European, is completely unknown. However, a late
form of Aegean writing, found both in Crete and on the
mainland, was first interpreted in 1953 and turned out to
be a pre-Homeric form of Greek. The now legible
documents, of a purely practical nature and without
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118. Cycladic idol.
from Amorgos.
2500-1100 B.c.

Marble. height 30”.
Ashmolean Museum.
Oxford. England

literary interest, suggest that Minoan civilization even-
tually succumbed to Mycenaean overlords. Thus our
slight knowledge of Aegean history, social structure, and
religious beliefs must be gleaned largely from the study of
Aegean buildings and other works of art and from the
mythology of the later Greeks—however much distorted
by the later poetic tradition that culminated in Homer
—which seems to have been woven, in part at least, from
surviving memories of the Aegean world. Even Minos
may only be a generic Cretan name for king.

Approximate dates for Minoan art have been ascer-
tained largely by the systematic excavation of pottery.
Minoan and Helladic artifacts have now been traced as
far back as 3000 B.C., and some even earlier, but the great
artistic periods of both civilizations belong to the second
millennium B.C., roughly between the years 1900 and
1200—a period contemporary with the Empire in Egypt
and with the Babylonian period in Mesopotamia. Around
1400 B.C. Minoan civilization perished in a catastrophe of
unknown nature and origin, and Mycenaean culture sur-
vived only another three centuries before succumbing to
the combined effects of internal dissent and attacks by
other Greek invaders.

Pottery

Baked clay pots, produced in abundance by almost all
Mesopotamian and Mediterranean peoples for house-
hold use, were worthless after breakage and were tossed

on the dump heap. Yet clay fragments are virtually in-
destructible, and the lowest layers of potsherds in any
heap are naturally the earliest, the next later, and so on.
Because the shapes and methods of manufacture of these
pots and the style of their decoration changed from one
period to the next, sometimes quite rapidly, it has been
possible for archaeologists to establish a relative
chronology for the development of style by recording the
potsherds according to the layers in which they were
found. Often the Minoan and, later, the Greek pots are -
supremely beautiful as works of art, in both shape and
decoration, and their style is strongly related to that of
wall painting and other arts. Thus their chronology is ap-
plicable to other works of art as well. Sometimes, also,
the circumstances of a find link a dated group of pots to
the building in or near which it was discovered.

Since we know so little of their writing, we cannot yet
say whether the Minoans themselves accurately recorded
dates and specific events. But luckily they were great
seafarers and traders. Their pots have turned up in Egyp-
tian sites whose dates can be determined by numerous in-
scriptions, and the chronology based on the potsherds
can thus often be anchored to firm historical knowledge.
Approximate dates have, therefore, been assigned to the
early, middle, and late periods into which Minoan art has
been divided.

Not until the Middle Minoan period, about the
nineteenth century B.C., does the art of the potter achieve
truly great artistic stature, but objects of the quality of
the beaked Kamares jug from Phaistos (fig. 120) would

119. Lyre Player, from Keros. c. 2000 B.c. Marble.
height 9”. National Archaeological Museum, Athens
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be welcomed as masterpieces in any period. The cur-
vilinear shapes have an extraordinary vitality and are
different in style from anything we have previously seen,
save perhaps for the ornamental motives of La Téne art
(see fig. 27) or the carved decorations of the temple at
Tarxien (see fig. 20). Palmlike shapes in soft white quiver
against a black ground among curling and uncurling
spirals and counterspirals, all beautifully related to the
shape of the vessel itself. In Late Minoan, about 1500
B.C., the swirling shapes take on naturalistic forms. The
entire front of a vase from Palaikastro (fig. 121), for ex-
ample, is embraced by the tentacles of an octopus,
writhing in splendid and menacing profusion. The
abstract shapes on the first vase have now become
naturalistic, but the principle of dynamic curvilinear
decoration is the same and reappears in the wall paint-
ings as well.
The Palaces

In Middle Minoan times, after about 2000 B.C., the
inhabitants of Crete, previously at a rather modest stage
of Neolithic development as compared to their contem-
poraries in Egypt and Mesopotamia, adopted metals and
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120. Beaked Kamares jug, from Phaistos. ¢. 1800 B.c.
Height 10%”. Archaeological Museum,
Heraklion, Crete

121. Octopus vase. from Palaikastro, Crete. ¢. 1500
B.C. Height 11”. Archaeological Museum,
Heraklion, Crete
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122. Plan of the Palace at Knossos. Crete. ¢. 1600-1400
B.C. (after Pendlebury)

[23. Lower section of the main staircase and light well.
east wing, Palace at Knossos (reconstruction).
c. 1600-1400 B.c.

a system of writing, and rapidly developed an urban,
mercantile civilization. Interestingly enough, the
Minoans seem to have depended for protection entirely
on their command of the sea; not a trace of fortification
has ever been found. This reliance may well have proved
their undoing. Immense palaces were built at Knossos
and Mallia on the north coast of the island, at Phaistos
on the south, and elsewhere. Devastated about 1700 B.C,,
these first palaces were soon repaired or rebuilt. The
most extensive and artistically important is the vast
palace at Knossos, about which we know more than
about any other palace before Persepolis. Although
Knossos was again laid waste between 1450 and 1400
B.C., it has been largely—perhaps even excessive-
ly—reconstructed from the ruins. A stroll through it af-
fords an insight into the delightful existence of these mys-
terious people, who seem to have concerned themselves
little with religion and not at all with the hereafter (they
left no temples, only tiny shrines, and few monumental
tombs), but entirely with the pleasures of the here and
now. From the plan (fig. 122) and from the surviving and
reconstructed portions, it is clear that the palace could
never have presented the imposing, symmetrical, and
ordered appearance of Mesopotamian royal residences.

Built around a not perfectly oblong central courtyard
(fig. 123), the hundreds of rooms and connecting cor-
ridors climb gently up the slopes of the hill in such a hap-
hazard manner as to give color to the Greek legend of the
Cretan labyrinth, at the center of which King Minos was
supposed to have stabled the dreaded Minotaur, half
man, half bull.

Clearly, the Minoan monarchs felt no need to impress
visitors with royal might and cruelty. Entrances are un-
obtrusive; the apartments sprout terraces, open galleries,
and vistas at random; even the decorated rooms intended
for the royal family are small, with low ceilings and a
general air of bright and happy intimacy. The walls are of
massive stone masonry; some supports are square piers
recalling those in the valley temple of Chephren (see fig.
61), but wooden columns were frequently used. These are
now lost, but their form can be reconstructed through
representations in wall paintings, from their bases, which
are square stone slabs with a socket for the column, and
from their cushion-shaped stone capitals, distant
ancestors of the Doric capitals of the Greeks (see figs.
152, 154). Strangely enough, the columns tapered
downward, which further increased the feeling of lowness
and intimacy in the rooms.
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Painting

The mural decorations, painted on wet plaster like the
frescoes of Renaissance Italy (see page 407), have sur-
vived only in tiny fragments, which have been pieced
together; large gaps are filled by modern restorations.
The painted interiors must have been joyous. A room at
Knossos known as the Queen’'s Megaron (fig. 124;
megaron means great hall) is illuminated softly by a light
well. The doorways are ornamented with formalized
floral designs, the columns and capitals are painted red
and blue. On one wall we look straight into the sea, as if
through the plate glass of an aquarium; between rocks in-
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124. The Queen’s Megaron, Palace at Knossos
(reconstruction). c. 1600-1400 B.c.

