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Preface

e are bombarded with images from birth and we
Wtend to assume that we know what they mean.

But the paradoxical fact is that, although chil-
dren understand pictures before they read words, pictures
can be more complex than words—hence the saying “a pic-
ture is worth a thousand words.” Through the ages, people
have expressed the complexity of life through various kinds
of artistic imagery, from paintings, sculptures, and build-
ings to digital, performance, and environmental art.

Why | Wrote A History of
Western Art

All art history books attempt to help readers appreciate
artistic expression, the meaning of images, and the devel-
opment of style. While A History of Western Art achieves
these goals, it also accomplishes something else. The book
provides active learning tools to support the needs of col-
lege students, especially those who have little previous
exposure to art history, as they embark on this long, some-
times challenging, journey. These tools include a carefully
designed art program, a strong narrative that unifies
the story of Western art, and pedagogy designed to foster
critical thinking and visual analysis.

A History of Western Art contains numerous images
without being encyclopedic. This choice is intentional
because I believe it is more valuable, even in an introduc-
tory survey, for students to interact with important art-
works as well as to learn to identify them. By including
large-scale and multiple views of architecture and sculp-
ture and enlarged details of paintings, I invite students to
become acquainted with important works from different
perspectives and in greater depth.

A History of Western Art presents students with an
accessible narrative of art history. I have refined this nar-
rative over five editions, based on comments from instruc-
tors and students throughout the United States. Art history
comes alive when the narrative helps students understand
the importance of a work of art, its context, and its con-
nections to other works. I have tried to present the history
of art as a dynamic narrative grounded in scholarship—a
narrative that is a dialogue between today’s viewers and
their past.

The context within which to understand a work of art is
an area of particular interest for me—for works of art lose
much of their meaning if separated from the time and place
in which they were created. Additional contextual consid-
erations include the makers of the works—the artists—and
those who commission the works—the patrons. The issue
of style is a central focus of this text, for the history of art
includes the history of style. Reflecting the cultural contexts
of works are the titles of the early chapters, such as “The

Ancient Near East,” “Ancient Egypt,” “The Art of Ancient
Greece,” “The Art of the Etruscans,” “Ancient Rome,”
and so forth. Later chapters tend to emphasize stylistic
categories—for example, Baroque, Rococo, Neoclassical,
Realism, and, in the twentieth century, Expressionism,
Cubism, Pop Art, Minimalism, and Conceptualism, and
new media such as video.

The richness of the visual arts has led to different ways
of interpreting images. Unique to A History of Western Art,
therefore, is a brief survey in the Introduction of the mod-
ern methodologies of art-historical interpretation. These
include formalism, Marxism, feminism, iconography, semi-
otics, biography and autobiography, and psychoanalysis.

As you will discover in the following sections, I have
revised both the content of A History of Western Art and
the pedagogy in an effort to enhance students’ engagement
with, and understanding of, the history of art.

Key Features

Setting the Stage: “Why Do We
Study the History of Art?”

A History of Western Art begins by introducing readers to
the discipline of art history by first asking and then answer-
ing the question “Why do we study the history of art?” |
describe the human impulse to create art and consider why
people the world over have made art for thousands of years.
The Introduction surveys various ways art is valued—for
example, religious, political, economic, psychological, and
aesthetic values. In addition to presenting key methodolo-
gies, I survey the formal elements of art, such as composi-
tion, plane, balance, line, shape, space, light and color, and
include new thumbnails within Chapter 2 to illustrate each
of these formal points.

Lavish lllustration Program:
A Closer Look

Reviewers and adopters of A History of Western Art rou-
tinely note that the illustration program is of the highest
quality. Images are reproduced in a large format, which
encourages careful looking, and all the paintings are
reproduced in color. In fact, there are more color images
in the fifth edition than ever before. For black-and-white
images, two shades of black are used, resulting in greater
tonal density.

More often than in previous editions, multiple views
of sculptures are provided to give readers a sense of their
three-dimensional reality. Some buildings are shown from
the front, sides, and back; interiors, plans, and elevations
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are designed to give students a sense of scale and space.
Examples include the facade, dromos, and interior of the
“Treasury of Atreus” (Chapter 6); the New York Kouros
(front, side, and back views) (Chapter 7); Sleeping Eros
(front and back) (Chapter 7); an aerial view of the exterior
of Sainte-Foy at Conques, along with a plan of the inte-
rior, a view of the west entrance, a detail of the west portal
and tympanum, and a view of the tribune and nave vaults
(Chapter 12); Masaccio’s Brancacci chapel is shown as a
whole, as well as with a view of one wall (Chapter 15).

Another feature of the illustration program valued
by instructors and students alike is the placement of
Connections—small repeated images—to show thematic
continuity in the arts. Thus, for example, the Egyptian
statue of Menkaure is reproduced with the New York
Kouros (Chapter 7), Polykleitos’s Spear Bearer with the
Roman Augustus of Prima Porta (Chapter 9), the Taj Mahal
with the Royal Pavilion at Brighton (Chapter 22), and Gior-
gione’s Sleeping Venus and Titian’s Venus of Urbino with
Manet’s Olympia (Chapter 23).

Diagrams include the Mesopotamian cone mosaic tech-
nique, the Greek lost-wax method, lithography, and canti-
lever. Many of the illustration captions include anecdotes
and biographical information about the artists, which are
intended to encourage readers to identify with them. Maps
define geographic context and indicate changing national
boundaries.

Beyond the West

Sections titled “Beyond the West” provide brief introduc-
tions to the art of non-Western cultures without altering
the Western focus of the text. An Australian cave paint-
ing, for example, is compared with Lascaux. A Mughal
miniature of the seventeenth century illustrates the pres-
ence of Western ambassadors at the court of India. The
influence of Japanese woodblock prints on Impression-
ism and Post-Impressionism is also treated in a box, as are
Gauguin’s fascination with Oceania and the influence of
African art on twentieth-century avant-garde artists. These
boxes provide a sense of the range of world art and remind
readers that Western art is only one of many historical
narratives.

Boxes: Extending the Narrative

Within chapters, readers will find boxes that encapsulate
background information necessary for the study of art.
These boxes take students aside, without interrupting the
flow of the text, to explain a variety of topics such as media
and technique, theories and philosophies of art, and myth
and religion. Significant works of literature related to the
cultural context of the arts are also discussed. Thus The Epic
of Gilgamesh appears in the Ancient Near East chapter,
the Iliad and the Odyssey in the Greek chapter, the Aeneid
in the Roman chapter, and Beowulf in the Early Medieval
chapter. Since nineteenth-century Romanticism was as
much a literary as an artistic movement, boxed excerpts

of Romantic poetry are included. Certain social and politi-
cal phenomena such as feudalism, medieval guilds, and the
pilgrimage roads also appear in boxes.

New to this edition is the categorization of the boxes
through the use of titles, such as Media and Technique,
Theory, Society and Culture, Philosophy, Architecture, and
so forth.

Picture Captions

The main purpose of a caption is to identify the artist, title,
date, medium, dimensions, and location of a work. In this
text, extended captions provide additional information
about the image as well as biographical information on
the artist. Sometimes quotes by critics and artists are also
included.

Learning the Language of Art History

It is essential for students to retain a working art history
vocabulary. The first time an art-historical term appears in
the text, it is boldfaced to indicate that it is defined in the
glossary at the back of the book.

Because words, as well as objects, have a history, [ have
included the etymology of art-historical terms in the text.
This reinforces the meanings of words and reveals their
continuity through time. In the chapter on ancient Greece,
transcriptions of terms and proper names are given accord-
ing to Greek spelling, with certain exceptions in deference
to convention: Acropolis, Euclid, Socrates, and Laocodn,
all of which would be spelled with a “k” rather than a “c”
in Greek. Likewise, Roman names and terms are given
according to Latin transcription.

Maps, Time Lines, Glossary, and
Bibliography

Maps are integrated into the chapters to reinforce the sense
of geographic location as well as historical time. Places
mentioned in the text are included in the maps. Time lines
appear at the end of each chapter. Words that are bold-
faced in the text are listed and defined in the glossary at
the end of the book. A bibliography is provided for further
reading and research. These pedagogical tools are intended
to emphasize the context of works of art as well as to famil-
iarize students with the range of art-historical texts.

New to the Fifth Edition

I revise each edition of A History of Western Art in accor-
dance with suggestions from adopters and reviewers, and
the fifth edition is no exception.

A significant new feature is the addition of several
drawing studies for important works of art so that stu-
dents can see the process of the artist. Examples include
studies for Rubens’s Raising of the Cross (Chapter 19), for
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Géricault’s Raft of the Medusa (Chapter 22), for Van Gogh’s
Self-Portrait (Chapter 25), and for Picasso’s Demoiselles
d’Avignon (Chapter 27).

In the architectural plans and diagrams, color has been
added to the leaders that link labels to what they repre-
sent. The labels themselves have also been improved for
readability.

A selection of artworks that are new to the fifth edition
include the following:

e Achaemenid drinking vessel (Chapter 4)

e Mask of Tutankhamon and Tomb of Nefertari
(Chapter 5)

e Mycenaean Dagger with Lion Hunt (Chapter 6)

e Head of Alexander, from Pergamon (Chapter 7)

e Wounded Chimera (Chapter 8)

e First Style mosaic, Soothsayers (Chapter 9)

e Equestrian statuette of Charlemagne; Odo of Metz,
interior of Charlemagne’s palace chapel, along
with a restored plan and a reconstruction drawing
(Chapter 11)

e Reliquary statue of Sainte-Foy (Chapter 12)

e King David Looks Down Upon Bathsheba Bathing
and Up to God, St. Louis Psalter (Chapter 13)

e Cologne Cathedral, exterior, with plan and view of
the nave (Chapter 13)

e Duccio’s Rucellai Madonna (Chapter 14)

e Giorgione’s Féte Champétre (Chapter 16)

e El Greco’s Burial of the Count of Orgaz (Chapter 17)

e Lucas Cranach the Elder’s Crucifixion and Martin
Luther (Chapter 18)

e Rembrandt’s Belshazzar’s Feast (Chapter 19)

e Juan Sanchez Cotan’s Still Life with Quince,
Cabbage, Melon, and Cucumber (Chapter 19)

e Francesco de Zurburan’s Saint Serapion (Chapter 19)

¢ Angelica Kauffmann’s Cornelia Pointing to
Her Children as Her Treasures (Chapter 20)

e Jacques-Louis David’s Napoleon at Saint Bernard
Pass (Chapter 21)

e Albert Bierstadt’s Sunrise, Yosemite Valley
(Chapter 22)

e Katsushika Hokusai’s Great Wave at Kanagawa
(Chapter 24, “Beyond the West”)

e Winslow Homer’s The Army of the Potomac—

A Sharpshooter on Picket Duty (Chapter 24)

e Henri Matisse’s Joy of Life (Chapter 26)

e Vassily Kandinksy’s Several Circles, No. 323
(Chapter 26)

e Franz Marc’s Small Yellow Horses (Chapter 26)

e Jean Arp’s Collage Arranged According to the
Laws of Chance (Chapter 28)

e Frida Kahlo’s Thinking about Death (Chapter 28)

e Jasper Johns’s Painted Bronze (Ale Cans)

(Chapter 30)

e Robert Rauschenberg’s Black Market (Chapter 30)

e Joseph Kosuth’s Art as Idea as Idea (Chapter 30)

e Sol LeWitt’s Serial Project, 1 (ABCD) and Wall
Drawing No. 681 C (Chapter 30)

¢ Andy Goldsworthy’s Icicles (Chapter 31)

e Bob Thompson’s Crucifixion (Chapter 31)

e Yasumasa Morimura’s Self-Portrait (Actress)/
White Marilyn (Chapter 31)

More women artists have been added, including Caterina
van Hemessen (Self-Portrait, Chapter 18), Adélaide Labille-
Guiard (Self-Portrait with Two Pupils, Chapter 20), Zaha
Hadid (IBA Housing Complex, Chapter 31), Elizabeth Mur-
ray (The Lowdown, Chapter 31), Kara Walker (Slavery! Slav-
ery!, Chapter 31), and Shirin Neshat (Fervor, Chapter 31).

Chapter 31 has been expanded with a new section on race
and gender, including the addition of Romare Bearden’s
Empress of the Blues.

End-of-chapter time lines have been streamlined.

Supplements

An updated Online Learning Center (http://www.mhhe
.com/westernartbe) offers a wealth of additional teaching
and learning resources, including student quizzes, book-
specific activities for MyArtStudio, an expanded Instruc-
tor Manual, new PowerPoint lecture highlights, and an
updated Test Bank.

Connect Image Bank allows instructors to search high-
resolution images within the text and download them for
use in classroom presentations. Contact your McGraw-Hill
representative for details.

To purchase an eBook version of this title, visit www
.CourseSmart.com (ISBN 0-07-744899-5).
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e study the arts and their history because they
Wteach us about our own creative expressions

and those of our past. In the West, the major
visual arts fall into three broad categories: pictures, sculp-
ture, and architecture. Pictures (from the Latin word pingo,
meaning “I paint”) are two-dimensional images (from the
Latin word imago, meaning “likeness”) with height and
width and are usually flat. Pictures are not only paintings,
however: they include mosaics, stained glass, tapestries,
drawings, prints, and photographs.

Sculptures (from the Latin word sculpere, meaning “to
carve”) are three-dimensional: in addition to height and
width, they have depth. Sculptures have traditionally been
made of stone, metal, wood, or clay. More modern mate-
rials include glass, plastics, cloth, string, wire, television
monitors, and even animal carcasses.

Architecture, which literally means “high (archi) build-
ing (tecture),” is the most utilitarian of the three categories.
Buildings enclose and organize space for specific purposes.
They often contain pictures and sculptures, as well as other
forms of visual art.

The Artistic Impulse

Artis a vital and persistent aspect of human experience. But
where does the artistic impulse originate? We can see that
it is inborn by observing children, who make pictures and
sculptures, and model buildings before learning to read or
write. Children trace images in dirt, build snowmen and
sandcastles, and decorate just about anything—from their
own faces to the walls of their houses. All these activities
are efforts to impose order on disorder and to create form
from formlessness. Although it may be difficult to relate an
Egyptian pyramid or a Greek temple to a child’s sandcastle
or toy tower, all express the natural impulse to build.

One powerful motive for making art is the wish to leave
behind, after death, something of value by which to be
remembered. A work of art symbolically prolongs the art-
ist’s existence. This parallels the pervasive feeling that by
having children one is ensuring genealogical continuity.
Several artists have made such a connection. In an anecdote
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about Giotto, the fourteenth-century Italian artist, the poet
Dante asks why Giotto’s children are so ugly and his paint-
ings so beautiful; Giotto replies that he paints by daylight but
reproduces in the darkness of night. The twentieth-century
Swiss artist Paul Klee referred to his pictures as children
and equated making art with procreation. His German
contemporary Josef Albers cited this traditional connec-
tion between creation and procreation in relation to color:
he described a mixed color (see Chapter 2) as the offspring
of two original colors and compared the mixture to a child
who combines the genes of two parents.

Related to the role of art as a memorial is the wish to
preserve one’s likeness after death—hence the term por-
traiture, meaning the likeness of a specific person. “Paint-
ing makes absent men present and the dead seem alive,”
wrote Leon Battista Alberti, the fifteenth-century Italian
humanist. “I paint to preserve the likeness of men after
their death,” wrote Albrecht Diirer in sixteenth-century
Germany. In Neolithic Jericho, around 8000 to 7000 B.C.
(see Box), human skulls were modeled into faces with plas-
ter, and shells were inserted into the eye sockets. In ancient
Egypt, a pharaoh’s features were painted on the outside of

Chronology

The Christian calendar, traditionally used in the West, is
followed throughout this book. Other religions, such as Hin-
duism, Buddhism, Islam, and Judaism, have different dating
systems.

Dates before the birth of Jesus are followed by the let-
ters B.C., an abbreviation for “before Christ.” Dates after his
birth are denoted by the letters A.D., from the Latin phrase
anno Domini, meaning “in the year of our Lord.” The newer
terms B.C.E. (“before the common era,” equivalent to B.C.)
and C.E. (“common era,” equivalent to A.D.) are considered
more religiously neutral, but they are less historical. There
is no year 0, so A.D. | immediately follows | B.c. If neither
B.C. nor A.D. accompanies a date, A.D. is understood. When
dates are approximate or tentative, they are preceded by
“c.,” an abbreviation for the Latin circa, meaning “around.”
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1.1 Vincent van Gogh, Self-Portrait before His Easel, 1888. Oil on
canvas, 25% x 19%in. (65.5 x 50.5 cm). Van Gogh Museum
Amsterdam, Netherlands (Vincent van Gogh Foundation).

his mummy case so that his ka (soul), could recognize him.
The Mycenaeans made gold death masks of their kings,
and the Romans preserved the images of their ancestors by
carving marble portraits from wax death masks.