125. Bull Dance, from the Palace at Knossos.
Fresco. ¢. 1500 B.c. Height (including border)
314", Archaeological Museum. Heraklion.
Crete

126. Bird in a Landscape (fragment). from the
Palace at Knossos. Fresco. c. 1600-1400 B.C.
Archaeological Museum. Heraklion. Crete

127. Boxers from Thera (The Young Princes).

Before 1500 8.c. National Archaeological
Museum. Athens. See Colorplate 2
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dicated by typical Minoan free curves, fish swim freely
before us around two huge and contented dolphins.

In murals as in ceramics, unfettered rhythmic contours
are the chief delight of Minoan painting, astonishing
when compared to the stratified compositions typical of
Egypt and Mesopotamia. In the still enigmatic Bull
Dance from Knossos (fig. 125), these pulsating contours
are extremely effective. Unlike the murderous bulls in
Egyptian and Mesopotamian art, this resilient creature
seems almost to have been trained for his role. He and his
attendants are engaged not in mutual slaughter but in
some kind of ritual dance. One almost nude girl dancer
(painted yellow as in Egyptian art) grasps with impunity



the bull's horns; a second waves from the sidelines; and
the boy (red-brown) vaults over the bull with the agility
of an acrobat. The forward lunge of the bull and the
arching movement of the boy are enhanced by the
sideward and upward thrust of the conventionalized
rocks of the borders. It is believed that the bull ritual of
this fresco actually took place in the great court of the
palace itself, suitably barricaded and sealed off.

The naturalism of Minoan frescoes, such as the frag-
ment from Knossos showing a bird in a landscape (fig.
126), recalls Egyptian paintings, which Minoan
merchants must have seen on their visits to the Nile
Valley. But the spirit of Minoan art is quite different.
Birds fly, animals scamper, plants grow, the very hills
seem to dance with a rocking rhythm as if the waves or
the sea wind were carrying them along. Some of the most
brilliant Minoan paintings have only recently come to
light on the island of Thera, part of which sank into the
sea in a violent volcanic explosion about 1500 B.C, the
rest being buried under volcanic ash. A marvelous room
has now been pieced together, with red, violet, and ocher
hills and precipices undulating about all four walls like
live things, asphodel growing from their crests and
saddles in dizzying spirals, and swallows fluttering from
plant to plant or conversing in midair (colorplate 12).
This earliest known European landscape painting is the
ancestor of the landscape frescoes of Roman art (see
colorplate 28; fig. 273) and eventually of such panoramas
as those in fourteenth-century Sienese painting (see
colorplate 71; fig. 523) and even of Monet's Water Lilies
(see Vol. 2, fig. 418), little though he could have known it.
Among the most delightful of the Thera finds is the
fresco representing two small boys boxing (fig. 127) with
a single pair of gloves between them. Despite the deter-
mined expressions in their large, soft eyes, the strongest
movement in the fresco is not that of their rather gentle
blows but the characteristic pulsation of their fluid con-
tours.

Sculpture

Monumental sculpture can hardly be expected from a
civilization that built no temples and revered no divine
monarchs. What little Minoan sculpture survives is small
in scale and often uncertain in purpose. Faience
statuettes have been found (fig. 128), representing a
youthful female figure with bared breasts, a tight bodice,
and richly flounced skirt. This impressive personage, who
brandishes a snake in either hand, is often called a
priestess but is more probably a goddess of the still un-
known Minoan religion. In the elegance of her contours
and in the softness of her movement, she betrays the
same sensibility that distinguishes the wall paintings.
Surprising and thus far unique is the upper portion of a
small black steatite vase known as the Harvester Vase
(fig. 129), on which is carved in low relief a crowd of
young men, nude to the waist, marching as if in ritual
procession but overlapping freely—in contrast to the
regimented movement of Egyptian or Mesopotamian
figural groups. The harvesters carry long-handled im-
plements, including a pitchfork, and one shakes a sistrum
(rattle) with such force that his ribs and rib muscles swell
within the skin of his torso; some have their mouths open
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as if singing in exultation. Never up until this moment
have we encountered such freedom of emotional expres-
sion in ancient art. The bull, dear to ancient civilizations
and possibly sacred to the Minoans, reappears in a splen-
did black steatite rhyton (fig. 130), with horns and eyes
inlaid with shell and rock crystal. The powerful curves of
the flaring horns contrast with the delicate, meandering
motion of the incised lines indicating locks of hair.

MYCENAEAN ART

The Greek mainland was inhabited by the Achaeans, an
early Greek ethnic group whose commercial and political
relations with the Minoans have yet to be thoroughly ex-
plored. They were soldiers, and their palaces were
citadels utilizing the massive outcroppings of rock that
tower above the narrow Greek valleys as natural de-
fenses. The outer walls of such citadels were ‘‘cyclo-
pean.” built of irregular stone blocks so huge that the

128. Snake Goddess, from the Palace at Knossos. c. 1600 B.c.
Faience. height 13'4”. Archaeological Museum,
Heraklion. Crete

129. Harvester Vase (delail). from Hagia Triada. 130. Rhyton. from the Palace at Knossos. ¢. 1550-1500 B.c.
c. 1550-1500 B.c. Steatite. width 44", Steatite with inlaid shell and rock crystal.
Archaeological Museum. Heraklion. Crete Archaeological Museum. Heraklion. Crete
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later Greeks thought them the work of the Cyclopes. a
race of one-eyed giants. Within the wall, however, the
palaces were built of sun-dried brick as in Egypt and
Mesopotamia. We gain entrance to the palace proper in
the thirteenth-century-B.Cc. citadel of Tiryns (fig. 131)
through a columned gateway. Before us rises the col-
umned facade of the royal audience hall, or megaron,
whose roof was supported within by four columns around
a circular hearth. Traces of rich painted decoration have
been found on the plastered floor, and there were numer-
ous wall paintings. The relative positions of gateway and
megaron foretell those of the Athenian Propylaia, or en-
trance gate to the Acropolis (see fig. 196), and the
Parthenon in Classical times.

The formidable walls of the citadel at Mycenae, also
built of cyclopean masonry. were entered through a
trilithon gate that reminds one of the megalithic architec-
ture of the Late Stone Age. The triangle framed by the
lintel and the progressively projecting blocks above is oc-
cupied by one of the few pieces of monumental sculpture
surviving from Aegean times, a massive high relief show-
ing two muscular lions (alas, now headless) placing their
front paws upon the base of a typical Minoan tapering
column (fig. 132). Clearly the column had a religious
significance that required it to be flanked and protected
by the royal beasts.

By far the most accomplished and ambitious of these
cyclopean constructions is the so-called Treasury of
Atreus at Mycenae (fig. 133), actually a thirteenth-
century royal tomb, some 43 feet in height and 47% in
diameter. Although all the rich decoration (possibly in
precious metals) that once enlivened the interior and the
entrance has been plundered, the effect of the simple
masonry vault is majestic in the extreme. It is a corbel

[31. Citadel of Tiryns. 13th century B.C. (Architectural
reconstruction after G. Karo)

vault, with superimposed courses of masonry projecting
one beyond the other as at Maeshowe in the Orkneys (see
fig. 21). The blocks are trimmed off inside to form a
colossal beehive shape of remarkable precision and ac-
curacy. This is the largest unobstructed interior space
known to us before that of the Pantheon in imperial
Rome (see fig. 285).

132. The Lion Gate. ¢. 1250 B.c. Limestone high relief.

[33. Plan of the Treasury of Atreus. 13th century B.C.
Myvcenae (after A. W. Lawrence)
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134. Funeral mask. from the royal tombs. Mycenae.
¢. 1500 B.c. Beaten gold. helghlc 12", National
Archaeological Museum. Athens

135. Dagger. from the Citadel of Mycenae. ¢. 1570-1550
B.C. Bronze inlaid with gold and electrum. length
. 94", National Archaeological Museum. Athens

136. The Vaphio Cups from Laconia. ¢. 1500 B.c. Gold.
height ¢. 3'2”. National Al‘ChJCOIOgI(d| Museum.
Athens

134
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137. Three Deities, from Mycenae. ¢. 1500-1400 B.c.
Ivory, height 3”. National Archaeological Museum,
Athens

138. Female head (fragment). from Mycenae. Fresco

Goldwork, Ivory, and Painting

Schliemann’s excavations of the royal graves at Mycenae
in 1876 yielded a dazzling array of objects in gold, silver,
and other metals, some ceremonial, some intended for
daily use. A number of masks in beaten gold (fig. 134)
were probably intended to cover the faces of deceased
kings. Although hardly to be compared with the refine-
ment of the gold mask of Tutankhamen (see colorplate
10), their solemn honesty is nonetheless impressive.

The Mycenaean warrior kings attached great impor-
tance to their weapons, and superb examples have been
found. A bronze dagger blade inlaid with gold and elec-
trum, a natural alloy of silver and gold (fig. 135), shows a
spirited battle of men against lions, surpassing anything
we have thus far seen in swiftness of movement. One lion
assaults lunging warriors protected by huge shields while
two other lions turn tail and flee with inglorious speed,
toward the point of the dagger.

Even more beautiful are two golden cups (fig. 136)
found at Vaphio in Laconia and datable to about 1500
B.C. These works, to be ranked among the masterpieces
of ancient art, are covered with continuous reliefs of ex-
traordinary vivacity and power, showing the capture of
bulls. While the style is clearly Minoan, recalling the
movement and expressive intensity of the Harvester
Vase, these violent bulls are far removed from the
graceful creature in the Knossos fresco. Various methods
of entrapment are shown, ranging from lassoing by a
rope around the ankle, held by a characteristically wasp-
waisted, muscular young man, to capture by nets, and en-
ticement by a friendly cow. The cups pulsate with the
movement of the powerful bodies and flying hooves; the
motion subsides only in the romantic téte-a-téte of the
bull and the cow.

A little ivory group of unknown purpose has recently
been found near a sanctuary at Mycenae (fig. 137). It
shows three deities, possibly Demeter, the earth-goddess,
her daughter Persephone, and the young god lakchos,
although this is pure conjecture. The affectionate group-
ing of the figures, with arms over shoulders and free and
playful poses, combined with the fluid movement of the
full skirts, renders this one of the most poetic works of
Aegean art.

Little by little, paintings of high quality come to light,
including a superb female head under strong Minoan in-
fluence (fig. 138). Under the attacks of another group of
Greek invaders from the north, the Dorians, the rich and
powerful Mycenaean civilization was overwhelmed and
destroyed about 1100 B.C., to be succeeded by a period
often known as the Dark Ages.
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Greek Art

Of the three great historic arts we have considered up to
this point, that of Egypt alone left a measurable influence
on later periods, and even Egyptian influence was only
occasionally fruitful or decisive. Splendid though they
were, the arts of Mesopotamia and of the pre-Hellenic
Aegean world vanished almost entirely from the sight
and memory of man until very nearly our own times.
When we turn to ancient Greece, however, we are dealing
for the first time with an art that has never been entirely
forgotten. Greek art, like Greek culture in general, in-
fluenced in one way or another the art of every subse-
quent period of Western civilization, including the pres-
ent, sometimes to an overwhelming degree. Even when
later cultures felt they must revolt against Greek in-
fluence, each revolt in itself was a tribute to the greatness
of Greek achievement. The only other culture that has
left a comparable impression on later periods is that of
Rome, and this is in large part because Rome was the
transmitter, by commerce and by conquest, of the artistic
heritage of Greece.

If we attempt to account for the great depth and the
astounding durability of Greek influence, we will
probably come to the conclusion that they are both due to
the primacy of Greek civilization and Greek art in
developing rational norms for every aspect of the arts, as
distinguished from the rigid conventions imposed by
Egyptian society upon Egyptian art. The Greeks derived
these norms from the nature and behavior of man
himself, accessible to Greek thinkers, writers, and artists
through their unprecedented powers of observation, in-
quiry, and analysis. ‘““Man is the measure of all things,”
said the Greek philosopher Protagoras in the fifth cen-
tury B.C., and while Protagoras’ own subjectivity aroused
considerable controversy in his own day. his celebrated
remark may still be taken as typical of the Greek attitude
toward life and toward art. The dignity and beauty of the
individual human being and the rich texture of physical
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and psychological interplay among human beings con-
stitute at once the subject, the goal, and the final determi-
nant of Greek artistic and literary creation.

Both land and climate stimulated the unprecedented
concentration of Greek culture on the quality of human
life and on physical and intellectual activity. Greece is a
land of mountainous peninsulas and islands, separated by
narrow, fjordlike straits and bays, with scanty arable
land. It is subject to strong contrasts of winter cold and
summer heat and to fierce and unpredictable sea winds.
Horizons are limited by mountains and rocky islands.
Under a sunlight whose intensity is credible only to those
who have experienced it, the land takes on a golden color
against a sea and sky of piercing blue. Day gives way to
night almost without intervening twilight. Against such a
background and in such light, forms and relationships are
clear and sharp.

In such an environment it was neither easy nor
necessary to establish cooperative relationships between
one community and the next, separated by mountain
walls or by arms of the sea. A living had to be wrested by
force and by intelligence from rocky land and
treacherous water. The beautiful but often hostile Greek
surroundings fostered an athletic and inquiring attitude
toward existence that contrasts strongly with Egyptian
passivity and that precluded submission to universal
systems of government. Farming was not easy in the
rocky soil; grain crops required great expenditure of ef-
fort, and the olive tree and the vine needed careful tend-
ing. In addition to the limited agricultural class, a trad-
ing class eventually arose, and finally a manufacturing
class engaged in the production of such characteristic
Greek artifacts as pottery and metalwork, which were ex-
ported to the entire Mediterranean world. Like the
Minoans before them. the Greeks were excellent sailors:
like the Mycenaeans, they were valiant soldiers. Greek
systems of government were experimental and con-



stantly changing. It is no accident that so many English
words for governmental forms derive from Greek—dem-
ocracy, autocracy, tyranny, aristocracy, oligarchy, and
monarchy, to name only a few. Even the word politics
comes from the Greek polis, meaning the independent
city-state with its surrounding territory, which was the
basic unit of Greek society. All six of the forms of
government just mentioned were practiced at one time or
another by the Greek city-states on the mainland, the
islands. Asia Minor, Sicily, and southern Italy, often in
rapid succession or alternation. But even when popular
liberties were sacrificed for a period to a tyrant or to an
oligarchic group, the Greek ideal was always that of self-
government. The tragedy of Greek history lies in the in-
ability of the Greek city-states to subordinate individual
sovereignty to any ideal of a permanent federation that
could embrace the whole Greek world and put a stop to
the endemic warfare that sapped the energies of the
separate states and eventually brought about their sub-
jugation. Until the time of Alexander the Great, who
borrowed the idea from the Near Eastern cultures he
conquered, the notion of a god-king on the Egyptian or
Mesopotamian model was wholly absent from Greek
history. We can find a special significance in the fact
that, while the Egyptians and Mesopotamians recounted
their history in terms of royal reigns or of dynasties, the
Greeks measured time in Olympiads, the four-year span
between the Olympic Games, an athletic festival
celebrated throughout ancient Greek history.