Artists also make self-portraits, which are likenesses
of themselves. The self-portraits of van Gogh are explic-
itly autobiographical, revealing his intense character and
passion for line and color. In figure 1.1 he depicts him-
self behind a painting that we do not see—but we might
suspect that it, too, is a self-portrait, for there are several
elements in the visible painting that assert the artist’s pres-
ence. Van Gogh's self-image predominates; he holds a set
of brushes and a palette containing the same colors used in
the picture. At the center of the palette is a vibrant orange,
the distinctive color of van Gogh’s beard, as well as of his
name (Vincent) and the date ("88), with which he simultane-
ously signs both the painting we see and the painting we
do not see.

It is not only the features of an individual that are valued
as an extension of self after death. A patron, someone who
commissions works of art, often orders more monumental

tributes. For example, Egyp-
tian pharaohs commissioned
pyramids to guarantee their
existence in the afterlife as
well as to assert their power
on earth (see fig. 5.5). In Re-
naissance Italy, wealthy fami-
lies spent enormous amounts
of money on art to adorn
public spaces, churches, pri-
vate chapels, and palaces. And in the seventeenth century,
Louis X1V, king of France, built a magnificent palace at Ver-
sailles as a monument to his political power, to his reign,
and to the glory of France.

See figure 5.5. Pyramids at
Giza, Egypt, 25512472 B.C.

Why Do We Value Art!?

Works of art are valued not only by artists and patrons but
also by entire cultures. In fact, the periods of history that
we tend to identify as the high
points of human achievement
are those in which art was
most valued. In the fifth cen-
tury B.C., the Athenians built
the Parthenon (see fig. 7.17)
to house the colossal gold and
ivory statue of their patron
goddess, Athena. During the
Gothic era in Europe (c. 1200-
1400/1500), a significant part
of the economic activity of
every cathedral town revolved
around the construction of its
cathedral, the production of
sculpture, and the manufac-
ture of stained-glass windows
(see fig. 13.20).

Today there is a flourish-
ing art market throughout the
world. More people than ever
before invest in art, which has
become an international busi-
ness. Art theft is also interna-
tional in scale, and the usual
motive is money. Well-known
stolen works may be difficult to fence and are often held
for ransom. The outrage that a community feels when cer-
tain works of art disappear (or are vandalized) reflects their
cultural value.

See figure 7.17. East end
of the Parthenon, Athens,
447-438 B.C.

facade, Reims Cathedral,
France, begun 1211.

Material Value

Works of art may be valued because they are made of pre-
cious material. Gold, for example, was used in Egyptian art
to represent divinity and the sun. These associations recur
in Christian art, which reserved gold for the background
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Brancusi’s Bird: Manufactured Metal
or a Work of Art?

A trial held in New York City in 1927 illustrates just how
hard it can be to agree on what constitutes “art.” Edward
Steichen, a prominent American photographer, purchased
a bronze sculpture titled Bird in Space (fig. 1.2) from the
Romanian artist Constantin Brancusi, who was living in
France. Steichen imported the sculpture to the United
States, whose laws do not require customs duty on origi-
nal works of art as long as they are declared on entering
the country. But when the customs official saw the Bird,
he balked. It was not art, he said: it was “manufactured
metal.” Steichen’s protests fell on deaf ears. The sculpture
was admitted into the United States under the category
of “Kitchen Utensils and Hospital Supplies,” which meant
that Steichen had to pay $600 in import duty.

Later, with the financial backing of Gertrude Vander-
bilt Whitney, an American sculptor and patron of the
arts, Steichen appealed the ruling of the customs offi-
cial. The ensuing trial received a great deal of publicity.
Witnesses discussed whether the Bird was a bird at
all, whether the artist could make it a bird by call-
ing it one, whether it could be said to have character-
istics of “birdness,” and so on. The conservative wit-
nesses refused to accept the work as a bird because
it lacked certain biological attributes such as wings and
tail feathers. The more progressive witnesses pointed
out that it had birdlike qualities: upward movement
and a sense of spatial freedom. The court decided in
favor of the plaintiff. The Bird was declared a work of
art, and Steichen got his money back. In today’s mar-
ket, a Brancusi Bird would sell for millions of dollars.

1.2 Constantin Brancusi, Bird in Space, 1928. Bronze,
unique cast, 54 x 82 x 62 in. (137.2 x 21.6 x 16.5 cm).
Museum of Modern Art, New York. Given anonymously.
Brancusi objected to the view of his work as abstract. In
a statement published shortly after his death in 1957, he
declared: “They are imbeciles who call my work abstract;
that which they call abstract is the most realist, because
what is real is not the exterior form but the idea, the
essence of things.”

of religious icons (the word icon is derived from
the Greek word eikon, meaning “image”) and for
halos on divine figures. During the Middle Ages
in Europe, ancient Greek bronze statues were not
valued for their aesthetic character (their beauty),
but rather for the fact that they could
be melted down and made into weap-
ons. Through the centuries art objects
have been stolen and plundered, in
disregard of their cultural, religious,
or artistic significance, because of the

value of their materials. Even the monumental cult statue
of Athena in the Parthenon disappeared without a trace,
presumably because of the value of the gold and ivory from
which it was made.

Intrinsic Value

Intrinsic value depends on
the general assessment of an
artist and the aesthetic char-
acter of his or her work. The
Mona Lisa (see fig. 16.13), for
example, is made of relatively
modest materials—paint and
wood—but it is a priceless
object nonetheless, and argu-
ably the Western world’s most
famous image. Leonardo da
Vinci, who began painting it
around 1503 in Italy, was ac-
knowledged as a genius in
his own day, and his work See figure 16.13. Leonardo
has stood the test of time. The da Vinci, Mona Lisa, c. 1503-5.
works of van Gogh have also

endured, although he was ignored in his lifetime. Intrin-
sic value is not always immediately apparent; it varies in
different times and places, as we can see in the changing
assessment of van Gogh’s works. “Is it art?” is a familiar
question that expresses the difficulty of defining “art” and
recognizing the aesthetic value of an object (see Box).

In Europe, art collecting for the intrinsic value of the
works began in Hellenistic Greece (323-31 B.C.). Romans
plundered and copied Greek art, which was widely col-
lected, especially by emperors. In the Middle Ages, the
Christian Church was the main collector of art in Europe.

Interest in collecting ancient art revived in the West
during the Renaissance and continued in royal families
for several centuries. Some of these royal collections
became the bases for major national museums. By the
nineteenth century more and more private individuals
were collecting art, and since then dealers, auction houses,
museums, the media, and the Internet have contributed to
the expansion of collecting.

Religious Value

One of the traditional ways in which art has been valued
is for its religious significance. Depictions of gods and
goddesses make their images accessible. Such build-
ings as the Mesopotamian ziggurat (stepped tower)

(see fig. 4.4), temples, and churches have served
as symbolic dwellings of the gods, relating
worshipers to their deities. Tombs

express belief in an afterlife. Medieval

art served an educational function,
communicating Bible stories and leg-

ends of the saints to a largely illiterate
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population. Beyond its didactic
(teaching) function, the reli-
gious significance of a work of
art may be so great that entire
groups of people identify with
the object.

Nationalistic Value

Works of art have nationalistic
value inasmuch as they express

See figure 4.4. The re-
mains of the White Temple
on top of its ziggurat, Uruk,
c. 3500-3000 B.c.

the pride and accomplishments
of a culture. Today, as in the past, statues of national heroes
decorate parks and public squares throughout the world.

Sometimes the nationalistic value of art is related to
its religious value. In such cases, rulers take advantage of
the patriotism of their subjects to impose new religious
systems and to enhance their appeal through the arts. In
the fourth century, under the
Roman emperor Constantine,
art was used to reinforce the
establishment of Christianity
as well as imperial power.

The nationalistic value of
certain works of art has made
them spoils of war. When
ancient Babylon was defeated
by the Elamites in 1170 B.C.,
the victors stole the statue
of Marduk, the chief Babylo-
nian god, together with the
law code of Hammurabi (see
fig. 4.16). In the early nine-
teenth century, when Napo-
leon’s armies overran Europe,
they plundered thousands of
works of art that are now
part of the French national
art collection in the Musée du
Louvre, in Paris.

The nationalistic value of
art can be so great that coun-
tries whose works have been taken go to considerable
lengths to recover them. Thus, at the end of World War II,
the Allied Army assigned a special division, known as the
Monuments Men, to recover the vast number of artworks
stolen by the Nazis. A United States Army task force dis-
covered Hermann Goering’s two personal hoards of stolen
art in Bavaria, one in a medieval castle and the other in a
bombproof tunnel in a nearby mountain. The task force
arrived just in time, for Goering had equipped an “art
train” with thermostatic temperature controls to take “his”
collection to safety. At the Nuremberg war trials, Goering
claimed that his intentions had been purely honorable: he
was protecting the art from air raids.

Another example of the nationalistic value of art is the
case of the Elgin Marbles. In the early nineteenth century,

See figure 4.16. Stele in-
scribed with the law code of
Hammurabi, c. 1792-1750 B.C.

when Athens was under Turkish rule, Thomas Bruce,
seventh earl of Elgin, obtained permission from Turkey to
remove sculptures from the Parthenon and other build-
ings on the Acropolis. At huge personal expense (£75,000),
Lord Elgin sent the sculptures by boat to England. The first
shipment sank, but the remainder of the works reached
their destination in 1816, and the British Museum in Lon-
don purchased the sculptures for only £35,000. The Elgin
Marbles, also known as the Parthenon Marbles, are still
in the British Museum, where they are a tourist attrac-
tion and are studied by
scholars (see fig. 7.24). ‘1 R |
For years, the Greeks ' é‘ — e
have been urging the
return of the sculp-
tures, but the British
have refused. This kind
of situation is a product
of historical circum-
stance. Although Lord
Elgin broke no laws, he
is seen by many Greeks
as having looted their
cultural heritage.

Modern legislation
in some countries is de-
signed to avoid similar
problems by restricting or banning the export of national
treasures. International cooperation agreements attempt
to protect cultural property and archaeological treasures
worldwide.

See figure 7.24. Lapith and Centaur,
from South Metope XXVII of the
Parthenon.

Psychological Value

Another symbolic value of art is psychological. Our re-
actions to art span virtually the entire range of human emo-
tion. They include pleasure, fright, amusement, avoidance,
and outrage. People can become attached to a work of
art, as Leonardo was to his Mona Lisa. Instead of deliver-
ing it to the patron, Leonardo kept the painting until his
death. Conversely, one may wish to destroy certain works
because they arouse anger. In London in the early twenti-
eth century, a suffragist slashed Veldazquez’s Rokeby Venus
(see fig. 19.37) because she was offended by what she con-
sidered to be its sexist representation of a woman. During
the French Revolution of 1789, mobs protesting the injus-
tices of the royal family destroyed statues and paintings of
earlier kings and queens.
In 1989 and 1990, when
Eastern Europe began
to rebel against com-
munism, protesters tore
down statues of their
former leaders. And in
2001, the fundamentalist
"N e Muslim Taliban regime
See figure 19.37. Diego Veldzquez, in Afghanistan destroyed
Venus with a Mirror (Rokeby Venus),

c. 1648.



two huge statues of Buddha because they were seen as an
offense to Islam.

As societies have become increasingly technological, tra-
ditional imagery seems to have lost some of its magic power.
But art still engages us. A peaceful landscape painting, for
example, provides a respite from everyday tensions as we
contemplate its rolling hills or distant horizon. A still life
depicting fruit reminds us of the beauty inherent in objects
we take for granted. And it remains true that abstract works
of art containing no recognizable objects or figures can
involve us in the rhythms of their shapes, the movements of
their lines, and the moods of their colors. Large public sculp-
tures, many of which are nonrepresentational, mark our
social spaces and humanize them. Architecture, too, defines
and enriches our environment. In addition, contemporary
images, many in electronic media, exert power over us in
both obvious and subtle ways by drawing on our image-
making traditions. Movies and television affect our tastes
and aesthetic judgments. Advertising images influence our
decisions—what we buy and which candidates we vote for.
Computer-based art is one of the fastest-growing art fields.
Such modern media use certain traditional techniques of
image-making to convey their messages.

Art and lllusion

Before considering illusion and the arts, it is necessary
to point out that when we think of illusion in connection
with an image, we usually assume that the image is true
to life, or naturalistic. This is often, but not always, the
case. With certain exceptions, Western art was mainly
representational until the twentieth century. Represen-
tational, or figurative, art depicts recognizable natural
forms or created objects. When the subjects of represen-
tational pictures and sculptures are so convincingly por-
trayed that they may be mistaken for the real thing, they
are said to be illusionistic. Where the artist’s purpose is
to fool the eye, the effect is described by the French term
trompe l'oeil.

The nature of pictorial illusion was simply but eloquently
stated by the Belgian Surrealist painter René Magritte in
The Betrayal of Images (see Box). This work is a convincing
(although not a trompe I'oeil) rendition of a pipe. Directly
below the image, Magritte reminds the viewer that in fact
it is not a pipe at all—“Ceci n’est pas une pipe.” (“This is
not a pipe.”). To the extent that observers are convinced by
the image, they have been betrayed. Even though Magritte
was right about illusion falling short of reality, the observer
nevertheless enjoys having been fooled. The pleasure con-
veyed by illusion is embedded in the term itself; it comes
from the Latin word Iudere, meaning “to play” as well as
“to mimic” and “to deceive.”

The pleasure produced by illusionism and trompe I'oeil
is reflected in many anecdotes, perhaps not literally true
but illustrating underlying truths. For example, the ancient
Greek artist Zeuxis was said to have painted grapes so

Images and Words

Artists express themselves through a visual language that
has pictorial, sculptural, and architectural rather than ver-
bal elements. As a result, no amount of description can
replace the direct experience of viewing art. The artist’s
language consists of formal elements—Iine, shape, space,
color, light, dark, and so forth (see Chapter 2)—whereas
discussion about art is in words. Imagine, for example, if
the words in Magritte’s The Betrayal of Images (fig. 1.3) read
“This is a pipe” (Ceci est une pipe) instead of “This is not a
pipe” (Ceci n’est pas une pipe), or just “Pipe.” Although we
might receive the same meaning of “pipeness” from both the
word and the image, our experience of the verbal descrip-
tion would be quite different from our experience of the

image of the pipe.

LCeci n-est nos une e .

1.3 René Magritte, The Betrayal of Images (“This is not a
pipe.”), 1928. Qil on canvas, 232 x 28 in. (55 x 72 cm).
Los Angeles County Museum of Art, California.

See figure 31.3. Duane
Hanson, The Cowboy, 1995.

realistically that birds pecked
at them. In the Renaissance,
a favorite story was that the
painter Cimabue was so de-
ceived by Giotto’s realism, he
tried to brush off a fly Giotto
had painted on the nose of a
painted figure. The twentieth-
century American sculptor
Duane Hanson was a master of
trompe l'oeil. He used synthetic
materials to create such lifelike
statues that it is not unusual for
people to approach and speak
to them (see fig. 31.3).

In these examples of illusion
and trompe I'oell, artists produce
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1.4 God as Architect (God Drawing the Universe with a Compass),
from the Bible moralisée, Reims, France, fol. Iv, mid-13th century.
lllumination, 8% in. (21.2 cm) wide. Osterreichische National-
bibliothek, Vienna, Austria.

only a temporary deception. But the Latin poet Ovid re-
lates the myth of the sculptor Pygmalion, who was not
sure whether one of his own statues was real. Disillusioned
by the infidelities of women, Pygmalion turned to art
and fashioned a beautiful girl, Galatea, out of ivory. He
dressed her, brought her jewels and flowers, undressed
her and took her to bed. During the feast of Venus (the
Roman goddess of love and beauty), Pygmalion prayed
for a wife as lovely as his Galatea. Venus granted his
wish by bringing the statue to life—something that only
the gods can do. Human artists have to be satisfied with
illusion.

Traditions Equating Artists with Gods

The fine line between reality and illusion, and the fact that
gods are said to create nature, whereas artists create illu-
sion, have given rise to traditions equating artists with
gods. Both are seen as creators, the former making rep-
licas of nature and the latter making nature itself. Alberti
referred to the artist as an alter deus, Latin for “other god,”
and Diirer said that artists create as God did. Leonardo
believed that artists are God’s grandsons. Giorgio Vasari,
the Italian Renaissance biographer of artists, called Michel-

angelo “divine,” a reflection of the notion of divine inspira-
tion. And the nineteenth-century American painter James
Abbott McNeill Whistler declared that artists are “chosen
by the gods.”