The Greeks peopled their world with gods who, like
themselves, lived in a state of constant rivalry and even
conflict, often possessed ungovernable appetites on a
glorified human scale, took sides in human wars, and
even coupled with human beings to produce a race of
demigods known as heroes. Only in their greater power
and knowledge and in their immortality did the gods
differ essentially from-humans. Just as no single mortal
ruled the Greek world, so no Greek god was truly om-
nipotent, not even Zeus, the king of the gods.

The Greeks were strongly aware of their achievements,
and not least of their history, as a record of individual
human actions rather than merely of events. Their art is
the first to have a real history in our familiar sense of an
internal development. Egyptian art seems to spring into
existence fully formed and can hardly be said to have
developed after its initial splendid creations. In fact,
many critics hold that the earliest works of Old Kingdom
Egypt were never again approached by the Egyptians in
point of sheer quality. And certain basic forms and ideas
run throughout Mesopotamian art from the Sumerians
to the Persians. But Greek art shows a steady evolution
from simple to always more complex phases, some of
which are for convenience labeled Archaic, Classical, and
Hellenistic. Although this development was not steady,
nor uniform at all geographic points, it is strikingly visi-
ble and has often been compared with that of European
art from the late Middle Ages through the Renaissance

and the Baroque periods. From start to finish, the entire
evolution of Greek art took only about seven centuries,
or less than one-quarter of the long period during which
Egyptian art continued relatively unchanged. The Age of
Pericles, often considered the peak of Greek artistic
achievement, lasted only a few decades.

Despite the anthropocentric nature of Greek culture,
the Greeks were under no illusions about the limitations
or indeed the inevitable downfall of human ambitions.
One of their favorite literary forms, which they indeed in-
vented and in whose composition they rose to unrivaled
heights of dramatic intensity and poetic grandeur, was
tragedy (the very word is Greek). In Greek tragedy,
human wills pitted against each other bring forth the
highest pitch of activity of which men and women are
capable; yet these activities lead to disaster through in-
evitable human shortcomings. In all of Greek art there
are no colossal statues of monarchs like those of the
Egyptian pharaohs. Only gods were represented on a
colossal scale, and although none of these immense
statues survive, the literary accounts indicate that in spite
of their superhuman size they were entirely human and
beautiful. In contradistinction to the hybrid deities of the
Egyptians and the Mesopotamians, in ancient Greece
only monsters were part human and part animal. These
hybrids were invariably dangerous (satyrs, centaurs, and
sirens), often totally evil (the Minotaur).

But while Greek rationality gave rise to arithmetic,
geometry, philosophy, and the beginnings of astronomy,
zoology, and botany (again the words are Greek), and at
times a vision of the good life and the perfect state, in ac-
tuality Greek communal life was seldom able to achieve a
lasting order. Even in the Classical period the Greek polis
permitted both chattel slavery and the disenfranchise-
ment of subject states. In spite of the rationality of Greek
philosophers, at no point in Greek history was there any
serious or widespread threat to belief in a host of
anthropomorphic deities. Yet one of the great charms of
the Greeks is the fact that, side by side with the develop-
ment of the intellect, the life of the passions continued
with undiminished intensity, endowing the coldest crea-
tures of reason with ‘an irrational but poetic beauty.

What remains to us of Greek art is of such high quality
that it is painful to contemplate the extent of our losses.
The survivals constitute, in fact, only a small and
irregularly distributed proportion of Greek artistic
production. We possess some ancient written accounts of
what were considered the greatest works of Greek art,
notably those of the first-century Roman encyclopedic
naturalist Pliny the Elder and the Greek traveler
Pausanias of the second century A.D. From these sources
we know of many celebrated Greek buildings that have
totally vanished; the few that remain standing are all in
more or less ruinous condition. Only two statues survive
that can be attributed to the most famous Greek sculp-
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tors: one, the Victory of Paionios (see fig. 202), is in
fragments, and the other, Hermes (see fig. 215), is not
universally accepted as the work of Praxiteles. The other
preserved Greek original sculptures are either the work
of unidentified masters or quite late signed works of
secondary importance, such as Laocodn (see fig. 234) and
Polyphemos Blinded by Odysseus (see fig. 235), both by
the same trio of sculptors from Rhodes. Many Roman
copies of Greek statues were made with a mechanical aid,
the pointing machine, which transferred adjustable points
on a metal frame from the original to the copy, enabling
the copyist to reproduce sizes, poses, proportions, and
details with some fidelity. Roman copies, therefore, give
us a fairly clear idea, however diluted in quality, of the
appearance of many lost masterpieces. The general reli-
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ability of Roman copies is, of course, susceptible to
demonstration when several copies of the same original
are checked against each other. But thousands of statues
must still lie underground, and a lucky find can always
turn up an original of high quality, as has happened even
in excavations for buildings or highways.

Monumental painting, to which the Greeks attached
the highest importance, is totally and irrevocably lost.
Not the smallest piece of any famous Greek painting has
ever been recovered, nor, in the nature of things, is any
likely to be, for the very buildings on whose walls most of
them were painted have long since vanished. Only
literary descriptions survive, and occasional ‘*‘copies,”
which may not be copies in our sense at all. The local
Italian artists who reproduced renowned Greek paintings
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may never have seen the original works in distant Greece
or Asia Minor, but only portable sketches or replicas
brought home by travelers. We have, therefore, only the
most general idea of what the style of the great Greek
painters must have been like, and only now and then are
we able to reconstruct the order of figures in one of their
compositions.

Another serious loss is that of color. Under the in-
fluence of marble statues and capitals from which the
original coloring leached out centuries ago, we tend to
think of Greek art—and Greek costumes, too—as white.
Nothing could be further from the truth. In early periods
the coloring applied to the statues was quite bright, even
garish, judging from traces of the original paint still
remaining here and there. In the Classical period and in
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the fourth century, coloring was undoubtedly more
restrained but was certainly used to suggest actual life,
especially in eyes, lips, and hair. Garments were colored,
and certain details were added in gold or other metals in
all periods. Limestone or sandstone temples were coated
with fine plaster tinted to resemble marble. In all
temples, including the marble ones, capitals and other
architectural details were brightly painted. Wall
decorations from the Hellenistic era survive to indicate
that the interiors of prosperous homes were also or-
namented in color (see colorplate 21). If the well-known
Greek sense of harmony and of the fitness of things gives
us any basis for speculation, then Greek color must have
been harmoniously adjusted and must have formed an es-
sential part of the total effect of works of architecture
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and sculpture. We must attempt to restore this effect in
our imaginations if we are to understand the work of art
as the artist intended it. Only the pots, which as we have
seen (page 91) are unlikely ever to be totally destroyed,
survive in vast numbers and with their coloring intact. In
Greek ceramics the color is generally limited to red ter-
ra-cotta; black and white slip, baked on; and an oc-
casional touch of violet. But even the pots, made for
practical, everyday purposes, were intended to be seen
not, as now too often, in superimposed rows in museum
cases, but as small, movable accents in richly colored in-
teriors.

GEOMETRIC AND ORIENTALIZING STYLES
(800-600 B.C.)

The three centuries from about 1100 B.C. to about 800
B.C. are still an era of mystery and confusion, often
called—by analogy with the later one following the
breakup of the Roman Empire—the Dark Ages. The title
is intended to suggest not only the dimness of our present
knowledge of this era but also the fact that what little has
been unearthed about it indicates a fairly low stage of
cultural development—indeed, a sharp decline from the
splendor of Mycenaean art and civilization. At the begin-
ning of this period tribes from the north, probably the
Danube basin, moved south into the areas formerly ruled
by Mycenaeans, settling largely in the Peloponnesos, the
cluster of peninsulas that makes up southern Greece.
Later Greeks called these people Dorians; Sparta, always
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139. Model of a Temple. from the Heraion near Argos.
¢. Middle 8th century B.c. Terra-cotta. length
c. 14'4”. National Archaeological Museum. Athens
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the most conservative and warlike of the Greek city-
states, prided itself on its Dorian origin. Some of the
older peoples of Mycenaean derivation fled to the islands
of the Aegean and to Asia Minor, where they founded
such important centers as Ephesos and Miletos. These
tribes, known as lonians, were, however, not wholly
driven out of Greece by the invaders. Some were able to
preserve their identity, notably the inhabitants of the
peninsula of Attica, with its most important center at
Athens.

Understandably enough, architectural remains from
this earliest period of Greek art are extremely scanty,
although some foundations of temples have been un-
covered. But we possess precious evidence as to the
modest external appearance of such buildings from two
small terra-cotta models and fragments of another,
which can be dated about the middle of the eighth cen-
tury B.C. by comparison with contemporary pottery (fig.
139). Basically, these temples appear to be direct descen-
dants of the Mycenaean megaron type, such as that at
Tiryns (see fig. 131). A single oblong room, sometimes
square-ended, sometimes terminating in an apse
(semicircular end), was roofed with a gable and preceded
by a columned portico. Probably the walls were of rubble
or mud brick and the columns of wood; the roof may
even have been woven from thatch. These are humble
buildings indeed, yet they are the obvious prototypes of
the Greek temples of a more splendid era (see figs. 154,
159, 187).

The finest remains of eighth-century Greek art are cer-
tainly the pots, covered with the abundant ornament that
gives the period its name, Geometric. Some of them are
truly majestic, especially the huge amphora (jar for oil or
wine, fig. 140) from the Dipylon Cemetery in Athens, of
a type which was placed over graves and perforated at the
bottom so that offerings of oil or wine could seep
through. The shape, with powerful body and lofty neck,
slender handles, and slightly flaring lip, is of the greatest
elegance. The surface is divided into almost innumerable
bands of constantly varying width, ornamented with
slender black lines describing against the terra-cotta
background geometric figures— dots, diamonds, loz-
enges, and three different versions of the meander or
“Greek fret”” motive so common in later Greek decora-
tion, some bands apparently moving from right to left,
some from left to right, some readable either way. A
single band on the neck shows simplified and very
graceful antelope grazing, moving from left to right. At
the level of the handles, the frets seem to be parted, as it
were, and forced to run vertically to make way for a
funerary scene. The deceased, represented schematically
and frontally on his bier, is flanked by identical wasp-
waisted mourners with their arms elevated, looking like
abstract versions of Aegean figures. Across the grand
volume of the jar the slender lines of geometric ornament
seem to shimmer in contrast to the strong black of the ex-
panding and contracting figures.
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A large number of statuettes in terra-cotta and in
bronze remain from the Geometric period. A delightful
example is the tiny bronze Deer Nursing a Fawn (fig.
141), hardly more naturalistic than the figures on the
Dipylon Vase but just as intense in pattern and feeling.
From none of the works of visual art, however, could we
possibly guess that during this same crucial eighth cen-
tury were written the two great Homeric epics, the //iad
and the Odyssey, which seem to us in retrospect the very
foundation stones of European literature. The discrepan-
cy between these elaborate narratives, which display in a
highly developed phase every facet of the epic poet’s skill,
and the stylized images of Geometric painting and sculp-
ture does not, however, constitute a unique instance as we
follow the relations between the arts throughout history.
It is perhaps significant that words and meanings in an-
cient Greece developed earlier and more rapidly than
visual images.

But these did not remain long behind. Seventh-century
vases show a considerable loosening of the tight
Geometric style. A massive amphora at Eleusis (fig. 142),
almost as tall as the Dipylon Vase, is a striking example
of the Proto-Attic style, so called because it precedes the
full development of vase painting in Athens in the sixth
and fifth centuries. The relatively inert Geometric orna-
ment of the eighth century, which only suggested motion,
has now ‘‘come alive” and depicts motion. The very
shape of the vase has changed. The bottom is narrower,
so that the body seems to swell, and the neck flares more
sharply. The handles have grown enormously and are
composed of cutout shapes, largely crosses and palm-
ettes. The greatly reduced ornament, consisting largely of
intertwined black and white bands, is extremely active.
The main fields of the vase are now taken over by figures.
Visible on this side of the body are two of the fierce,
snake-haired Gorgon sisters, confronted by Athena
(whose figure is only partially preserved); in the panel
above is a fight between a lion and a boar. The most terri-
ble scene is enacted on the neck, where Odysseus and two
companions force a burning stake into the one eye of the
Cyclops Polyphemos. The action of the figures seems
reinforced by the centralized floral ornaments scattered
freely throughout the background. These derive from
Near Eastern sources and have given rise to the term
Orientalizing for this second phase of Greek art. How
energetic the style can be in other areas of Greece as well
as in Attica is shown by the contemporary Proto-
Corinthian oenochoe (wine pitcher) known as the Chigi
Vase (fig. 143).

Although made at Corinth in the Peloponnesos, the
Chigi Vase was found at an Etruscan site in central Italy
and thus attests to the widespread commercial activity of
the Greeks. The upper register, painted in black, white,
and two tones of brown against the creamy terra-cotta
background, shows foot soldiers equipped with helmets,
shields, and spears hurrying into battle with a vigor and
freedom that surpass even contemporary Assyrian sculp-
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140. Dipylon Amphora (Geomeltric Style), from the
Dipylon Cemetery, Athens. ¢. 750 B.c. Height 61”.
National Archaeological Museum, Athens

141. Deer Nursing a Fawn, from Thebes. 8th century B.C.
Bronze, height 2%4”. Museum of Fine Arts, Boston
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142. Amphora with Odysseus Blinding Polyphemos
(Pro-Attic Style). Middle 7th century B.c. Height
56”. Archaeological Museum, Eleusis. Greece

143. THE MAcCMILLAN PAINTER. Chigi Vase
(Proto-Corinthian Style), from Corinth.
Middle 7th century B.C. Terra-cotta. height
10%”. Museo Nazionale di Villa Giulia.
Rome

ture (see fig. 109). In the central zone horses and riders
move easily along, and below are lively hunters. The
Macmillan Painter, as the artist who decorated this vase
is called, was able to suggest depth in a new and original
way by the overlapping of the limbs of humans and
animals. The Chigi Vase is just over ten inches high; com-
pared to the almost five feet of the Eleusis amphora it
seems a masterpiece in miniature.

Some sculpture in stone survives. Although less than
lifesize, the limestone Lady of Auxerre (fig.144), so
called because she once stood in a museum in that French
city, is impressive in her combination of linear precision
and a rude massiveness that suggests at all points the
original contour of the block. Her tight costume forms a
pillowy shaft that conceals her legs, and it is decorated
with a delicately incised meander pattern. About her
bosom the costume tightens to reveal firm and abundant
breasts. Her huge head is surmounted by a wiglike mass
of hair, falling in four great locks on either side and so
bound at intervals that they appear to be separated into
little cushions. Her remaining eye and her mouth, with its
delicate smile, are executed with a sensitivity that renders
the relative clumsiness of hands and feet the more sur-
prising. Although this statue offers only a slight challenge
to the then already two-thousand-year-old Egyptian
tradition of figure sculpture, it is, nevertheless, a power-
ful work.
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c. 650 B.c. Limestone. height
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THE ARCHAIC PERIOD (600-480 B.C.)