For centuries, artists have been compared to gods,
and gods have been represented as artists. In ancient
Babylonian texts, God is described as the architect of the
world. In the Middle Ages, God is sometimes depicted as
an architect drawing the universe with a compass (fig.
1.4). In the Apocrypha (unofficial books of the Bible),
Christ is portrayed as a sculptor who made clay birds and
breathed life into them. Such legends are in the tradition
of the supreme, omnipotent male artist-as-genius, and
they reflect the fact that the original meaning of genius is
“divinity.”

The association of artists with gods, especially when
artists make lifelike works, has inspired legends of rivalry
between these two types of creator. Even when a work is
not lifelike, the artist may incur divine anger. For example,
the Old Testament account of the Tower of Babel illus-
trates the dangers of building too high and rivaling God
by invading the heavens. God reacted by confounding the
speech of the builders so that they seemed to each other to
be “babbling” incomprehensibly. They scattered across the
earth, forming different language groups. In the sixteenth-
century painting by the Netherlandish artist Pieter Brue-
gel the Elder (fig. 1.5), the Tower of Babel seems about to
cave in from within, although it does not actually do so.
Bruegel’s tower is thus a metaphor for the collapsed ambi-
tion of the builders.

Art and ldentification

Reflections and Shadows:
Legends of How Art Began

Belief in the power of images extends beyond the work of
human hands. In many societies, not only certain works of
art but also reflections and shadows are thought to embody
the spirit of an animal or the soul of a person. Ancient tra-
ditions trace the origin of image-making to drawing a line
around a reflected image or shadow. Alberti recalled the
myth of Narcissus—a Greek youth who fell in love with
his own image in a pool of water—and compared the art
of painting to the reflection. The Roman writer Quintil-
ian identified the first painting as a line traced around a
shadow. A Greek legend attributes the origin of portraiture
to a young woman of Corinth who traced the shadow of
her lover’s face cast on the wall by lamplight. Her father, a
potter, filled in the outline with clay, which he then fired. In
this case the work of art is inspired not only by the impulse
to create form, but also by the discovery or recognition of
forms that already exist and by the wish to capture and
preserve them.



1.5 Pieter Bruegel the Elder, The Tower of Babel, 1563. Tempera on panel, 3 ft. 9 in. x 5 ft. | in. (1.14 x 1.55 m).
Kunsthistorisches Museum, Vienna, Austria.

Image Magic

People in many cultures believe that harm done to an image
of someone will hurt the actual person. In sixteenth-century
England, Elizabeth I’s advisers summoned a famous astrol-
oger to counteract witchcraft when they discovered a wax
effigy of the queen stuck through with pins.

Sometimes, usually in cultures without a strong tradition
of figural art, people fear that pictures of themselves may
embody—and snatch away—their souls. Even with media
images permeating so much of the globe, people in remote
areas may resist being photographed for fear of losing
themselves. In fact, the very language we use to describe
photography reflects this phenomenon: we “take” pictures
and “capture” our subjects on film.

Portraits can also create a very strong impression. The
nineteenth-century English art critic John Ruskin fell in
love with an image on two separate occasions. He became
so enamored of a marble tomb effigy of Ilaria del Caretto
in Lucca, Italy, that he wrote letters home to his parents
describing the statue as if it were a living girl. Later, when
Ruskin was in a delusional state, he became convinced that

an image of Saint Ursula by the sixteenth-century artist
Carpaccio was his former fiancée, Rose la Touche. A less
extreme form of identifying a person with a picture was
Whistler’s famous portrait of his mother (fig. 1.6, p. 8).
“Yes,” he replied when complimented on the work. “One
does like to make one’s mummy just as nice as possible.”

The ability to identify with images, and the sense that a
replica may actually contain the soul of what it represents,
has sometimes led to an avoidance of images. Certain reli-
gions prohibit making pictures and statues of their gods or
of human figures in sacred contexts. In Judaism, figurative
images are expressly forbidden in the second command-
ment: “Thou shalt not make unto thee any graven image,
or any likeness of any thing that is in heaven above, or that
is in the earth beneath, or that is in the water under the
earth” (Exodus 20:4).

In Islam, as in Judaism, the human figure is generally
avoided in religious art. The founder of Islam, the prophet
Muhammad, condemned those who would dare to imitate
God’s work by making figurative art. As a result, Islamic
art developed an emphasis on complex patterns.
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Architecture

As is true of pictures and sculptures, architecture evokes
a response by identification. A building may seem invit-
ing or forbidding, gracious or imposing. One might think
of a country cottage as welcoming and picturesque, or of
a haunted house as endowed with the spirits of former
inhabitants who inflict mischief on trespassers.

Architecture is more functional, or utilitarian, than pic-
tures and sculptures. The criteria for a successful building
are not only whether it looks good, but also whether it ful-
fills its function well. A hospital, for example, may be aes-
thetically pleasing, but its ultimate test is whether it serves
the patients and medical staff adequately. A medieval castle
was not only a place to live, but also a fortress requiring
defensive features such as a moat, towers, small windows,
and thick walls.

Beyond function, the next most important consideration
in architecture is its use of space. The scale (size) of build-
ings and the fact that, with very few exceptions, they can
enclose us make our response to them significantly dif-
ferent from our reactions to pictures and sculptures. Pic-
tures convey only the illusion of space. Sculptures occupy
actual, three-dimensional space, but the observer gener-
ally remains on the outside of that space looking in. Our
response to architecture, by contrast, is incomplete until

1.6 James Abbott McNeill
Whistler, Arrangement in Black and
Gray (Portrait of the Artist’s Mother),
1871. Oil on canvas, 4 ft. 9 in. x
5ft. 4% in. (1.45 x 1.64 m).
Musée d’Orsay, Paris, France.

we have experienced it physically. Because such an experi-
ence involves time and motion as well as vision, it is partic-
ularly challenging to describe architecture through words
and pictures.

The experience of architectural space appears in every-
day language. We speak of “insiders” and “outsiders,”
of being “in on” something, and of being “out of it.” The
significance of “in” and “out” recurs in certain traditional
architectural arrangements. Generally the innermost room
of a temple, its sanctuary, is the most sacred space, the
“holy of holies,” which only a high priest or priestess can
enter. Likewise, an appointment with a VIP is often held
in an inner room, which may be closed to the public at
large. Access is typically through a series of doors so that
in popular speech we say of people who have influence that
they can “open doors.”

Our identification with the experience of being inside
begins before birth. Unborn children exist in the enclosed
space of the mother’s womb, where they are provided with
protection, nourishment, and warmth. This biological reality
has resulted in a traditional association between women
and architecture. The intuitive relationship between moth-
erhood and architecture gave rise to a popular Christian
metaphor equating the Virgin Mary (as the mother of
Jesus) with the church building. This metaphor is given



ARCHAEOLOGY AND ART HISTORY 9

visual form in Jan van Eyck’s fifteenth-century painting The
Virgin in a Church (fig. 1.7). Mary is enlarged in relation to
the architecture, and this identifies her with the Church as
the House of God. Van Eyck portrays an intimacy between
the Virgin and Jesus that evokes both the natural closeness
of mother and child and the spiritual union between the
human and the divine.

This union is an important aspect of the sense of space in
religious architecture. Gothic cathedrals, such as the one in
van Eyck’s picture, contain several references to it. The vast
interior spaces of such buildings are awe-inspiring, making
worshipers feel small compared with an all-encompassing
God. The upward movement of the interior space,
together with the tall towers and spires on
either side of the entrance, echoes the
Christian belief that paradise is above,
in the heavens. The rounded spaces
of certain other places of worship,
such as the domed ceilings of some
mosques, likewise symbolize the
dome of heaven. In a sense, then,
these religious buildings stand
as a transitional space between
earth and sky, between our lim-
ited time on earth and our beliefs
about infinite time, or eternity.

Just as we respond emotion-
ally and physically to the open
and closed spaces of architec-
ture, so our metaphors indicate
our concern for the structural
security of our buildings. “A
house of cards” and “a castle in
the air” denote instability and
irrational thinking. Since build-
ings are constructed from the
bottom up, a house built on a
“firm foundation” can symbol-
ize stability, even rational think-
ing, forethought, and advance
planning. In the initial stages
of a building’s conception, the
architect makes a plan called a
ground plan, or floor plan. This
is a detailed drawing of each
story of the structure indicating
where walls and other architec-

1.7 Jan van Eyck, The Virgin in a
Church, c. 1410-25. Oil on panel,
12%4 x 5% in. (31 x 14 cm). Gemalde-
galerie, Staatliche Museen, Berlin,
Germany. Given the narrowness of
this picture, it may originally have
been part of a diptych—a work of
art consisting of two panels. If so,
the other section is lost.

tural elements are located. Although in everyday speech
we use the term to plan in a figurative sense, unless the
architect constructs a literal and well-thought-out plan, the
building, like a weak argument, will not stand up.

Archaeology and Art History

The works of art illustrated in this book are the subject of
two academic fields: archaeology and art history. Archae-
ology (from the Greek words archaios, meaning “old” or
“beginning,” and logos, meaning “word”) is literally a study
of beginnings.
The primary aim of the archaeologist is
to reconstruct history from the physical
remains of past cultures. These remains
can be anything from bone fragments
and debris, or safety pins and fry-
ing pans, to entire water-supply
systems of buried cities. Unvan-
dalized graves protected from
the elements and hidden from
the view of potential plunderers
yield some of the best evidence.
On occasion, cities such as Pom-
peii and Herculaneum in south-
ern Italy are discovered relatively
intact, providing a time capsule
in which the past has been well
preserved.

In the nineteenth century,
archaeology was largely the
province of amateur explorers
and collectors of antiquities.
There was little or no concern
for the cultural or historical con-
text of the finds. Today archae-
ology is more scientific and
professional, calling on other
disciplines to assist with ana-
lyzing its discoveries by mate-
rial, stylistic type, function, and
date, as well as in preserving
them. Ecology, for example,
elucidates aspects of the natu-
ral environment, some of which
can be used for dating. Statistics
indicating population size and
growth in a particular culture
can clarify its development and
longevity. Other fields that con-
tribute to archaeology include
chemistry, physics, computer
science, linguistics (where there
is evidence of writing), soci-
ology, anthropology, and art
history.




Art history is the study of the history of the visual arts.
It should be distinguished from art appreciation, which is
primarily about aesthetics. Philosophers have discussed
the nature of aesthetics since antiquity, but art history did
not become an academic discipline in the West until the
nineteenth century. It has traditionally dealt with the analy-
sis of individual works of art and their grouping into larger
categories of style. Art history is used by archaeologists
as well as other scholars studying everyday life, religious
practices, means of warfare, and so forth. Stylistic analysis
of works of art helps archaeologists date layers of cultures
and is of great importance to cultural and economic histo-
rians in determining patterns of trade.

Methodologies of
Art History

The complexity of images has led to the development of
various interpretative approaches to the visual arts. Prin-
cipal among these so-called methodologies of art-historical
analysis are formalism, iconography and iconology, Marx-
ism, feminism, biography and autobiography, semiology
and deconstruction, and psychoanalysis. Generally, art his-
torians approach works using some combination of these
methods.

Formalism

Formalism grew out of the nineteenth-century aesthetic
of “Art for Art’s Sake”—art as an end in itself. Adherents
of pure formalism view a work of art independently of its
context, function, and content. They respond to formal ele-
ments and their aesthetic effect.

In order to grasp the effect of formal elements, let us
take as an example Brancusi’s Bird in Space (see fig. 1.2).
Imagine how different it would look lying in a horizontal
plane. A large part of the effect of the work depends on its
verticality. But it also has curved outlines, sleek propor-
tions, and a highly reflective bronze surface. Its golden
color might remind one of the sun and thus reinforce the
association with birds and sky.

10

1.8 Meret Oppenheim, Fur-Covered Cup, Saucer, and Spoon

(Le Déjeuner en Fourrure), 1936. Cup 4% in. (10.9 cm) diameter;
saucer 9% in. (23.7 cm) diameter; spoon 8 in. (20.2 cm) long;
overall height 2% in. (7.3 cm). Museum of Modern Art, New York.

What if the texture of Brancusi’s Bird were soft and
feathery instead of hard and smooth? Consider the Fur-
Covered Cup, Saucer, and Spoon of 1936 (fig. 1.8) by the
Swiss artist Meret Oppenheim (1913-85). When we expe-
rience the formal qualities of texture in these two sculp-
tures, we respond to the Bird from a distance, as if it were
suspended in space, as the title indicates. But the Cup
evokes an immediate tactile response because we think
of drinking from it, of touching it to our lips, and its furry
texture repels us. At the same time, however, the Cup
amuses us because of its contradictory nature. Whereas
our line of vision soars vertically with the Bird, we instinc-
tively withdraw from the Cup.

Iconography and Iconology

The iconographic method emphasizes the content of
art. The term denotes the “writing” (graphe in Greek) of
an image (from the Greek word eikon) and implies that
a written text underlies an image. In Bruegel’s Tower of
Babel (see fig. 1.5) the biblical text is Genesis 11:6, in which
God becomes alarmed at the height of the tower. He fears
that the builders will invade his territory and threaten his
authority. The iconographic elements of Bruegel’s picture
include the tower as well as the figures and other objects
depicted. The tower referred to in the Bible was prob-
ably a ziggurat commissioned by King Nebuchadnezzar of
ancient Babylon, who is depicted with his entourage at the
lower left of the picture. He has apparently come to review
the progress of the work, which—according to the text—is
about to stop. Bruegel shows this by the downward pull at
the center of the tower that makes it seem about to cave in.
He also refers to God’s fear that the tower will reach into
the heavens by painting a small white cloud overlapping
the top of the tower. The cloud heightens dramatic ten-
sion by referring to the divine retribution that will follow.
Recognizing the symbolic importance of this iconographic
detail enriches our understanding of the work.

Iconology is the interpretation of the rationale behind
a group of works, called a program. In a Gothic cathe-
dral, for example, an iconographic approach would con-
sider the textual basis for a single statue or scene in a
stained-glass window. Iconology, on the other hand,
would consider the choice and arrangement of subjects
represented in the entire cathedral and explore their inter-
relationships.

Marxism

The Marxist approach to art derives from the writings
of Karl Marx, the nineteenth-century German social sci-
entist and philosopher whose ideas were developed into
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the political doctrines of socialism and communism. Marx
himself, influenced by the Industrial Revolution, was inter-
ested in the process of making art and its exploitation by
the ruling classes. He contrasted the workers (proletariat)
who create art with the property-owning classes (the bour-
geoisie) who exploit the workers, and he believed that this
distinction led to an alienation of artists from their own
productions. Marxist art historians, and those influenced
by Marxism, study the relationship of art to economic fac-
tors (e.g., cost and availability of materials) within its social
context. They analyze patronage in relation to political and
economic systems. Marxists study form and content not
for their own sake, but for the social messages they convey
and for evidence of the manipulation of art by the ruling
class to enhance its own power.

A Marxist reading of Bruegel’s Tower might associ-
ate the builders with the proletariat and Nebuchadnezzar
with the bourgeoisie. Bruegel emphasizes the greater sta-
tus of Nebuchadnezzar in relation to the workers by his
larger size, his upright stance, and his royal following. Not
only are the workers much smaller, but some kneel before
the king.

Feminism

Feminist methodology assumes that the making of art,
as well as its iconography and its reception by viewers,
is influenced by gender. Feminists are opposed to pure
formalism on the grounds that it ignores content. Femi-
nist art historians have pointed out ways in which women
have been discriminated against by the male-dominated art
world. They have noted that before the 1970s the leading
art-history textbooks did not include female artists. They
have also researched women’s contributions to art history
as both artists and patrons, rescuing significant figures
from obscurity as well as broadening our sense of the role
of art in society. Feminists take issue with traditional defi-
nitions of art and notions of artistic genius, both of which
have historically tended to exclude women. The fact that
traditionally it has been difficult for women to receive the
same training in art as men, owing in part to family obli-
gations and the demands of motherhood and in part to
social taboos, is an issue that feminists have done much
to illuminate.

Taking the example of this introductory chapter, a femi-
nist might point out that of eight illustrations of works
of art only one is by a woman (fig. 1.8). Furthermore, its
subject is related to the woman’s traditional role as the
maker and server of food in the household. At the same
time, the work is a visual joke constructed by a woman
that combines female sexuality with the oral activity of eat-
ing and drinking. The “household” character of the Fur-
Covered Cup contrasts with the “divine” character of God
as Architect (God Drawing the Universe with a Compass)
(see fig. 1.4). As depicted by the illustrations in this chap-
ter, the male figures are gods, kings, soldiers, and workers,
whereas the female figures are mothers.

Biography and Autobiography

Biographical and autobiographical approaches to art inter-
pret works as expressions of the artists” lives and person-
alities. These methods have the longest history, beginning
with the mythic associations of gods and artists described
above. Epic heroes such as Gilgamesh and Aeneas are
credited with the architectural activity of building walls
and founding cities. The anecdotes of Pliny the Elder about
ancient Greek artists have a more historical character,
which was revived in fourteenth-century Italy. Vasari’s
Lives of the Artists, written in the sixteenth century, covers
artists from the late thirteenth century up to his own time
and concludes with his own autobiography. From the fif-
teenth century on, the genre of biography and autobiogra-
phy of artists has expanded into various literary forms—for
example, sonnets (Michelangelo), memoirs (Vigée-Lebrun),
journals (Delacroix), letters (van Gogh), and, more recently,
films and taped interviews.

The biographical method emphasizes authorship and
can be applied to iconography by using the artist’s life as
an underlying “text.” This being said, there are certain con-
ventions of artists” biographies and autobiographies that
are remarkably consistent and that appear in quite diver-
gent social and historical contexts. These conventions draw
a parallel between artists and gods, especially in the ability
to create illusion. They also include episodes in which an
older artist recognizes talent in a child destined to become
great, the renunciation of one’s art (or even suicide) when
confronted with the work of superior artists, sibling rivalry
between artists, artists who are rescued from danger by
their talent, and women as muses for (male) artists.

Whistler’s portrait of his mother (see fig. 1.6) obviously
has autobiographical meaning. By placing his own etch-
ings on the wall beside her, he relates her dour personality
to his black-and-white drawings and etchings rather than
to his more colorful paintings. Vincent van Gogh’s Self-
Portrait before His Easel (see fig. 1.1) is one of many self-
portraits that reflect the artist’s inner conflicts through the
dynamic tension of line and color.

Semiology

Semiology—the science of signs—takes issue with the
biographical method and with much of formalism. It
includes structuralism, poststructuralism, and deconstruc-
tion. Structuralism developed from structural linguistics
in the late nineteenth and early twentieth centuries as an
attempt to identify universal and meaningful patterns in
various cultural expressions. There are several structural-
ist approaches to art, but in general they diverge from the
equation of artists with gods, from the Platonic notion of
art as mimesis (making exact copies of nature), and from
the view that the meaning of a work is conveyed exclu-
sively by its author.

In the structural linguistics of the Swiss scholar Ferdi-
nand de Saussure, a “sign” is composed of “signifier” and
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“signified.” The former is the sound or written element
(such as the four letters p-i-p-e), and the latter is the con-
cept of what the sign refers to (in this case a pipe). A central
feature of this theory is that the relation between signi-
fier and signified is entirely arbitrary. Saussure insists on
that point specifically to counter the conviction that there
is an ideal essence of a thing, a “linguistic equivalent.” The
notion of linguistic equivalents derived from the belief that
in the original language spoken by Adam and Eve, words
naturally matched the essence of what they referred to, so
that signifier and signified were naturally related to each
other. Even before Adam and Eve, the logocentric (word-
centered) Judaic God had created the world through lan-
guage: “Let there be light” made light, and “Let there be
darkness” made darkness. The New Testament Gospel of
John (1:1) takes up this view again, opening with “In the
beginning was the Word.”

For certain semioticians, however, some relation be-
tween signifier and signified is allowed. These would agree
that Magritte’s painted pipe is closer to the idea of pipeness
than the four letters p-i-p-e. But most semioticians prefer
to base stylistic categories on signs rather than on formal
elements. For example, Magritte’s pipe and Oppenheim’s
cup do not resemble each other formally, yet both have
been related to Dada and Surrealism. Their similarities lie
not in shared formal elements but rather in their ability
to evoke surprise by disrupting expectations. We do not
expect to read a denial of the “pipeness” of a convincing
image of a pipe written by the very artist who painted it.
Nor do we expect fur-covered cups and spoons, because
the fur interferes with their function. The unexpected—and
humorous—qualities of the pipe and the cup could be con-
sidered signs of certain twentieth-century developments in
imagery. Another element shared by these two works is
the twentieth-century primacy of everyday objects, which
can also be considered a sign.

Deconstruction

The analytical method known as deconstruction is most
often associated with Jacques Derrida, a French poststruc-
turalist philosopher who discusses art as well as written
texts. Derrida opens up meanings, rather than fixing them
within structural patterns. But he shares with the struc-
turalists the notion that a work has no ultimate meaning
conferred by its author.

Derrida’s technique for opening up meanings is to ques-
tion assumptions about works. Whistler’s mother (see fig.
1.6), for example, seems to be sitting for her portrait, but
we have no proof from the painting itself that she ever did
so. Whistler could have painted her from a photograph or
from memory, in which case our initial assumption about
the circumstances of the work’s creation would be basically
untrue, even though the portrait is a remarkably “truthful”
rendering of a puritanical woman.

Derrida also opens up the Western tendency to binary
pairing: right/left, positive/negative, male/female, and so

forth. He notes that one of a pair evokes its other half and
plays on the relationship between presence and absence.
Since a pair of parents is a biological given, where, a Der-
ridean might ask, is Whistler’s father? In the pairing of
father and mother, the present parent evokes the absent
parent. There is, in Whistler’s painting, no reference to
his father—only to himself, in the etchings hanging on the
wall. The absent father, the present mother, the etchings
of the son—the combination invites speculation about their
relationships: for example, was the son trying to displace
the father? Such psychological considerations lead us to
the psychoanalytic methodologies.

Psychoanalysis

The branch of psychology known as psychoanalysis was
originated by the Austrian neurologist Sigmund Freud in
the late nineteenth century. Like art history, psychoanaly-
sis deals with imagery, history, and creativity. Like archae-
ology, it reconstructs the past and interprets the relevance
of the past to the present. The imagery examined by psy-
choanalysts is found in dreams, jokes, slips of the tongue,
and neurotic symptoms, and it reveals the unconscious
mind (which, like a buried city, is a repository of the past).
In a work of art, personal imagery is reworked into a new
form that “speaks” to a cultural audience. It thus becomes
part of a history of style (and, for semioticians, of signs).

Psychoanalysis has been applied to art in different ways.
In 1910 Freud published the first psychobiography of an
artist, in which he explored the personality of Leonardo
da Vinci through the artist’s writings, iconography, and
working methods. For Freud, the cornerstone of psycho-
analysis was the Oedipus complex, which can be applied
to Whistler’s painting of his mother. An oedipal reading
of that work is enriched by the fact that it contains an
underpainting of a baby. An oedipal reading of Bran-
cusi’s Bird would have to consider the artist’s relation-
ship to his peasant father, an ignorant and abusive man
who would have preferred his son to have been born a
girl. In that light, the sculpture has been interpreted as a
phallic self-image, declaring its triumph over gravity and
outshining the sun. With Bird in Space, Brancusi symboli-
cally “defeats” his father and “stands up” for himself as a
creator (see fig. 1.2).

According to classical psychoanalysis, works of art are
“sublimations of instinct” through which instinctual energy
is transformed by work and talent into aesthetic form. The
ability to sublimate is one of the main differences between
humans and animals, and it is necessary for creative devel-
opment in any field. Because art is expressive, it reveals
aspects of the artist who creates it, of the patron who funds
it, and of the culture in which it is produced.

Chapter 2 considers the visual elements used by artists to
communicate the complex layers of meaning in imagery.
A review of these elements will facilitate the exploration of
art history and archaeology.



he visual arts have their own language, and the
I artist thinks in terms of that language, just as a
musician thinks in sounds and a mathematician
thinks in numbers. The basic visual vocabulary consists of
formal elements, which include line, shape, space, color,
light, and dark. When artists combine these elements in a
characteristic way, they are said to have a style. In order
to describe and analyze a work of art, it is essential to be
familiar with the artist’s formal vocabulary.

Composition

The composition of a work of art is its overall plan or
structure. Composition denotes the relationship among
component parts and involves balance and harmony, the
relationships of parts to each other and to the whole work,
and the effect on the viewer. The composition of a work
depends on how the formal elements are arranged and is
distinct from subject matter, content, or theme.

Plane

A plane is a flat surface having a direction in space. Bran-
cusi’s Bird (see fig. 1.2) rises in a vertical plane, Magritte’s
pipe (see fig. 1.3) lies in a horizontal plane, and the figure of
God in God as Architect (see fig. 1.4) bends over to create
two diagonal planes.

Balance

In a successful composition, the harmonious blending of
formal elements creates balance. The simplest form of bal-
ance is symmetry, in which there is an exact correspon-
dence of parts on either side of a central axis—the left side
of a work is a mirror image of the right side. The human
body is an example of symmetry, as shown in Leonardo’s
Vitruvian Man (see fig. 16.1).

The Language of Art

See figure 1.2. Constantin
Brancusi, Bird in Space, 1928.

See figure 1.3. René Magritte,
The Betrayal of Images (“This is
not a pipe.”), 1928.

Leci neest pos une pifie.

- B

See figure |.4. God as Architect
(God Drawing the Universe with
a Compass), mid-13th century.

See figure 16.1. Leonardo
da Vinci, Vitruvian Man,
c. 1485-90.
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X
Balance can also be achieved by %h\
nonequivalent elements. In Bernini’s ;
David (see fig. 19.13), the weight of
the figure is not evenly distributed
on either side of the central axis.
However, although the parts are not
arranged symmetrically, there is an equi-
librium between them that produces an
aesthetically satisfying result. This is
known as asymmetrical balance.

WA=
See figure 19.13.

Gianlorenzo Bernini,
David, 1623.

Line

A line is the path traced by a moving point. For the art-
ist, the moving point is the tip of whatever instrument is
used to create an image on a surface. In geometry, a line
has no width or volume; it has only length and direction.
In the language of art, however, a line can have many
qualities, depending on how it is drawn (fig. 2.1). A verti-
cal line seems to stand stiffly at attention, a horizontal line
lies down, and a diagonal seems to be falling over. Zigzags
have an aggressive, sharp quality, whereas a wavy line is
more graceful and, like a curve, more naturally associated
with the outline of the human body. Parallel lines are bal-
anced and harmonious, implying an endless, continuous
movement. Perpendicular, converging, and intersecting
lines meet and create a sense of force and counterforce.
In figure 2.1, the thin line (a) seems delicate, unassertive,
even weak. The thick one (b) seems aggressive, forceful,
and strong. The flat line (c) suggests calmness, like the sur-
face of a quiet sea, whereas the wavy line (d) implies the
reverse. The angular line (e) climbs upward like the edge of
a rocky mountain. (Westerners understand (e) as going up
and (f) as going down because we read from left to right.)

Expressive Qualities of Line

Many of the lines in figure 2.1 are familiar from geometry
and can be described formally. But the formal qualities of
line also convey an expressive character because we iden-
tify them with our bodies and our experience of nature. In
math, for instance, a straight line is the shortest distance
between two points; similarly, a person who follows a
straight, clear line in thought or action is believed to have
a sense of purpose. “Straight” is associated with rightness,
honesty, and truth, while “crooked”—whether referring to
aline or a person’s character—denotes the opposite. When
a baseball player hits a line drive, the bat connects firmly
with the ball; and a “hard-liner” is a person who takes a
strong position on an issue.

In the configuration of the face, it is especially easy
to see the expressive impact of lines (fig. 2.2). In (a), the
upward curves create a happy face, and in (b) the down-
ward curves create a sad one. These characteristics of
upward and downward curves actually correspond to the
emotions as expressed in natural physiognomy. They are
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2.2 Lines used to create facial expressions.

reflected in language when we speak of people having “ups
and downs” or of events being “uppers” or “downers.” The
face in (c) is inscrutable.

Alexander Calder’s (1898-1976) Cat (fig. 2.3) merges the
linear quality of the written word with the pictorial quality
of what the word represents. The curve of the c outlines the

face, a dot stands for the

eye, and a slight diagonal

of white in the curve sug-

gests the mouth. The large

A comprises the body,

feet, and tail, while the

tiny t completes the word,

without interfering with

reading the ensemble as a

cat. The figure seems to be

< walking, because the left

diagonal of the A is lower

than the right one, and

the short horizontals at

the base of the A suggest

feet. Not only is this cat a

self-image—C A are the

artist’s initials reversed—

but it defies the semiotic argument that signifier (c-a-t) and

signified (the mental image of a cat) have no natural rela-
tion to each other.

The importance of line in the artist’s vocabulary is
illustrated by the account of two ancient Greek painters,
Apelles, who was Alexander the Great’s personal artist,
and his contemporary Protogenes. Apelles traveled to
Rhodes to see Protogenes” work, but when he arrived at
the studio, Protogenes was away. An old woman in charge
of the studio asked Apelles to leave his name. Instead,
Apelles took up a brush and painted a line of color on a
panel prepared for painting. “Say it was this person,” he
instructed the woman.

When Protogenes returned and saw the line, he imme-
diately recognized that only Apelles could have painted it
so perfectly. In response, Protogenes painted a second,
and finer, line on top of it. Apelles returned and added a
third line of color, leaving no more room on the original
line. When Protogenes returned a second time, he admitted
defeat and went to look for Apelles.

2.3 Alexander Calder, Cat
(detail from Children’s Page), 1943,
22 x 30 in. (55.9 x 76.2 cm).

Protogenes decided to leave the panel to posterity as
something for artists to marvel at. Later it was exhibited
in Rome, where its nearly invisible lines on a vast surface
impressed viewers. To many artists, the panel seemed a
blank space, and because of that it was esteemed over other
famous works. After his encounter with Protogenes, it was
said that Apelles never let a day go by without drawing at
least one line. His experience was the origin of an ancient
proverb, “No day without a line.”

Lines Used for Modeling

Even though drawn lines have only two dimensions—
height and width—they can be used by an artist to make
an object appear three-dimensional (fig. 2.4).

The parallel modeling lines on the front surface of the
cube are called hatching. If they intersect other parallel
lines, as in the cylinder and the oblique surface of the cube,
they are known as crosshatching. The closer the lines
are to each other, the darker their surface. They suggest
shade or shading, which is a gradual transition from light
to dark. Shading appears on the side of the object that is
turned away from the light source. A shadow is seen as
dark and denotes the absence of light; it is cast onto a sur-
face when the source of light is blocked by an object.
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2.4 The lines on the sphere, cube, and cylinder create the illusion
that these objects are solid. They also suggest that there is a source
of light coming from the upper left and shining down on the objects.
Such lines are called modeling lines.
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The lllusion of Depth

Techniques for creating an illusion of three dimensions in
a two-dimensional image include:

e Using modeling lines to simulate three-dimensionality
(see fig. 2.4).

e Making a nearer object overlap a more distant one.

¢ Depicting a nearer object as larger than a more dis-
tant one.

e Making the base of the nearer object closer to the
lower edge of the picture.

Note that in figure 2.4 the cylin-
der appears closer to us than the
sphere, because the cylinder is
larger and nearer the lower edge
of the picture. It also overlaps part
of the sphere.

Perspective

Artists have also developed mathematical systems, known
as perspective, to aid them in creating the illusion of
depth. The simplest system is one-point perspective (fig.
2.5). Imagine a person standing in the middle of a straight
road. As the road vanishes into the distance, it seems to
the viewer to narrow, even though in reality its width is
constant. The illusion of depth is enhanced by the fact that
equal-sized and equally spaced objects along the side of
the road seem to become smaller, and the spaces between
them become shorter (foreshortened), as their distance
from the viewer increases.

In early-fifteenth-century Italy (see Chapter 15), a system
was developed to provide artists with a method for depict-
ing figures and objects as if located at increasing distances
from the viewer. The picture plane (the surface of a paint-
ing or relief sculpture) is conceived of as a window whose
frame conforms to the frame of the painting. The edges
of rectilinear objects in the picture are extended along
imaginary “lines of sight.” These lines, called orthogo-
nals (from two Greek words—orthos, meaning “right” or
“straight,” and gonia, meaning “angle”), are perpendicular
to the picture plane and parallel to each other. Although
parallel lines never meet in reality, the orthogonals seem
to converge at a point known as the vanishing point. In
the simplest form of this method, the vanishing point is
on the horizon, at the eye level of the viewer, but it can be
anywhere inside the composition or even outside it. This
system focuses attention on a single vanishing point and
assumes that the viewer is standing at a single fixed spot. In
figure 2.5 the vanishing point is at the center of the horizon
line, where the sides of the road (the orthogonals) meet.

A
_ __4~Eye level/Horizon line =~
* “

=

2.5 One-point perspective.

Space

In a picture, depth is an illusion. But in sculptures and
buildings, depth is real, and that makes it more difficult
to perceive the nature of these works in two-dimensional
reproductions. In this text, therefore, sculptures are some-
times shown from two viewpoints. Buildings are dia-
grammed axonometrically, and their plans are illustrated.

A planis a diagram of a building from just above ground
level, indicating where the structural parts meet the ground.
Taking the simple example of figure 2.4, a plan of the cube
would be a square; a plan of the cylinder would be a circle;
and a plan of the sphere would be a point where the object
makes contact with the surface on which it stands. Axono-
metric drawings are more complex; they diagram all the
parts of a building as if it is turned at an oblique angle to
the flat drawing surface. An example can be seen in Chap-
ter 10, where an axonometric drawing of the Byzantine
church of Hagia Sophia (see fig. 10.14) shows its plan, its
walls, its interior, and its dome.