The term Archaic, from a Greek word meaning early, is
applied to the unexpectedly vigorous and inventive period
in which the main lines of the arts in Greece were rapidly
established. Enormous developments were made in a very
brief span of time. Although it is a matter of personal
taste, many prefer the incisive strength and brilliance of
Archaic art, perhaps even because of its stylizations, to
the richer, fuller, and more harmonious Classical phase
that succeeded it. What is undeniable is that the sixth
century B.C. is one of the great creative periods in world
art. Beginning modestly, temple building achieved struc-
tures of the greatest originality and on an increasingly
grand scale. Architecture was adorned with sculpture at
many crucial points, sometimes almost enveloped by it.
Painting, as we know from countless thousands of
painted vases, kept abreast of the other arts and
perhaps—although we shall never know, since the wall
paintings are forever lost—outstripped them. Since we
have chosen Protagoras’ famous saying, “Man is the
measure of all things,” as a text for our consideration of
Greek art, it is perhaps best to start with the evolution of
the human figure in Greek sculpture and then to consider
how the figure was used as a measure for the other arts.

Freestanding Sculpture

Greece is a land dominated by stone, and fortunately
much of it is usable for sculpture. The Greek islands,
notably Paros, and Mount Hymettos and Mount Pentel-
icos near Athens yielded marble of superb luminosity and
clarity, far more beautiful than Egyptian limestone.
Greek marble was not only easier to carve but more ap-
propriate to the representation of human flesh than either
the speckled granite or the dark diorite utilized by the
Egyptians for monumental statues. And the Greeks’
possession of iron gave them tools more effective than the
softer bronze implements relied upon by the Egyptians.
Iron points, claw chisels, and drills made it possible for
the sculptor to bring out all the expressive beauty of the
marble, which he could then smooth by the time-honored
methods of abrasion and finally wax in order to carry the
surface to the highest degree of perfection.

An impressive series of standing marble figures
remains from the sixth century. For want of more precise
terms the male statue is generally called kouros (youth),
the female kore (maiden). Some statues were signed by
their sculptors, others inscribed with the name of a
donor. Some were dedicated to various deities; some
were placed over graves. Votive and commemorative
statues they certainly were, but not portraits in the sense
of likenesses. Apparently, we should regard these statues
as idealizations. :

Strangely enough to modern eyes, the male figures are
always totally nude, the female always fully clothed, but
the conventions of male nudity and female modesty cor-
respond to the fact that, while nude male athletes were

seen daily in the palaestra, women never appeared un-
clothed. Moreover, men were completely free to go where
they wished, while women were generally restricted to the
house, which they seldom left.

The largest and grandest, and one of the earliest, of the
kouros figures—a statue almost ten feet high—was found
at Sounion near Athens and is datable about 600 B.C. (fig.
145). It shows undeniable Egyptian influence in the rigid
stance of the figure, with the arms close to the sides and
the left leg advanced. Given Greek commercial relations
with Egypt, such influence is easier to account for than
the as yet unexplained suddenness of its appearance.
We still do not know why the Greeks began carving
large-scale figures at the end of the seventh century B.C.
At first sight the figure, for all its grandeur, seems
nowhere near as advanced from the point of view of
naturalism as Old Kingdom statues dating from two
thousand years earlier. But there are telltale differences
that suggest the enormous development soon to take
place. First, although the Egyptian sculptor thought of
his stone figures as freestanding (see the drawings of
sculptors at work, fig. 56), in practice he invariably left a
smooth wall of uncut stone between the legs and arms
and the body (see fig. 63). Apparently, he was trying to
avoid fracture in carving with soft bronze tools, on which
enormous pressure had to be exerted. Such inert passages
of stone must have been intolerable to the Greek artist as
restrictions on the mobility and freedom of his figure,
and he reduced them to the smallest possible bridges of
stone between hand and flank. Second, while the weight
of an Egyptian figure rests largely on the right (rear) leg,
that of the kouros statue is always evenly distributed, so
that the figure seems to be striding rather than standing.
Finally, the total calm of the Egyptian figure, which
never seems to have known the meaning of strain, gives
way to an alert look and, where possible, to a strong
suggestion of tension, as in the muscles around the
kneecap and especially in the torso, whose abdominal
muscle is cut into channels as yet neither clearly un-
derstood nor accurately counted. The preternaturally
large and magnificent head of the Kouros of Sounion (see
fig. 145), while divided into stylized parts in conformity
with a lingering Geometric taste, shows the characteristic
Greek tension in every line.

In the Anavyssos Kouros (fig. 146), done only some
sixty to eighty years later and placed over the grave of a
fallen warrior called Kroisos, the stylistic revolution
hinted at in the Sounion Kouros has been largely achiev-
ed. At every point the muscles seem to swell with actual
life. Although the full curves of breast, arm, and thigh
muscles may as yet be imperfectly controlled, the pride of
the figure in its youthful masculine strength is un-
precedented. The sharp divisions between the muscles
have relaxed; forms and surfaces now flow easily into
each other. Even the lines of the still stylized locks are no
longer absolutely straight but flow in recognition of the
fact that hair is soft.
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145. Kouros of Sounion. c. 600 146. Anavyssos Kouros. 147. Calf Bearer, from the
B.C. Marble, height c. 10". ¢. 525 B.C. Marble, Acropolis. Athens. c. 570
National Archaeological height 76”. National B.C. Marble. height 66"
Museum, Athens Archaeological Acropolis Museum

Museum, Athens

A somewhat more mature, bearded figure, the Calf
Bearer (fig. 147), of about 570 B.C., shows the transition
between the two phases. The sharp divisions of the
muscles have softened, and the channels in the abdominal
muscle are correctly placed and counted. The now largely
destroyed legs originally had the characteristic kouros
pose. The meaning of the famous **Archaic smile’ that
lifts the corners of the mouth still eludes us, but this smile
is characteristic of Archaic art throughout the sixth cen-
tury, whenafter it soon disappears. While still proclaim-
ing the original surface of the block, the head of the calf
the man bears as an offering is modeled with great sen-
sitivity.
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A superb funerary stele carved as an idealized portrait
of the Athenian warrior Aristion (fig. 148) shows the rich
possibilities opened up by Archaic artists. The sculptor
Aristokles, who signed this work, was able to control
gradations of low relief with great delicacy so as to
suggest the varying distance of the left and right legs and
arms from the viewer’s eye and the fullness of the torso
inside its armor. Aristokles’ attention to visual effects
freed the warrior completely from the Egyptian conven-
tion of two left hands and two left feet, and he seems to
have delighted in contrasting the smoothly flowing sur-
faces of the body, neck, and limbs with the delicate folds
and rippling edges of the chiton (garment worn next to
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150. Peplos Kore, from Athens.
¢. 530 B.c. Marble, height

149. Hera, from Samos. ¢c. 565
B.C. Marble, height 76”. The
Louvre. Paris

148. ARISTOKLES. Stele of
Aristion. c. 525 B.C.

National Archaeological
Museum. Athens

the skin), which escape from beneath the armor and cling
gently to the upper arm and the strong thigh.