See figure 10.14a, b. Plan and axonometric projection of
Hagia Sophia.



Shape

When lines enclose a space, they create a shape, and the
line that outlines the shape is called its contour.

Types of Shapes

Regular shapes are geometric and have specific names.
Irregular shapes are also called “biomorphs” or biomor-
phic (from the Greek words bios, meaning “life,” and
morphe, meaning “shape”) because they seem to move like
living organic matter. Shapes can be two-dimensional (fig.
2.6) or three-dimensional, in which case they are solid or
have volume (see fig. 2.4).

Expressive Qualities of Shape

Like lines, shapes can be used by artists to convey ideas
and emotions. Open shapes create a greater sense of move-
ment than closed ones (fig. 2.6). Similarly, we speak of
open and closed minds. An open mind allows for a flow
of ideas, flexibility, and willingness to entertain new pos-
sibilities. A closed mind, on the other hand, is inaccessible
to new ideas.

Specific shapes can evoke associations with everyday
experience. The square, for example, is a symbol of reliabil-
ity, stability, and symmetry. If something is “all square,” a
certain equity or evenness is implied; a “square meal” is sat-
isfying in both amount and content. But too much rectan-
gularity can imply dullness or monotony—to call someone
“a square” suggests overconservatism or conventionality.

The circle has had a special significance for artists since
the Neolithic era. In the Roman period, the circle was con-
sidered a divine shape and thus most suitable for temples.
This view of the circle persisted in the Middle Ages and the
Renaissance, when ideal church plans were also circular
and the ideal city was designed according to a central-
ized plan.

Light and Color

The technical definition of light is electromagnetic energy
of certain wavelengths, which produces visual sensa-
tions when it strikes the retina of the eye. The opposite,
or the absence, of light is darkness. Color, one of the most
powerful elements at the artist’s disposal, is derived from
light. Rays of light emanating from the sun are composed
of waves with various wavelengths (i.e., they vibrate at var-
ious frequencies), and these are perceived by the human
brain as different colors. This can be demonstrated by
passing a beam of light through a prism (a triangular block
of glass), which breaks the light down into its constituent
hues (colors) (fig. 2.7). This is the same phenomenon as a
rainbow, in which rays of light from the sun are refracted
through falling raindrops.

Regular Two-Dimensional Geometric Shapes
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2.6 Shapes.

2.7 The visible spectrum has seven principal colors—red, orange,
yellow, green, blue, indigo (or blue-violet), and violet—that blend
together in a continuum. Beyond the ends is a range of other colors,
starting with infrared and ultraviolet, which are invisible to the
human eye. If all the colors of the spectrum are recombined, white
light is again produced.
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Physical Properties of Color

There are seven principal colors in the spectrum. Each of
the seven has many variations, which depend on the three
physical properties of color: hue, value, and intensity.

Hue Hue is synonymous with color. Red is one hue, yel-
low is another. Each has a different wavelength. Mixing
one color with another changes its wavelength and hence
its hue. Red plus yellow, for example, produces orange;
adding more red makes a reddish orange, and adding
yellow makes a yellowish orange.

Red, yellow, and blue are primary colors; they cannot
be produced by combining any other colors. However, all
of the other colors can be created by mixing the primary
colors either in pairs or all together. A mixture of two pri-
mary colors produces a secondary color: yellow and blue
produce green, blue and red produce violet, red and yellow
produce orange. A tertiary or intermediate color can be
formed by combining a primary with an associated sec-
ondary color.

Hues containing a common color, although in differ-
ent proportions, are known as analogous hues, and their
combination produces a feeling of color harmony in a work
of art. If only a single hue is used, the work is said to be
monochromatic (from the Greek words monos, meaning
“single,” and chroma, meaning “color”).

The conventional color wheel (fig. 2.8) illustrates the rela-
tionships between colors. The farther hues are from each
other, the less they have in common and the higher their
contrast. Hues directly opposite each other (red and green,
for example) are the most contrasting and are known as
complementary colors. They are often juxtaposed when a

Yelow-gee"
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strong, eye-catching contrast is desired. Mixing two comple-
mentary hues, on the other hand, has a neutralizing effect
and lessens the intensity of each. This can be seen in figure
2.8 as you look across the wheel from red to green. Red’s
intensity decreases, and the gray circle in the center repre-
sents a “standoff” between all the complementary colors.

Value The relative lightness or darkness of an image is
its value, also called brightness, shade, or tone. An object’s
value is a function of the amount of light reflected from its
surface. Gray, for example, reflects more light than black
but less than white, which makes gray lighter than black
and darker than white. The value scale in figure 2.9 pro-
vides an absolute value for different shades.

Value is characteristic of both achromatic works of art—
those with no color, consisting of black, white, and shades
of gray—and chromatic ones. On a scale of color values
(fig. 2.10), yellow reflects a relatively large amount of light,
approximately equivalent to “high light” on the neutral
scale, whereas blue is equivalent to “high dark.” The normal
value of each color indicates the amount of light it reflects at
its maximum intensity. The addition of white or black would
alter its value (i.e., make it lighter or darker) but not its hue.
The addition of one color to another would change not only
the values of the two colors but also their hues.

Intensity In total darkness, colors are invisible; in dim
light they are muted and difficult to distinguish; in bright
light, color is at its most intense. Intensity (also known as
saturation) refers to the brightness or dullness of a color.
There are four methods of changing the intensity of col-
ors. The first is to add white. Adding white to pure red
creates light red or pink, which is lighter in value and less
intense. If black is added, the result is darker in value and
less intense. If gray of the same value as the red is added,
the result is less intense but retains the same value. The
fourth way of changing a color’s intensity is to add its com-
plementary hue. This makes the mixed color less intense
and more neutral than the original.

Expressive Qualities of Color

Just as lines and shapes have expressive qualities, so too
do colors. Bright or warm colors convey a feeling of gai-
ety and happiness. Red, orange, and yellow are generally
considered warm, perhaps because of their association
with fire and the sun. It has been verified by psychological
tests that the color red tends to produce feelings of hap-
piness. Blue, and any other hue containing blue—green,
violet, blue-green—is considered cool, possibly because of

2.8 The color wheel. Note that the three primary (I) colors—red,
yellow, and blue—are equally spaced around the circumference.
They are separated by their secondary (2) colors. Between each
primary and its two secondaries are their related tertiaries (3),
giving a total of twelve hues on the rim of the wheel.
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2.9 This ten-step value scale breaks the various shades from white to black into ten gradations.
The choice of ten is somewhat arbitrary because there are many more values between pure white

and pure black. Nevertheless, it illustrates the principle of value gradations.

Black Low dark Dark High dark

Violet Red-Violet Red-orange Orange Yellow-orange

Low light Light High light White

Blue-violet Blue Blue-green

Green Yellow-green Yellow

2.10 A color-value scale. The central row contains a range of neutrals from black to white; the rows above and below
match the twelve colors from the color wheel with the neutrals in terms of the amount of light reflected by each.

its association with the sky and water. If we look at figure
2.2 with colors added (fig. 2.11), we see that the orange
brightens the happy face and that blue reinforces the sad
face. The impassive face remains the same.

Colors can also have symbolic significance. Red, for
example, can symbolize danger, as when one waves a red
flag in front of a bull. But to “roll out the red carpet” means
to welcome someone in an extravagant way, and we speak
of a “red-letter day” when something particularly exciting
has occurred. Yellow can be associated with cowardice,
white with purity, and purple with luxury, wealth, and roy-
alty. We might call people “green with envy,” “purple with
rage,” or, if they are quietly gloomy, “in a brown study.”

@ (b) ©

2.11 Color reinforcing the expressive quality of line.
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Texture

Texture (from the Latin word texo, meaning “I weave”)
refers to the surface characteristics of an object. These are
usually described by adjectives such as rough or polished,
hard or soft, firm or fluffy, coarse or fine, cold (like steel) or
warm (like wood), shiny or matte, stiff or pliable.

Texture is associated with the tactile sense (the sense of
touch) and indirectly with vision. By touching or feeling an
object, we experience its texture directly. But as soon as we
see something, we either recognize its texture from experi-
ence or make an assumption based on how it looks. When
we explore art, the senses of sight and touch interact.

It is necessary to distinguish between actual texture and
simulated (or implied) texture. Actual texture is the surface
quality of a real object. Van Gogh’s jacket in figure 1.1
appears coarse; it is thus an example of simulated texture.
But Oppenheim’s Fur-Covered Cup (see fig. 1.8) has an
actual furry texture.

See figure 1.1. Vincent van Gogh,
Self-Portrait before His Easel, 1888.

See figure 1.8. Meret Oppenheim, Fur-Covered
Cup, Saucer, and Spoon (Le Déjeuner en Fourrure),
1936.

Until the mid-nineteenth century, it was customary for
painters to create illusions of texture. During the past 150
years, however, certain painters have incorporated the
medium itself into the work’s impact. Brushstrokes have
intentionally been made visible so as to arouse the viewer’s
sense of touch. Since the late 1940s, many artists have
emphasized the medium to the point where its literal tactile
character is a central aspect of the image.

Stylistic Terminology

Subject matter refers to what is represented in a work of
art. Content refers to themes, values, or ideas, as distinct
from form. The following terms describe representational,
or figurative, works of art, which depict recognizable sub-
ject matter:

e Naturalistic: depicting figures and objects more or
less as we see them (see fig. 15.36).

= 1l P

See figure 15.36. Jan van Eyck,
Man in a Red Turban, 1433.

e Realistic: depicting figures and objects to resemble
their actual appearances, rather than in a distorted or
abstract way (see fig. 1.3).

o A

See figure 1.3. René Magritte, The
Betrayal of Images (“This is not a pipe.”),
1928.
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e Illusionistic: depicting figures, objects, and the space
they occupy so convincingly that an appearance of
reality is achieved (see fig. 31.3).

See figure 31.3. Duane
Hanson, The Cowboy, 1995.

If an image is representational but not especially faithful
to its subject, it may be described as follows:

e Idealized: depicting an object according to an
accepted standard of beauty (see fig. 7.14).

See figure 7.14. Polykleitos,
Doryphoros (Spear Bearer),
c. 440 B.C.

e Stylized: depicting certain features as nonorganic
surface elements rather than naturalistically or realis-
tically (see fig. 4.12).

See figure 4.12. Head of
Gudea, c. 2100 B.C.

e Romanticized: depictingits subject in a nostalgic, emo-
tional, fanciful, or mysterious way (see fig. 22.12).

See figure 22.12. Francisco de Goya y
Lucientes, The Executions of the Third of
May, 1808, 1814.

If the subject matter of a work has little or no relation to
observable reality, it may be described as follows:

¢ Nonrepresentational or nonfigurative: the opposite
of representational or figurative, implying that the
work does not depict (or claim to depict) figures or
objects (see fig. 29.5a).

See figure 29.5a. Hans
Namuth, Jackson Pollock, 1950.

e Abstract: describes forms that do not accurately
depict real objects. The artist may be attempting to
convey the essence of an object rather than its actual

appearance. Note that the subject

matter may be recognizable (making

the work representational) but in a

nonnaturalistic form (see fig. 1.2).

See figure 1.2. Constantin
Brancusi, Bird in Space, 1928.
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2.12a Theo van Doesburg, Study | for Composition (The Cow), 1916.
Pencil on paper, 4% x 6% in. (11.7 x 15.9 cm). Museum of Modern
Art, New York. Purchase.

2.12b Theo van Doesburg, Study 2 for Composition (The Cow), 1917.
Pencil on paper, 4% x 6% in. (11.7 x 15.9 cm). Museum of Modern
Art, New York. Purchase.

2.12c¢ Theo van Doesburg, Study 3 for Composition (The Cow), 1917.
Pencil on paper, 4% x 6/ in. (11.7 x 15.9 cm). Museum of Modern
Art, New York. Gift of Nelly van Doesburg.

-

2.12e Theo van Doesburg, Study for Composition (The Cow), c. [917.

Oil on canvas, 14% x 25 in. (37.5 x 63.5 cm). Museum of Modern
Art, New York. Purchase.

2.12d Theo van Doesburg, Study for Composition (The Cow), c. 1917;
dated 1916. Tempera, oil, and charcoal on paper, 15% x 22% in.
(39.7 x 57.8 cm). Museum of Modern Art, New York. Purchase.

A transition from naturalism to geometric abstraction is
demonstrated by the early-twentieth-century Dutch artist
Theo van Doesburg in figure 2.12. His drawing of a cow
evolved from image (a), which could be called naturalistic,
figurative, or representational, to the abstract arrangement
of flat squares and rectangles in (e). In (a) and (b), the form
is recognizable as that of a cow—it is composed of curved
outlines and a shaded surface that create an illusion of
three dimensions. In (c), the cow is still recognizable, but
it is no longer naturalistic. It is now devoid of curves but
is still shaded—it has become a series of solid geometric
shapes. Even in (d), the general form of the cow is recog-
nizable in terms of squares, rectangles, and triangles, but
there is no longer any shading. As a result, each distinct
color area is flat. Finally, in image (e) the shapes can no
longer be related to the original natural form. It is thus a
pure abstraction, which is also nonfigurative, even though
it represents a cow.



ho are we? Where do we come from? Where
Ware we going? These are three of the most uni-

versal questions we ask ourselves. They are
about time and the nature of the human condition.

Works of art help us to answer these questions. We will
begin our exploration of the arts by going back in time to
early periods of human history, to the study of prehistory.
Prehistory refers to a time before the invention of writing,
although objects and images are historical records as well.
The challenge lies in discovering how to read and inter-
pret them.

The Stone Age

To organize the vast time span of prehistory, scholars
divide the Stone Age in Western Europe into three peri-
ods. Paleolithic (from the Greek words palaios, meaning
“old,” and lithos, meaning “stone”) is the earliest and the
longest. It lasted from c. 1,500,000 to c. 8000 B.c. The Meso-
lithic (“middle stone”) period extended from around 8000 to
6000 B.c. in southeastern Europe and c. 8000 to c. 4000 B.C.
in the rest of Europe. The Neolithic (“new stone”) period
dates from c. 6000/4000 B.c. to c. 3000 B.c. and continued
for another thousand years in northwestern Europe.

The designation of these periods as Stone Age derives
from the use of stone tools and weapons. As technology
developed, metal replaced stone for many purposes. Then,
as now, technological and social change went hand in
hand, bringing the Stone Age to a gradual close.

Paleolithic (c. 1,500,000-c. 8000 B.c.)

By around 50,000 B.cC. in Europe, our own subspecies, Homo
sapiens sapiens (literally “wise wise man”), had supplanted
Homo sapiens, who had developed complex cultures. We
can gain some understanding of Paleolithic society by
interpreting the physical record. But because ideas cannot
be fossilized, there is much that will never be known.
Inferences about Paleolithic religion have been drawn
from ritual burial practices. Red ocher—possibly symbol-
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izing blood—was sprinkled on corpses, and objects of
personal adornment (such as necklaces) were buried
with them. Bodies were arranged in the fetal position,
often oriented toward the rising sun, which must have
seemed reborn with each new day. Such practices
suggest a belief in life after death and offer some
insight into the way Paleolithic people answered

the third question posed at the start of this chap-

ter: Where are we going?

Paleolithic people were nomadic hunters and
gatherers, who lived communally. They built shel-
ters at cave entrances, under rocky overhangs. Their
tents were made of animal skins and their huts of mud,
plant fibers, stone, and bone. Fire had been in use for
some 600,000 years, and there is evidence of hearths in
Paleolithic homes.

Although the invention of writing was still far off,
people made symbolic marks on hard surfaces, such
as bone and stone, possibly to keep track of time. The
sophistication of Paleolithic art suggests that language
—the ability to communicate with words and tell stories—
had also developed, and language in itself requires a sense
of sequence and time.

The earliest surviving works of Western art correspond
roughly to the final stages of the Ice Age in Europe and
date back to about 30,000 B.c. Before that time, objects
were made primarily for utilitarian purposes, although
many have aesthetic qualities. It is important to remember,
however, that our modern Western concept of “art” would
almost certainly have been alien in the Stone Age, when an
object’s aesthetic value was inseparable from its function.

Sculpture

Perhaps the most famous Paleolithic sculpture is the so-
called Venus of Willendorf (fig. 3.1), a striking figure carved
out of limestone and variously dated from 25,000 B.C. to
21,000 B.Cc. Although this figure can be held in the palm
of one’s hand, it is a monumental object with a sense of
organic form. The term monumental can mean literally
“very big” or, as is the case here, “having the quality of
appearing big.” The rhythmic arrangement of bulbous oval
shapes emphasizes the head, breasts, torso, and thighs.
The scale of these elements in relation to the whole is quite
large, while the facial features, neck, and lower legs are

TECHNIQUE
Carving

Carving is a subtractive technique in which a sculptor
uses a sharp instrument such as a knife, gouge, or chisel to
remove material from a hard substance such as bone, wood,
or stone. After an image is shaped, it can be sanded, filed, or
polished. The Venus of Willendorf was not polished, although
some Paleolithic sculptures were. It is made of limestone,
which does not polish as well as other types of stone.

3.1a, b Venus of Willendorf (front and side views), from Willendorf,
Austria, c. 25,000-21,000 B.C. Limestone, 4% in. (I 1.5 cm) high.
Naturhistorisches Museum, Vienna, Austria.

virtually eliminated. The arms, resting on the breasts, are
so undeveloped as to be hardly noticeable. What, we might
ask, did she mean to the artist who carved her? And what
was her function in her cultural context?

In the absence of written records, we can only specu-
late. Clearly, the artist emphasized those parts of the body
related to reproduction and nursing. Furthermore, com-
parison of the front with the side and back shows that,
although the Venus is a sculpture in the round (see Box),
more attention has been lavished on the front. The exag-
geration of the breasts and pelvis has led some scholars to
conclude that the Venus of Willendorf represented a fer-
tility goddess. Reinforcing this reading are traces of red
pigment that may have been associated with childbirth.

This is one of a number of prehistoric female figu-
rines (small figures) that scholars have nicknamed Venus
(after the much later Roman goddess of love and beauty),

TECHNIQUE
Modeling

Modeling, unlike carving, is an additive process, and its
materials (such as clay) are pliable rather than hard. The
primary tools are the artist’s hands, especially the thumbs,
although various other tools can be used. Until the material
dries and hardens, the work can still be reshaped.

Clay that has been heated (fired) in a kiln (a special
oven) is more durable and waterproof than clay that has not
been so treated. A Paleolithic kiln for firing clay statues of
women and animals has been found in Eastern Europe, and a
variety of finely crafted, decorated clay vessels were made in
Western Europe during the Neolithic period (see page 29).
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3.2 Venus of Laussel, from Laussel, Dordogne, France, c. 25,000—
23,000 B.c. Limestone, 17% in. (44 cm) high. Fouilles Lalanne,
Musée d’Aquitaine, Bordeaux, France.

although there is no evidence as to whom, if anyone, the
figurines were meant to represent. They all exaggerate the
breasts and hips, suggesting a cultural preoccupation with
fertility, on which the survival of the species depends.

TECHNIQUE
Categories of Sculpture

Sculpture in the round and sculpture in relief are the
two most basic categories of sculpture. Sculpture in the
round is any sculpture completely detached from its origi-
nal material so that it can be seen from all sides, such as the
Venus of Willendorf (see fig. 3.1a, b). The Venus of Laussel
(see fig. 3.2) remains partly attached to its original material,
in this case limestone, so that it is shown in relief—that is,
there is at least one angle from which the image cannot be
seen. Sculpture in relief is more pictorial than sculpture in
the round because some of the original material remains and
forms a background plane.

There are different degrees of relief. In high relief, the
image stands out relatively far from the background plane.
In low relief, also called bas-relief (bas means “low” in
French), the surface of the image is closer to the background
plane. When light strikes a relief image from an angle, it
casts a stronger shadow on high relief than on low relief
and thus defines the image more sharply. Reliefs can also be
sunken, or incised, in which case the image or its outline
is slightly recessed into the surface plane, as in much ancient
Egyptian carving (Chapter 5).

Most prehistoric sculptures are in the round, but Paleo-
lithic artists also made relief sculpture (see Box). A good
example of relief is the Venus of Laussel (fig. 3.2), which
also has traces of red ocher pigment (see Box). The pelvis
and breasts are exaggerated, although the arms are slightly
more prominent than those of the Venus of Willendorf. In
her right hand, the Venus of Laussel holds an animal horn
decorated with incised lines.

In addition to female figurines, Paleolithic artists pro-
duced small sculptures of animals. Most often found are
horses, bison, and oxen; less frequently found are deer,
mammoths, antelope, boar, rhinoceroses, foxes, wolves,
bears, and an occasional fish or bird. These, like the
paintings of animals, reflect the naturalism of Paleolithic
animal art.

Painting

The surviving European Paleolithic paintings are con-
centrated in caves located in northern Spain, especially
the Pyrenees Mountains, and the Périgord and Dordogne
regions of France. The well-preserved state of these cave
paintings when they were first discovered was due mainly
to the fact that most of the caves are limestone and had
been sealed up for thousands of years. After exposure
to the modern atmosphere, the paintings began to dete-
riorate so rapidly that some caves have been closed to
the public.

The paintings are primarily located deep within caves,
in interiors that are difficult to reach and uninhabitable.
They seem to have served as sanctuaries where fertility, ini-
tiation, and hunting rituals were performed and seasonal

MEDIA
Pigment

Pigment (from the Latin word pingere, meaning “to paint”)
is the basis of color, which is the most eye-catching aspect
of most painting. Pigments are colored powders made from
organic substances, such as plant and animal matter, or inor-
ganic substances, such as minerals and semiprecious stones.
Cave artists either applied powdered mineral colors directly
to damp walls or mixed their pigments with a liquid, the
medium or binder, to make them adhere to dry walls.

Technically, the medium is a liquid in which pigments are
suspended (but not dissolved). The term vehicle is often
used interchangeably with the term medium. If the liquid
binds the pigment particles together, it is referred to as
the binder or binding medium. Binders help paint adhere to
surfaces, increasing the durability of images. Cave painters
used animal fats, vegetable juices, water, or blood as their
binding media.

Pigment is applied to the surface of a painting, called its
support. Supports vary widely in Western art—paper, can-
vas, pottery, even faces and the surface of one’s body. For
the cave artist, the walls of the cave were the support.
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changes recorded. The predominance of animal represen-
tations is in part a reflection of the importance of hunting.
But the animals most often depicted do not coincide with
those that were most hunted, suggesting that these images
had other meanings as well.

The Chauvet Cave In 1994, three speleologists (cave
explorers) found the entrance to an underground cave
complex in the Ardeche Valley, in southeast France. They
came upon an interior chamber, later named for Jean-
Marie Chauvet, a member of the team. The cave proved to
be the largest so far known in this region; it contains over
three hundred wall paintings, engravings, Paleolithic bear
skeletons and a bear’s skull set on a rock, evidence of fires,
and footprints. Radiocarbon analysis indicates a very early
date, around 30,000 B.c., for some of the paintings, which
are generally outlined in red or black pigment. They repre-
sent mainly animals along with some signs—especially red
dots and handprints. The animal images are unusual, how-
ever, in that there are many rhinoceroses and large felines.
All together thirty-four images of mammoths were found
at Chauvet, of which twenty-one are engraved into the rock
and thirteen are painted. The so-called Lion Panel, part of
which is shown in figure 3.3, represents various species
of animals proceeding across a niche in the wall. Visible
here, deep within the cave, are three large lions and numer-
ous smaller but more densely painted rhinoceroses, several
of which are shaded. One faces a group that seems to be
moving toward it. It is not clear whether this is a coherent
scene or a ritual repetition. Some of the animals are super-
imposed—those at the top—while the others are spread
across the surface of the wall. Under the lions, traces of red
pigment can be seen, as well as the outline of a deer.

The Lascaux Cave The famous wall paintings at Las-
caux, in the Dordogne region of France (figs. 3.4-3.6), are

nearly fifteen hundred years later than the Chauvet paint-
ings. They include a wide range of animal species and a few
human stick figures painted with earth-colored pigments
—brown, black, yellow, and red. These pigments were
ground from ocher, hematite, and manganese and applied
to the natural white limestone surfaces of the walls. The
Lascaux artists created their figures by drawing an outline
and filling it in with pigment. The pigment was stored in
hollow bones plugged at one end, which may also have
been used to blow the pigment onto the walls. Some of
these bone tubes, still bearing traces of pigment, have
been found in the caves. Such finds, and their interpreta-
tion, exemplify how deductions are made about the use of
objects in a prehistoric society. Perhaps if the bones con-
taining pigment had been found out of context—that is, far
from the paintings—different conclusions about their use
might have been drawn.

The Lascaux animals are among the best examples of the
Paleolithic artists” ability to create an illusion of motion and
capture the essence of certain species by slightly exaggerat-
ing characteristic features. The diagonal planes of the long
white bulls in figure 3.4 create the impression that they
are going uphill. Since many Lascaux animals are superim-
posed, they have been read as examples of image-magic.
According to this theory, the act of making the image was
an end in itself, possibly a symbolic capture of the animal
by fixing its likeness on the cave wall.

One Lascaux painting that has given rise to different
interpretations is the so-called Chinese Horse (fig. 3.6),
whose sagging body suggests pregnancy. The two diago-
nal forms in this detail, one almost parallel to the horse’s
neck and the other overlapping its lower outline, have been
variously identified as plants and arrows. The sign above
the horse has been interpreted as signifying a female. It is
not known why signs were juxtaposed with animals, but
the elusive character of such images illustrates the diffi-
culty in reading works pro-
duced by prehistoric artists.

3.3 Left section of the “Lion
Panel,” Chauvet Cave, Ardeche
Valley, France, c. 30,000 B.C.
Black pigment on limestone wall.
Courtesy of the French Ministry
of Culture and Communication,
Regional Direction for Cultural
Affairs—Rhéne-Alpes, Regional
Department of Archaeology.



3.4 Hall of Running Bulls, Lascaux, Dordogne, France, c. 15,000—13,000 B.cC. Paint on limestone rock,
individual bulls 13—16 ft. (3.96—4.88 m) long. Note that the white bulls are superimposed over other
animals. Cave artists did not always cover up previous representations before adding new ones.

3.5 Lascaux cave system (based on a diagram
by the Service de I’Architecture, Paris).

=

3.6 “Chinese Horse,” Lascaux, Dordogne, France, c. 15,000—13,000 B.c. Paint on
limestone rock, horse 5 ft. 6 in. (1.42 m) long. The animal acquired its nickname
because it resembles Chinese ceramic horses of the Han Dynasty.




Beyond the West

Rock Paintings of Australia

c. 75,000/50,000 B.c.—Present

continued to be produced since the Stone Age by

certain cultures around the world. A few of these
societies that have persisted into our own era appear to
have something in common with Paleolithic Western
Europe. There is uncertainty in dating works created by
such cultures and in pinning down the antiquity of their
mythological traditions. Nevertheless, these “modern Stone
Age” societies may provide valuable clues to the way art
functioned in prehistoric Europe. Such comparisons must
be made with caution, but they can suggest alternative
ways of thinking about ancient art.

In the outback of Australia, Aboriginal hunting-and-
gathering societies have had an unusually long history.
Revolutionary archaeological finds in 1996 in a remote part
of northwestern Australia at the site of Jinmium challenged
basic assumptions about when and where humans evolved.
Stone tools and other objects from this site suggest that
Australia was inhabited as long ago as 174,000 B.c. Carved
and painted rocks discovered there may be roughly 75,000

Rock paintings, carvings, and other works of art have

28

years old. If accepted, these dates are far earlier than
scholars had previously believed possible. Australia is a
continent that was relatively isolated from the rest of the
world until the eighteenth century. Nevertheless, there are
remarkable similarities between European Paleolithic and
Aboriginal rock paintings, including naturalistic animals
and hunting scenes.

The kangaroo, which is indigenous only to Australia
and adjacent islands, is a frequent subject of Aboriginal
rock art. Kangaroos have been hunted for thousands of
years, probably as a source of food. Those represented in
figure 3.7 are trying to escape from a group of hunters.
That the kangaroos are hopping is clear from their poses:
the one to the right has just landed and tilts slightly back on
its feet; the one at the left leans forward as if to regain its
balance. In paintings such as this, Aboriginal artists used
two relatively different styles—naturalistic for animals and
schematic for humans. This distinction is also characteris-
tic of the Lascaux paintings.

3.7 Men and women hunting kanga-
roos, Unbalanya Hill, Arnhem Land,
Northern Territory, Australia.

Rock painting.
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Mesolithic (c. 8000-c. 6000/4000 B.c.)

The Mesolithic era in Western Europe was a period of tran-
sition more noteworthy for its cultural and environmen-
tal changes than for its art. It followed the end of the Ice
Age and the development of a more temperate climate in
about 11,000 B.Cc. With the retreat of the glaciers, forests
expanded. Animals that had been hunted in the Paleolithic
era died out or migrated, and people began to congregate
around bodies of water, where fishing became a major
source of food. By the end of the Mesolithic period many
nomadic hunter-gatherer societies were becoming settled
agricultural communities.

Neolithic (c. 6000/4000-c. 2000 B.c.)

In Western Europe the revolutionary shift from hunting
and gathering to farming contributed to the development
of a new art form: monumental stone architecture. As had
been true of earlier art, the character of Neolithic stone
structures was largely determined by religious beliefs.
These buildings are referred to as megaliths (“made of big
stones”) and are assembled without the use of mortar.

Among the Neolithic megaliths of Ireland, Britain,
France, Spain, and Italy, three distinctive types regularly
occur: the menhir, dolmen, and cromlech—terms that
are Celtic in origin. These megaliths are not only visually
impressive, mysterious reminders of the ancient past but
are also imbued with fascinating symbolic associations.
For megalith builders, stone as a material was an integral
part of cults honoring dead ancestors. Whereas Neolithic
dwellings in Western Europe were made of imperma-
nent material such as wood, the tombs—or “houses of the
dead”—were of stone so that they would outlast mortal
time. Even today we associate durability and stability with
stone. For example, we speak of something being “writ-
ten in stone” when we mean that it is unchanging and
enduring, and to “stonewall” means to block a decision for
as long as possible. Someone who is “stoned” is unable
to move because of excessive consumption of alcohol or
other drugs.

Menbhirs

Menhirs (from two Celtic words: men, meaning “stone,”
and hir, meaning “long”) are unhewn or slightly shaped
single stones (monoliths), usually standing upright in the
ground. They were erected individually, in clusters, or in
rows as at Carnac (fig. 3.8) in Brittany (in northern France),
probably an important Neolithic religious center. Menhirs
have been interpreted as representing phallic fertilizers of
Mother Earth.

Dolmens

Dolmens (from the Celtic word dol, meaning “table”) are
chambers or enclosures consisting of two or more verti-
cal stones supporting a large single stone, much as legs
support a table (fig. 3.9). The earliest dolmens were tombs.
Later additions turned them into passageways. Some inte-
rior dolmen walls were decorated with carvings; others
were painted. Occasionally a pillar stood at the center of
a burial chamber. Dolmens, like menhirs, were imbued by
Neolithic people with symbolic associations. In contrast
to the impermanence of houses built for the living, stone
burial monuments functioned as a link between present
and eternal time.

Cromlechs

Cromlechs (from the Celtic word for a circular place) are
megalithic structures in which groups of menhirs form
circles or semicircles. By far the greatest number of Neo-
lithic stone circles are in Britain. Although their function
and symbolism have not been determined, cromlechs
clearly marked sacred spaces.

The most famous Neolithic cromlech in Western Europe
is Stonehenge (fig. 3.10), which was built in several stages
from roughly 2800 to 1500 B.c. Rising dramatically from

3.8 Alignment of menhirs, Carnac, Brittany, France, c. 4000 B.C.
Stone, 6—15 ft. (1.83—4.57 m) high. The Carnac menhirs, numbering
almost three thousand, are arranged in parallel rows nearly 13,000 ft.
(4,000 m) long. A small village has grown up around the menhirs.
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3.9 Dolmen, Carnac, Brittany, France, c. 4000 B.C.

Salisbury Plain in southwestern England, Stonehenge has
fascinated visitors for centuries. The plan in figure 3.11
indicates all stages of construction, with the solid dark sec-
tions showing the megalithic circles as they stand today.
Many of the original stones have now fallen. The aerial
view in figure 3.10 shows the present disposition of the
remaining stones.

This circular area of land on a gradually sloping ridge
had been a sacred site before 3000 B.c. Originally, barrows
(burial mounds) containing individual graves were sur-

rounded by a ditch roughly 350 feet (107 m) in diameter.
A mile-long “avenue” hollowed out of the earth ran in an
east-west direction. Fifty-six pits (known as Aubrey Holes
after their seventeenth-century discoverer) were added
inside the circular ditch and filled with rubble or cremated
human bones. Around the same period, the Heel Stone, a
block of sarsen (a local sandstone) 16 feet (4.88 m) high,
was set in place outside the ditch in the entrance causeway
to the northeast. The first stone circle, consisting of smaller
stones called bluestones, imported from Wales (over 100
miles, or 160 km, away), was constructed around 2500 B.C.