One of the earliest of the kore figures was found in the
Temple of Hera on the island of Samos (fig. 149) and is
majestic enough to have been a statue of a goddess.
About contemporary with the Calf Bearer, the figure
shows a striking change from the Lady of Auxerre (see
fig. 144); the block, as is customary in Samian work, has
here become a cylinder. When the missing head was in-
tact, the hair fell over the back. The missing left hand
probably held a gift. The himation (cloak), looped at the
waist, is thrown around the torso and gathered lightly
with the fingers of the right hand, enveloping the right

48". Acropolis Museum,
Athens

arm extended down the hip. The forms of the bosom are
at once concealed and revealed by the streaming spiral
folds, which contrast strongly with the tiny vertical pleats
of the chiton. The profile of the figure, often compared to
a column in its verticality, has much in common with the
elastic silhouette of an early amphora (see figs. 140, 142),
expanding and contracting, elegant and restrained.
Another sixth-century masterpiece is the Peplos Kore
from Athens (fig. 150), so named because the figure
wears the peplos, a simple woolen garment. The statue is
somewhat blocky in its general mass and beautifully reti-
cent in its details. The severe peplos falls simply over the
noble bosom and hangs lightly just above the narrow gir-
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dle about the waist. The left arm was originally extended.
thus freed entirely from the mass of the body with a dar-
ing we have never before witnessed in stone sculpture. In
fact, it had to be made of a separate piece of marble and
inserted into a socket, where a piece of it may still be
seen. The right arm hangs along the body, the contours
beautifully played off against the subtle curve of the hip
and thigh, which the heel of the hand barely touches,
eliminating the necessity for a connecting bridge. The
broad face is unexpectedly happy, almost whimsical in its
expression, and the soft red locks, three on each side,
flow gently over the shoulders, setting off the full forms
of the body. The Peplos Kore is dated about 530 B.C. The
climax of the Archaic style can be seen in the enchanting
kore nicknamed La Delicata (colorplate 13), of just a few
years later. The corners of the large and heavy-lidded
eyes are lifted slightly, and the smile has begun to fade;
indeed, the face looks almost sad. The folds and rippling
edges of the rich fonian himation, together with the three
locks on either side, almost drown the basic forms of the
figure in the exuberance of their ornamental rhythms.
Much of the original coloring is preserved, which adds to
the delight of one of the richest of all the kore figures.
The next steps in the evolution of both male and female
figures belong to another era.

Architecture and Architectural Sculpture

Great as were the new developments in Greek sculpture
in the sixth century, they were at least equaled, perhaps
even surpassed, by the achievements of Greek architects.
These were not in the realm of private building, for
houses remained modest until Hellenistic times. Neither
kings nor tyrants, nor least of all, of course, democratic
magistrates, built palaces like those of Mesopotamia,
which incorporated temples into their far-flung complex-
es. The principal public building of the Greeks was the
temple (fig. 151). Generally in a sanctuary dedicated to
one or several deities, some temples were in lowland sites,
others set upon a commanding height, like the Acropolis
at Athens. Oddly enough, the Greek temple was not in-
tended for public worship, which took place before altars
in the open air. Its primary purposes were to house the
image of the god and to preserve the offerings brought by
the faithful. The shrine, at first of modest dimensions and
never of a size remotely comparable to that of Egyptian
temples, was impressive only in its exterior. Its appear-
ance was dominated by the colonnaded portico, or per-
istyle, which surrounded all larger temples and existed in
the form of porches even in very small ones. In a Greek
polis a portico provided shelter from sun or rain and a
freely accessible public place in which to discuss political
or philosophical principles, conduct business, or just
stroll. In fact, in Hellenistic times independent porticoes
known as stoas were built for just these purposes. They
were walled on three sides and open on the fourth, and
were sometimes hundreds of feet long. The walls of early
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colonnaded temples were built of mud brick and the
columns of wood. In the course of time stone was sub-
stituted for these perishable materials, but the shapes of
wooden columns and wooden beams continued to be
followed in their stone successors, just as the architecture
of Imhotep at Saqqara (see fig. 50) perpetuated palm-
trunk and reed-bundle construction.

Clearly differentiated systems known as orders governed
all the forms of any Greek temple. The orders may be
thought of as languages, each with its own vocabulary
and rules of grammar and syntax, or as scales in music.
At first there were only two orders, named for the two
major ethnic divisions of the Greeks, the Doric and the
Tonic. In the fifth century the Corinthian appeared; this
order was seldom used by the Greeks but became a
favorite among the Romans, who added two orders of
their own, the Tuscan and the Composite. In Hellenistic
times individual variants of the Greek orders appeared
here and there, but these are occasional exceptions that
prove the universal rule.

The column and the entablature, the basic components
of the Greek orders (fig. 152), are simply more elaborate
versions of post-and-lintel construction. The column was
divided into shaft, capital, and base (Greek Doric
columns had no base; one was added in the Roman ver-
sion), the entablature into architrave, frieze, and cornice.
The capital (from the Latin word for head) was intended
to transfer the weight of the entablature onto the shaft.
The Doric capital consisted of a square slab known as the
abacus above a smooth, round, cushion-shaped member
called the echinus. The Ionic capital, more elaborate (fig.
153), had a richly ornamented abacus and echinus
separated by a double-scroll-shaped member, the volute.
The Doric architrave was a single unmolded stone beam,
and the frieze was divided between triglyphs and
metopes. The triglyph (from a Greek word meaning three
grooves) was a block with two complete vertical grooves
in the center and a half groove at each side. The triglyphs
derived from the beam-ends of wooden buildings; the
metopes were the slabs between the beams. The lonic
architrave was divided into three flat strips called fasciae,
each projecting slightly beyond the one below. The lonic
frieze had no special architectural character but could
be ornamented or sculptured. The temple was usually
roofed by a low gable whose open triangular ends,
backed by slabs of stone, were called pediments.

Ancient writers considered the Doric order masculine
and robust, the lonic feminine and elegant. In every
Doric or lonic temple the basic elements were the same.
The columns were made of cylindrical blocks, called
drums, turned on a lathe. These were held together by
metal dowels and fluted in place after erection, that is,
channeled by shallow vertical grooves. The earliest Doric
columns had twenty-four flutes, which increased their ap-
parent verticality and slenderness. Doric flutes met in a
sharp edge; lonic flutes were separated by a narrow strip
of stone. Whatever may have been their purpose, the



o & & O

STYLOBATE (Leve! on which COLUMNS stand)

CELLA or NAOS PRONAOS

151. Plan of a typical Greek Temple (after Grinnell)

IONIC ORDER

m[ }Tl’m:.‘.i” !r,' Pg

| sk
Hlin

)

LTV, ORI o EUTHYNTERA

152. The Doric and Ionic Orders (after Grinnell)

flutes have the effect of increasing the clarity of progres-
sion from light to shade in easily distinguishable stages
around a shaft. The flutes may possibly be related to the
polygonal columns occasionally used in Egypt (see fig.
75).

Unlike Egyptian polygonal and convexly fluted
columns, which were always straight, and Aegean
columns, which tapered downward, Greek columns
tapered noticeably toward the capital. Egyptian cylin-
drical columns, generally based on plant forms, showed a
considerable bulge near the bottom (see fig. 78). Greek
columns, instead, had a slight swell, known as the entasis,
suggesting the tonus of a muscle. They were, moreover,
governed by the proportions of contemporary human
sculptured figures. As the Greek figure grew slenderer
and the head proportionately smaller, so the column
diminished in bulk and its capital in size. On occasion the
column could even be substituted by a human figure
carrying the architrave (see figs. 157, 201).

Like the parts of the orders, the shapes of the temples
were controlled by rules as stringent as those of grammar
and music. Small temples often consisted only of a cella
(the central rectangular structure housing the image of
the deity), whose side walls were prolonged forward to

153. lonic capital on column in central passage of
Propylaia. The Acropolis. Athens

carry the entablature and pediment directly and to frame
two columns; such a temple was called in antis (see fig.
154). If the portico ran across its entire front, the temple
was prostyle; if it had front and rear porticoes, it was
amphiprostyle (see fig. 198): if the colonnade, known as a
peristyle, ran around all four sides, the temple was
peripteral (see colorplate 17); if the portico was two col-
umns deep, the temple was dipteral (see fig. 188).