Over the next four hundred years, a new group of
people settled in Western Europe and was assimilated into
the native population. The origin of these Beaker People,
so called after their beaker-shaped pottery, is still a matter
of debate. They brought with them a knowledge of metal-
working, new building techniques, and pottery. Partly as a
consequence of new technology, the Stone Age gave way
to the Bronze Age. Nevertheless, before the total disap-
pearance of the Stone Age in Western Europe, its most
famous architectural monument was completed, appar-
ently by the Beaker People themselves. In the final stages
of construction at Stonehenge, huge sarsen blocks were
brought to the site from Marlborough Downs, a distance
of some 20 miles (32 km). From these larger monoliths, the
outer circle and inner U-shape were constructed.

The cromlech at Stonehenge is a series of concentric
circles and horseshoe- or U-shaped curves. The outer circle
is post-and-lintel construction (fig. 3.12; see Box). Each
post is a sarsen block 13 feet (3.96 m) high, rougher on the
outside than on the inside, bulging at its center, and then
gradually tapering at the top. Projecting above each post

3.10 Stonehenge, Salisbury

Plain, England, c. 2800—1500 B.c.
Diameter of circle 97 ft. (29.57 m),
height approx. 13 ft. 6 in. (4 m).
Stonehenge possibly served as

a kind of giant sundial used to
predict seasonal changes and
astronomical phenomena. It was
almost certainly a ritual site.
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3.11 Plan of Stonehenge.

was a tenon, which fitted into a hollow carved out of the
lintel (fig. 3.13). For the outer wall, the lintels were slightly
curved to create a circle when attached end to end.

From the inside ring (fig. 3.14), one can see part of the
outer ring and several individual posts and lintels. A second,
inner circle consists entirely of single upright bluestones.
Inside those are five very large trilithons (a pair of sarsen
posts supporting a single lintel) arranged in a U-shape. An
even smaller U-shape of bluestones parallels the arrange-
ment of the five posts and lintels. We do not know how
bluestones weighing up to 40 tons (40,640 kg) and sarsens
weighing up to 50 tons (50,800 kg) were transported, or
how the lintels were raised above the posts. Within the U
of bluestones, one stone lies horizontally on the ground.
This is referred to as the “altar stone,” although there is no
evidence that it was ever used for sacrifices.

Although continuing archaeological activity steadily in-
creases our knowledge of Stonehenge, we still cannot iden-
tify its function. Clearly, the presence of circular stone rings
throughout Western Europe points to a common purpose.
Some scholars think that rites, processions, and sacred
dances were held in and around the megalithic structures,
celebrating the resurgence of life in spring and summer.
These practices correlate with what we know of early agri-
cultural societies, for which the timing of seasonal changes
was of crucial importance.

Also consistent with agricultural concerns are interpre-
tations of Stonehenge and other megalithic structures as

ARCHITECTURE
Post-and-Lintel Construction

In this system of construction, vertical uprights (posts)
support a horizontal element (the lintel). Figure 3.12 is a
diagram of the most basic single post-and-lintel form. In later
eras, this simple system was elaborated into highly com-
plex structures.

| Lintel
| [ | 2 Post

3.12 Post-and-lintel construction.

astronomical observatories, used to predict lunar eclipses
and to keep track of time. At Stonehenge, for example, the
absence of a roof reinforces the relationship of the struc-
ture with the sky and celestial phenomena. Carnac (see fig.
3.8) has been described as an observatory in which each
menhir functions as a point on a landscape graph. Else-
where, direct evidence of astronomical markings on carved
stones has been found. The circular monuments in particular
are aligned according to the positions of the sun and moon
at critical times of year. Earlier cromlechs were oriented
toward sunrise at the winter solstice, and later ones at the
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3.14 Inside ring of Stonehenge.

summer solstice. At Stonehenge, the avenue is aligned with
the rising summer sun. An observer standing in the middle
of the circle about 1800 B.c. would have seen the sun rise
over the Heel Stone (see fig. 3.11) on June 21, the summer
solstice. Other stones are aligned with the northernmost
and southernmost points of moonrise.

The greatest megalithic monument of the Neolithic
era in Western Europe was also among the last. Around
2000 B.c., as the use of metal increased, the construction of
large stone monuments declined.
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writing—a momentous development in human history.

Writing enabled people to keep documents and create a
body of literature. The Near East produced the first known
epic poetry, written history, religious texts, and economic
records. These were based on earlier traditions, and they
provide insights into the origins of human thought and
civilization. They also shed light on the artistic products
of ancient Near Eastern civilization in a way that is not
possible for preliterate times. Before exploring the inven-
tion of writing and its relation to art history, however,
we consider the rise of Neolithic cultures in this part of
the world.

I t was in the ancient Near East that people first invented

The Ancient Near East

The Neolithic Era

Neolithic culture developed some four thousand years earlier
in the Near East than in Europe. As with Neolithic Western
Europe, the Near East made the transition from nomadic
hunting and gathering to a more settled life centered on
agriculture and animal herding. Droughts and floods made
it difficult to grow crops or establish permanent communities
in certain areas. In response, people learned how to manage
water supplies with large-scale irrigation systems. The social
structures that made this possible—organized labor and sta-
bilized political power—contributed to the rise of increas-
ingly complex urban cultures.
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Agricultural rituals celebrated fertility and the veg-
etation cycles of birth-death-rebirth. Perhaps the most
constant artistic and religious presence in the Neolithic
religions of the Near East was a female deity and her male
counterpart. Neolithic architecture reflects increasingly
elaborate concepts of sacred space in which religious
buildings symbolize the cosmic world of the gods. Archae-
ologists have also excavated mud-brick fortification walls
and found evidence of town planning.

Jericho

The Neolithic settlement of Jericho, located in the West
Bank, is one of the world’s oldest fortified sites. It was
originally built c. 8000-7000 B.C., when it was surrounded
by a ditch and walls 5 to 12 feet (1.52 to 3.65 m) thick, from
which rose a tower some 30 feet (more than 9 m) high.
Jericho’s walls protected a city of rectangular houses and
mud-brick public buildings on stone foundations. The walls
of the brick houses were plastered and painted. In addi-
tion to providing shelter for the living, dwellings in Jericho
housed the dead. Corpses buried under the floors indicate
an ancestor cult, a conclusion reinforced by one of the most
intriguing archaeological finds, the so-called Jericho skulls
(fig. 4.1). These uncanny skull “portraits” are almost literal
renderings of the transition between life and death. The
dead person’s detached skull presumably served as a kind
of armature on which to rebuild the face and thus preserve
the memory of the deceased.

4.1 Neolithic plastered
skull, from Jericho,

c. 7000 B.c. Life-size.
Archaeological
Museum, Amman,
Jordan. Skulls such

as this reflect an
attempt to recon-
stitute the image of
the dead person by
modeling features in
plaster. The hair was
painted and cowrie
shells were embedded
in the eye sockets.

Catal Hiyiik

Similar burials in houses
were found at the site of Catal

Hiiytik in Anatolia (modern Turkey). Dating from c. 6500-
5500 B.cC., this is the largest Neolithic site so far discovered
in the ancient Near East.

Archaeologists found evidence of a culture in which

agriculture and trade were well established. The lay-
out of the town suggests that it was planned without
streets. Instead, as shown in figure 4.2, one-story mud-
brick houses were connected to each other by their roof-
tops, and scholars assume that ladders provided access
from ground level. Windows were small, but a ventilation
shaft allowed smoke from ovens and hearths to escape.
The interiors of the houses were furnished with built-in
clay benches used as seats and beds. Skeletons were bur-
ied under floors and benches. Some of the skeletons were
coated with red ocher, and deposits of jewelry and wea-
pons were buried with them.
Little is known of the religious beliefs at Catal Hiiyiik
since it was a preliterate culture. However, archaeolo-
gists have identified elaborately decorated chambers
that may have functioned as shrines. One motif
that was particularly prevalent among the
decorations is the bull, which was widely
worshiped in the ancient world, as it
apparently was at Catal Huytuk.

4.2 Reconstruction of Catal Huyiik, Turkey.



Mesopotamia

Mesopotamia (in modern Iraq) was the center of ancient
Near Eastern civilization. Its name is derived from the
Greek words mesos (middle) and potamos (river). Mesopo-
tamia is literally the “land between the rivers”—the Tigris
and the Euphrates. The Mesopotamian climate was harsh,
and its inhabitants learned irrigation to make the land fer-
tile. The southern terrain was open and without natural
protection; as a result, Mesopotamian cities were vulner-
able to invasion but also accessible to trade.

The Neolithic period in Mesopotamia ended c. 4500—
4000 B.c. It was followed by urbanization and the construc-
tion of the first known monumental temples. These were
oriented with their corners toward the four cardinal points
of the compass, suggesting religious beliefs relating sacred
architecture to earth and sky.

The Uruk Period (c. 3500-3100 5.c.)

The city of Uruk (known as Erech in the Bible and Warka in
present-day Iraq) has given its name to a period sometimes
known as Protoliterate, when the earliest known writing
developed.

PRIMARY SOURCE
Inanna

Evidence of the Mesopotamian goddess of fertility, love,
and war is found in precincts dedicated to her as early as the
fourth millennium B.C. Inanna to the Sumerians and Ishtar
to the Akkadians, she was the wife of the shepherd-god
Dumuzi, referred to in the Bible as Tammuz. Their court-
ship and sacred marriage, his death and return, and her
descent into the underworld are sung in several Mesopo-
tamian hymns.

Inanna had multiple aspects to which these hymns were
addressed. She was the “holy priestess of heaven,” “thun-
dering storm,” “lady of evening and of morning,” and “joy of
Sumer.” She was also fearsome, and she had to be appeased
with offerings like the alabaster vase in figure 4.3, which
may depict Inanna herself. One of the hymns to Inanna has
been translated as follows:

In the pure places of the steppe,

On the high roofs of the dwellings,

On the platforms of the city,

They make offerings to her:

Piles of incense like sweet-smelling cedar,
Fine sheep, fat sheep, long-haired sheep,
Butter, cheese, dates, fruits of all kinds.'

4.3 Sculptured vase, from
Uruk, c. 3500-3000 B.C.
Alabaster, 3 ft. (91.4 cm)
high. Iraq Museum,
Baghdad. The abundance
of vegetation in the ico-
nography of this vase
reinforces its relationship
to festivals of seasonal
renewal and rebirth. The
association of these rites
with Inanna, the goddess
of love and fertility, is
almost certainly derived
from the role of the Neo-
lithic mother goddess.

It is possible that
the New Year festival
in honor of the goddess
Inanna (see Box) is the
subject of the impressive
alabaster vase (fig. 4.3)
found at Uruk. It is 3 feet
(91.4 cm) in height and
decorated with four hor-
izontal low-relief bands,
or registers. In the top
register a goddess (not
visible here), possibly
Inanna herself, receives

a figure with a basket of

fruit. In the next register nude

men walk from right to left, also bear-

ing offerings. In the third register rams alternating with

ewes march around the vase in the opposite direction. Bar-

ley stalks alternate with date palms below. The abundance

of vegetal iconography on this vase suggests its association
with agricultural festivals of renewal and rebirth.

Several conventions—generally recognized features
of representation—evident here remain characteristic of
ancient Near Eastern art. Although the figures are stocky
and modeled three-dimensionally, they occupy a flat space,
which is partly defined by their poses. Legs and heads are in
profile, the torsos turn slightly, and the eyes are frontal, cre-
ating a composite or synthesized view of the human form.
There is no indication of space extending back behind the
figures, who walk as if on a thin ledge. In the top register,
figures and objects seem suspended in midair.
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4.4 The remains of the White Temple on top of its ziggurat, Uruk,
c. 3500-3000 B.c. Stone and polished brick; temple approx. 80 x

60 ft. (24.38 x 18.29 m); ziggurat approx. 140 x 150 ft. (42.7 x 45.7 m)
at its base and 30 ft. (9.1 m) high. It was called the “White Temple”
because of the white paint on its outer walls.

o T O

4.5 Plan of the White Temple
on its ziggurat, Uruk.

RELIGION
Mesopotamian Gods

In ancient Mesopotamian religion, the bull was worshiped
as the supreme male god Anu. He was also the sky god, and
his roar was thunder. Ninhursag, the great mother goddess,
was the Lady of the Mountain. Enlil was the god of the air; Ea
(or Enki), the water god; Nanna (or Sin), the moon goddess;
Utu (later Shamash), the sun god; and Inanna (later Ishtar
and Astarte), the goddess of love, fertility, and war-.

Ziggurats

The ziggurat—the term is derived from the Assyrian word
for “raised up” or “high”—is a uniquely Mesopotamian
architectural form. Mesopotamians believed that each city
was under the protection of a god to whom the inhabitants
owed service, and they built imitation mountains, or ziggu-
rats, as platforms for the god. Mountains were believed to
embody the immanent powers of nature: they were sources
of the life-giving water that flowed into the plains and made
agriculture possible. The goddess Ninhursag, a source of
nourishment, was also the Lady of the Mountain. As a sym-
bolic mountain, therefore, the ziggurat satisfied one of the
basic requirements of sacred architecture: the creation of a
transitional space between people and their gods.

Ziggurats are examples of load-bearing construction,
a system of building that began in the Neolithic period.
Their massive walls had small openings or none at all. They
were usually solid, stepped structures, tapering toward the
top, with a wide base supporting the entire weight of the
ziggurat.

At Uruk the earliest surviving ziggurat (fig. 4.4) dates
from between 3500 and 3000 B.c. It was a solid clay struc-
ture reinforced with brick and asphalt. White pottery jars
were embedded in the walls, their rims creating a sur-
face pattern of white circles framing the dark round spaces
of their interiors. Ziggurats remained characteristic struc-
tures throughout Mesopotamian history and became
increasingly elaborate as belief systems and technology
evolved.

The ziggurat at Uruk supported a shrine, the “White
Temple,” which was accessible by a stairway and oriented
toward the four cardinal points. Figure 4.5 shows the plan
of the rectangular White Temple, possibly dedicated to Anu,
the sky god. It was divided into several rooms off a main
corridor, or cella, which probably contained the altar.
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4.6 Cylinder seal and impression from Uruk, c. 3500—3000 B.C.
Greenish black serpentine, 1% in. (29.5 mm) high, | in. (25 mm)
diameter. The Pierpont Morgan Library, New York. The scene
shown has been interpreted as a leather shop (note the man
carrying an animal hide).

Cylinder Seals

The earliest examples of cylinder seals, which are ex-
amples of glyptic art (from the Greek word glyptos, mean-
ing “carved”), were produced during the Uruk period. The
seal in figure 4.6 is a small stone cylinder into which an
image has been carved. In a process known as intaglio
printing, the seal’s hard, incised surface would have been
pressed against a soft surface, leaving a raised impression
in reverse. When a cylinder seal was rolled across a clay
tablet or the closure on a container, it created a repetitive
band of images. Seal impressions were used originally to
designate ownership and to keep inventories and accounts,
and later to legalize documents. They offer a rich view of
Mesopotamian iconography and the development of picto-
rial style over a three-thousand-year period.

From Pictures to Words

The use of seal impressions to designate ownership con-
tributed to the development of writing. During the Uruk
period, around 3500 to 3000 B.c., abstract wedge-shaped
characters began to appear on clay and stone tablets
(fig. 4.7). The earliest-known written language comes from
Sumer, in southern Mesopotamia, and persisted as the lan-
guage of the priestly and intellectual classes throughout
Mesopotamian history. Its script is called cuneiform, from
the Latin word cuneus, meaning “wedge” (see fig. 4.13).
After c. 2300 B.C. a Semitic language, Akkadian, belonging
to a people who may have come from the west, became
more prevalent than Sumerian. The Sumerian and Akka-
dian cultures coexisted for many centuries, and their lan-
guages roughly correspond to the two main geographical
divisions of Mesopotamia: Sumer and Akkad. Both lie

between the Tigris and Euphrates rivers, Sumer in the
south and Akkad in the north.

Some time after the invention of writing, a Mesopo-
tamian literature developed. The written word, which had
originated in response to a practical need for daily record-
keeping, became a tool of creative expression. Much epic
poetry of Mesopotamia (see Box, p. 38) deals with the
origins of gods and humans, the history of kingship, the
founding of cities, and the development of civilization.
According to Sumerian tradition, a great flood occurred
shortly before the invention of writing, separating preliter-
ate Mesopotamia from its literate, historical era.

4.7 Clay tablet with the pictographic text that preceded cuneiform,

probably from Jemdet Nasr, Iraq, c. 3000 B.C. 3% x 3% in. (8 x 8 cm).

British Museum, London, England. This tablet is covered with inscrip-
tions made by pressing a stylus (writing implement) into the surface.