Yet just as sonnets written in the same language or
fugues composed according to the same rules will vary in-
finitely according to the ideas and talents of the poet or
the musician, there are a surprising number of individual
variations within what appear to be the stern limitations
of Greek architectural orders and types. As we have al-
ready seen, there was a rapid change in the proportion of
the columns corresponding to those of contemporary
sculptured figures. The tapering and entasis also changed.
The earliest examples show a sharp taper and a very
muscular bulge, with sharply projecting capitals, sug-
gesting physical strain in carrying the weight of the en-
tablature. In later columns, along with the increase in
height, both taper and entasis rapidly decrease and the
projection of the capital sharply diminishes, until the lof-
ty columns of the Parthenon in the middle of the fifth
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century appear to carry their load effortlessly. The
changes in style and taste from temple to temple, subtle
though they may at first appear, are distinct enough to
enable one to recognize individual temples of either Doric
or lonic order at a glance.

The corner columns invariably caused difficulties.
Since there was always one triglyph above each Doric
column and another above each intercolumniation (space
between two columns), either half a metope would be left
over at the corner of the building or the corner triglyph
would not be over a column. This discrepancy was solved
by delicate adjustments of distances, so that a two-faced
triglyph always appeared at the corner, with adjacent
metopes slightly extended, and the corner column was
brought a little closer to its neighbors. In the lonic order,
since the capitals had two scrolled and two flat sides, the
problem was again how to turn the corner. This was
solved by giving the corner capital two adjacent flat sides,
with a volute coming out on an angle for both, and two
inner scrolled sides (see fig. 218).

But these adjustments were by no means all. Architects
also toyed with the effects of varying proportions. Early
temples were nearly three times as long as their width,
while the Classical formula of the fifth century provided
that the number of columns on the long side of a temple
should be twice the number of those at either end plus
one. The relatively simple interiors were lighted only by
the large door. Numerous methods of supporting the roof
beams were experimented with in early temples, in-
cluding projecting spur walls like those at Saqqara (see
fig. 54), and even a row of columns down the center,
which had the disadvantage of obscuring the statue of the
deity. The sixth- and fifth-century solution was generally
two rows of superimposed orders of small columns, each
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repeating in miniature the proportions of the external
peristyle (see fig. 179). Roof beams in early temples were
still of wood and tiles of terra-cotta: in the sixth and fifth
centuries marble was often used for roof tiles.
Sculpture could be placed almost anywhere in Egyp-
tian temples; huge statues could sit or stand before or in-
side the temples; walls, columns, and pylons were alive
with rows of figures carved in the shallowest relief, min-
gled with hieroglyphics, and painted. From the very start
the Greeks made a clear-cut distinction between those
sections of a temple that could be ornamented with sculp-
ture and those that could not. Walls and columns were in-
violable, save in the rare instances when a sculptured
figure could become a bearing member. But into the
empty spaces of a Greek temple sculpture could logically
be inserted. Triglyphs were blocks of some size; the in-
tervening metopes made splendid places for relief sculp-
ture. Naturally, the reliefs had to be of a certain depth in
order to compete with the surrounding architectural
elements, and there had to be some continuity in content
among the metopes running round a large building. An
lonic frieze was also an obvious place for a continuous
strip of relief sculpture. The corners of the pediments af-
forded the possibility of silhouetting sculptures
(acroteria) against the sky. And above all the empty
pediments, which needed nothing but flat, vertical slabs
to exclude wind and rain, provided spaces that could be
filled with sculptured figures of a certain depth,
preferably statues in the round. In those regions of
Greece that enjoyed good stone for carving, and in those
temples that could afford sculptural work, an unprece-
dented new art of architectural sculpture arose, never
surpassed or even equaled until the Gothic cathedrals of
the twelfth and thirteenth centuries were built (see- Part




Three, Chapter 9). In ancient Greece, for the first time in
human history, the architectural creations of man were in
perfect balance with the figure of man himself.

The earliest well-preserved Greek temple is not in
Greece itself but in the Greek colony of Poseidonia, now
called Paestum, on the western coast of Italy about fifty
miles southeast of Naples. This limestone building,
erroneously called the ‘‘Basilica’™ in the eighteenth cen-
tury but more probably dedicated to Hera, queen of the
gods, has lost its cella walls but still retains its complete
peristyle (fig. 154). The temple is unusual in having nine
columns across the ends; most others show an even
number. The bulky, closely spaced columns with their
strong entases and widespread capitals appear to labor to
support the massive entablature. Although the temple
has no sculpture, it gives us an idea of how the slightly
earlier Temple of Artemis on the Greek island of Corfu
must originally have looked (reconstruction in fig. 1595).

——

Considerable fragments of one of the limestone pedi-
ments remain (fig. 156). This pediment was carved in
high relief, approaching sculpture in the round. The cen-
tral figure, so huge that she must kneel on her right knee
in order to fit, is the Gorgon, Medusa, grinning hideously
and sticking out her tongue. She was probably placed
there to ward off evil spirits, and is aided in her task by
the two symmetrical leopards that crouch on either side
(one thinks of the heraldic lions of Mycenae; see fig. 132).
On her left, as an odd anachronism and in smaller scale,
appear the head and torso of the boy Chrysaor, who
sprang from her neck when Perseus struck off her head;
to her right was Pegasus, the winged horse, born in the
same way and at the same moment. The modeling
strongly suggests that of the Calf Bearer (see fig. 147). In
the empty corners of the pediment were placed smaller,
battling figures of gods and giants. So symmetrical a
grouping, with fillers at the corners, looks tentative when
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we compare it to the more unified pediments that were
created later. Nonetheless, the contrast between large
and small masses of smooth stone is delightful, and so is
the writhing movement of Medusa’s belt, formed of live,
intertwined, and very angry snakes.

A more refined and elegant, as well as more active and
complex, use of sculpture appears in the little marble
treasury built at the sanctuary of Apollo at Delphi
around 530 B.C. by the inhabitants of the Greek island of
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Siphnos to hold their gifts. The Treasury of the Siphnians
has been partially reconstructed from fragments (fig.
157). Here columns are replaced by two graceful kore
figures, strongly resembling La Delicata (see colorplate
13), on whose heads capitals are balanced to carry ef-
fortlessly the weight of entablature and pediment. The
frieze is a continuous relief, largely depicting battle
scenes. The Batile of Gods and Giants (fig. 158) shows
that the sculptor had a completely new conception of
space. No longer does he have to place one figure above
another to indicate distance. All stand or move on the
same ground level and overlap in depth. Although none
of the figures are in the round—they are all more or less
flattened, in keeping with the character of a relief—those
in the foreground are sharply undercut. The projection
diminishes so that the figures farthest from the eye are
only slightly raised from the background. This relief, for
the first time in the history of art as far as we know,
strives to achieve the optical illusion of space receding
horizontally inward from the foreground. This recession
is limited to a maximum of three figures (or four horses),
but it is revolutionary nonetheless. The pediment con-
tains, again for the first time, actual groups of almost
freestanding statues, carved in more or less the same
scale, in poses progressively adjusted to the downward
slope of the pediment. The intense activity of the reliefs is
kept in check only by the severity of the unrelieved wall
surfaces below.

157. Fagade, Treasury of the Siphnians. Sanctuary of

Apollo. Delphi (partial reconstruction). c. 530 B.c.
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