In addition to the written word, Sumerians used a numerical system

with a base of 60, as well as a decimal system.
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LITERATURE
Gilgamesh

The Epic of Gilgamesh, the oldest surviving epic poem, is pre-
served on cuneiform tablets from the second millennium B.C. It
recounts Gilgamesh’s search for immortality as he undertakes
perilous journeys through forests and the underworld, encoun-
tering gods and struggling with moral conflict. The opening
lines introduce Gilgamesh as a hero who saw and revealed the
mysteries of life:

The one who saw the abyss . . .

... he who knew everything, Gilgamesh,

who saw things secret, opened the place hidden,

and carried back word of the time before the Flood.?

Gilgamesh finally attains immortality as the builder of Uruk’s
walls. He establishes urban civilization and lays the foundations
of historical progress. The poem also refers to his having “cut
his works into a stone tablet.” Just as the megalithic builders
of Neolithic Europe revered stone as a permanent material,
so Gilgamesh founded a city of stone walls and ensured that
the record of his achievements was written in stone. This
is consistent with the historical fact that the earliest writing
was actually inscribed on stone or clay tablets. The works of
Gilgamesh were thus literally as well as figuratively “carved
in stone.”

4.8 Statues from the Abu Temple at Tell Asmar, c. 2700-2500 B.C. Limestone, alabaster, and gypsum, tallest figure
approx. 30 in. (76.3 cm) high. Iraq Museum, Baghdad, and Oriental Institute, University of Chicago.
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Sumer: Early Dynastic Period
(c. 2800-2300 B.C.)

Tell Asmar Many small cult figures were produced dur-
ing the Early Dynastic period, such as those from Tell
Asmar (fig. 4.8), a Sumerian site about 50 miles (80 km)
northeast of modern Baghdad, in Iraq. It is not known
whether these figures were originally a unified group,
but most hold a cup. The men are bare-chested, and the
women wear robes over one shoulder. All the figures are
made of pale stone, with their features emphasized in black
pitch. The eyes are shells, and the pupils are inlaid with
black limestone. The largest male statue is thought to rep-
resent an important person dedicating himself to the god
Abu. Probably the statues represent worshipers of vary-
ing status, and the size of a statue was determined by the
amount of money its donor paid for it. Thus these figures
are rendered with so-called hierarchical proportions, a
convention equating size with status.

The statues are cylindrical, reflecting the Mesopotamian
preference for rounded sculptural shapes. Also charac-
teristic is the combination of stylization—visible here in
the horizontal ridges of the males” hair and beards—with
suggestions of organic form in the cheeks and chin. The
frontal poses and vertical planes of these figures endow
them with an air of imposing solemnity. Their frontality is
emphasized by the prominence of large, wide-open eyes,
indicating awe in the presence of divinity.

Ur At the Sumerian site of Ur, the English archaeolo-
gist Sir Leonard Woolley (1880-1960) discovered the so-
called royal cemetery. The gold objects found in the burials
included chariots, harps, sculptures, headdresses, and jew-
elry. The restored, elegant lyre soundbox (fig. 4.9) from Ur
indicates not only the enjoyment of music and the use of
musical instruments, but also the superb craftsmanship of
early Sumerian artists. The significance of the gold bearded
bull’s head and the inlay decoration at the front of the box
is uncertain, but it is likely that they served a ritual purpose
and had mythological meaning. The head was combined
with a stylized human beard of semiprecious, dark blue
lapis lazuli, illustrating the ancient Near Eastern taste for
combinations of species.

4.9 Restoration of a Sumerian lyre, Ur, c. 2600 B.C.
Wood, gold leaf, and inlay, height of bull’s head
approx. 12 in. (30 cm). British Museum, London,
England. The box is hollow to improve the quality
of the sound.




face in the form of a beard made of spiraling

curls. In this head, the energy and rhythm of the
stylizations combine with an organic facial struc-
ture to produce an air of regal determination.

Naram-Sin Sargon I's grandson, Naram-Sin,
recorded his victory over a mountain people, the
Lullubians, in a commemorative stele (fig. 4.11)—an
upright stone marker. This form of record keeping
used inscriptions and relief images to memorialize
important events.

The stele of Naram-Sin proclaims the military,
political, and religious authority of Naram-Sin. He is
identified as a god by the horned cap, and he domi-
nates the scene by his large size and prominent posi-
tion. His long beard is a conventional sign of virility

' 4.11 Victory stele of
4.10 Head of an Akkadian ruler (possibly Sargon 1), from Nineveh, Naram-Sin, c. 2300—

Iraq, c. 2250 B.C. Bronze, 12 in. (30 cm) high. Museum of Antiquities, 2200 B.c. Pink sandstone,
Baghdad, Iraq. This head, found on a trash heap, is what remains of 6 ft. 6 in. (1.98 m) high.
a full-length statue. Louvre, Paris, France.

This stele suffered an
ironic twist of fate

when it was taken as
Akkad (c. 2300-2100 B.c.) booty by invaders

Sargon | The founder of the Akkadian dynasty, Sargon I, from the southeast.
reigned for over half a century, from c. 2300 to 2250 B.C. What Zad bee”k
(see Box), gaining control of most of Mesopotamia and the created to mar

. . . an Akkadian
lands beyond the Tigris and Euphrates rivers. A nearly life- victory was
size bronze head (fig. 4.10) may be his portrait. looted to mark

The power of this work is in the self-confident facial the Akkadians’
features emerging from a framework of stylized hair. The defeat.

eye sockets would originally have been inlaid with precious
stones, which have since been gouged out—perhaps for
their intrinsic value or perhaps to destroy the power of the
image. At the back of the head, the hair is bound in a bun
and is elaborately designed in a regular arrangement of sur-
face patterns. Large curved eyebrows meet on the bridge
of the assertive nose. A striking V-shape frames the lower

SOCIETY AND CULTURE
Sargon of Akkad

With Sargon, we encounter another “first” in Western
history—the legendary birth story of one who is destined
for greatness. These tales typically link humble origins to
later fame. Sargon’s story, inscribed on a tablet, recounts
his lowly illegitimate birth. His mother sends him down a
river in a basket (which resonates with the biblical account
of Moses in the bulrushes). A man named Akki, who is draw-
ing water, finds Sargon and raises him as his own son. Later
Sargon rules in the city of Agade, or Akkad, whose inhabi-
tants are called Akkadians.

40
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and, therefore, of his potency as both man and ruler. He
wears a necklace with a protective bead. Also exerting a
protective force are the stars shining prominently over him.
Together with the landscape details, they reflect the Akka-
dian taste for depicting nature.

Two defeated enemies are before the ruler, one pray-
ing for mercy and the other trying to pull a spear from his
neck. Naram-Sin and his victorious followers march unhin-
dered up the mountain while the defeated soldiers fall.
This opposition exemplifies a convention in which going
up denotes success and downward movement denotes fail-
ure or death. In a related convention, Naram-Sin steps on
a defeated foe, indicating triumph. The nudity of Naram-
Sin’s victims shows that they are dead.

To the degree that Naram-Sin’s own body is exposed,
the artist was displaying an image of physical perfection
that was a sign of his inherent “goodness,” or “rightness,”
as a ruler. He is intentionally portrayed with his right side
most visible to the viewer, in keeping with a Mesopotamian
belief that a ruler’s right side—including his right arm and
right ear—had to be both intact and well formed for his
state to prosper.

Neo-Sumerian (c. 2100-1800 B.c.)

After flourishing for about a century, the Akkadian dynasty
was defeated. Following a period of turmoil, there was a
revival of Sumerian culture.

Gudea is the best-known king of Lagash, a thriving Neo-
Sumerian city-state. His extensive building programs were
made possible by his ability to maintain peace in his own
territory, despite continual political upheavals surround-
ing Lagash. Gudea embodied the transition between gods
and humans. Just as the ziggurats linked earth with the
heavens, so Mesopotamian rulers were viewed as the gods’
chosen intermediaries on earth. Such ideas form the basis
for the continuing belief in the divine right of kings.

Gudea’s image is familiar from a series of similar statues
made of diorite, a hard black stone that had to be imported.
He either stands or sits, usually with hands folded in an atti-
tude of prayer (figs. 4.12 and 4.13). Whether standing or
seated, Gudea wears a robe over his left shoulder, leaving
his right shoulder bare; the bottom of the robe flares out
slightly into a bell curve. In figure 4.12 he wears a round
cap decorated with rows of small circles formed by incised
spiral lines.

The seated Gudea (fig. 4.13) is compact; there is no
space between the arms and the body, and the neck is short

4.13 Gudea with temple plan, from Lagash, Iraq, c. 2100 B.C.
Diorite, 29 in. (73.7 cm) high. Louvre, Paris, France. Gudea’s affinity
with the Sumerian gods is revealed in his account of a dream in
which a god instructed him to restore a temple. In the dream,
Gudea saw the radiant, joyful image of the god Ningirsu wearing a
crown and flanked by lions. He was accompanied by a black storm
bird, while a storm raged beneath him. Ningirsu told Gudea to build
his house; but Gudea did not understand until a second god, Nindub,
appeared with the plan of a temple on a lapis lazuli tablet. Note that
Gudea’s skirt is covered with incised cuneiform inscriptions.

4.12 (Above) Head of Gudea, from Lagash, Iraq, c. 2100 B.C.
Diorite, 9 in. (22.9 cm) high. Museum of Fine Arts, Boston
(Francis Bartlett Donation of 1912).
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4.14 Nanna ziggurat, Ur, c. 2100-2050 B.c.

and thick. This contraction of space contributes to Gudea’s
monumentality, as does his controlled, dignified pose. The
typical Mesopotamian combination of organic form with
surface stylization can be seen in the juxtaposition of the
incised eyebrows with the more naturalistically modeled
nose, cheeks, and chin (fig. 4.12). In figure 4.13 the temple
plan on his lap identifies him as a patron of architecture.
His gesture of prayer establishes his relation with the gods
and their divine patronage as revealed in his dream (see
caption).

The Ziggurat of Ur

The Neo-Sumerian period reached a peak under Ur-
Nammu, the first king of its last important dynasty, the
Third Dynasty of Ur. He supervised the construction of
the great ziggurat at Ur (figs. 4.14 and 4.15), which is
more complex than the one in Uruk. Three stages were
constructed around a mud-brick core and culminated in
a shrine, which was accessible by a short stairway on the
northeast side. The mud brick was faced with baked brick
embedded in mortar made of bitumen (a type of asphalt).
Leading to a vertical gate, which provided the only point of
entry to the upper levels, were three long stairways, each
composed of one hundred steps. The ziggurat walls curve
gradually outward while sloping toward the center of the
structure, which functioned aesthetically to reduce the
rigidity of straight walls. The ancient Near Eastern prefer-
ence for rounded sculptural shapes thus carried over into
architectural design.

Shrine

4.15 Reconstruction drawing of the ziggurat, Ur.
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Old Babylonian Period (c. 1830-1550 B.c.) Under the rule
of King Hammurabi (c. 1792-1750 B.c.), Babylon gained
control of Mesopotamia. Today, Hammurabi is best known
for his law code, inscribed on a black basalt stele (fig. 4.16;
see Box). The law code of Hammurabi stands as an impor-
tant marker of legal history and the relationship of law to
the fabric of society. Its cultural importance is reflected in
its value as booty—Hammurabi’s stele, as well as Naram-
Sin’s, was carried off to Susa by invading Elamite armies.

Babylon (c. 1900-539 5.c.)

Continuing warfare between Mesopotamian city-states
led to the frequent rise and fall of different civilizations.
Some two centuries into the second millennium B.c., the
first dynasty of Babylon was established.

SOCIETY AND CULTURE
The Law Code of Hammurabi

The text of Hammurabi’s law code, com-
prising three hundred statutes, is written
in Akkadian in fifty-one cuneiform col-
umns. It provides a unique glimpse into
the social and legal structure of ancient
Mesopotamia. Although the stated pur-
pose of Hammurabi’s laws was to pro-
tect the weak from the strong, they also
maintained traditional class distinctions:
the lower classes were more severely
punished for crimes committed against
the upper classes than vice versa. There
was no intent to create social equal-
ity in the protection of the weak or in
the expressed concern for orphans and
widows; rather, this was meant to main-
tain social continuity and stability.
Three types of punishment stand out
in the law code of Hammurabi. The Tal-
ion Law—the equivalent of the biblical
“eye for an eye”—operated in the pro-
vision calling for the death of a builder
whose house collapsed and killed the
owner. In some cases, the punishment
fit the crime; for example, if a surgical

patient died, the doctor’s hand was cut
off. Perhaps the most illogical punish-
ment was the ordeal in which the guilt
or innocence of an alleged adulter-
ess depended on whether she sank or
floated when thrown into water.

Hammurabi stands before the Akka-
dian sun god, Shamash, who is enthroned
on a symbolic mountain. Shamash wears
the horned cap of divinity and an ankle-
length robe. He holds the ring and rod
of divine power and justice, and rays
emanate from his shoulders. Here the
conventional pose of the god in relief
sculpture serves a dual purpose. The
torso’s frontality communicates with
the observer, while the profile head and
legs turn to Hammurabi. Hammurabi
receives Shamash’s blessing on the law
code, which is inscribed on the remain-
der of the stele. The god’s power over
Hammurabi is evident in his greater size;
were Shamash to stand, he would tower
over the mortal ruler.

4.16 Stele inscribed with the law code of Hammurabi,
c. 1792-1750 B.c. Basalt, height of stele approx. 7 ft. (2.13 m),
height of relief 28 in. (71.1 cm). Louvre, Paris, France.
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Anatolia: The Hittites
(c. 1450-1200 B.C.)

The Hittites were an Anatolian people whose capital city,
Hattusas, was located in modern Boghazkdy, in central
Turkey. Like the Mesopotamians, the Hittites kept records
in cuneiform on clay tablets, which were stored on shelves,
systematically catalogued and labeled as in a modern
library. These archives, comprising thousands of tablets,
are the first known records in an Indo-European lan-
guage. Because they have survived, the cultural and artistic
achievements of the Hittites are fairly well documented.

The western entrance to the citadel (an elevated, fortified
city) of Hattusas (fig. 4.17) is a good example of the monu-
mental walls constructed by the Hittites. The guardian lions
are a traditional motif in ancient art because of the belief that
lions never sleep. Here they project forward as if emerging
from the natural rock. Their heads and chests are in high
relief, while some details, such as the mane, fur, and eyes,
are incised.

The most distinctive Hittite sculptures are usually carved
on the lower levels of city walls. Figure 4.18 represents
a Hittite war god. He is armed and helmeted and wears
a short tunic. Conforming to ancient Near Eastern con-
vention, his head and legs are depicted in profile with his
torso in front view. As in the art of Mesopotamia, the Hit-
tite sculptor has achieved a synthesis of stylization (the eye
and kneecaps) with organic form. Like the stele of Naram-
Sin, this relief projects an image of power.

4.17 Lion Gate (Royal
Gate), Hattusas, Boghazkoy,
Turkey, c. 1400 B.C. Stone,
lions approx. 7 ft. (2.13 m)
high. The lions face the
visitor approaching the
citadel. The direct confron-
tation, combined with the
open, roaring mouths,
served as a warning and
symbolically protected the
inhabitants against evil.

4.18 (Right) Hittite war
god, from the King’s
Gate at Hattusas,
Boghazkdy, Turkey,
c. 1400 B.C. 6 ft.
6% in. (2 m) high.



Assyria (c. 1300-612 B.c.)

A northern Assyrian city-state emerged as the next uni-
fying force in Mesopotamia. Located along the Tigris in
modern Syria, its capital city was named for Ashur, the
chief Assyrian deity. At the end of Hammurabi’s reign,
c. 1750 B.C., Ashur had become a prominent fortified city. By
1300 B.C. its rulers were in communication with the leaders
of Egypt, indicating that the Assyrians had achieved inter-
national status.

The Assyrian state is particularly well documented
through both its texts and the remains of architectural and
sculptural projects undertaken to reflect the might and
glory of its kings. The region in and around Assyria had a
great deal more stone available than the rest of Mesopota-
mia. As aresult, the Assyrians” determination to memorial-
ize their accomplishments could be satisfied by using local
stone.

Under Assurnasirpal II (reigned 883-859 B.C.), Assyria
became a formidable military force. Assurnasirpal’s rec-
ords are filled with boastful claims detailing his cruelty. He
says that he dyed the mountains red, like wool cloth, with
the blood of his slaughtered enemies. From the heads of his
decapitated enemies he erected a pillar, and he covered the
city walls with their skins.

The king’s might is the theme of alabaster reliefs that
lined the walls of his palace in present-day Nimrud, in Iraq.
Figure 4.19 shows Assurnasirpal at the back of a horse-
drawn chariot, his bow and arrow aimed at a rearing lion.
The king’s dominance over lions, a favorite subject in Assyr-
ian art, was a metaphor for the subjugation of his enemies.
The dynamic energy of the scene is reinforced by opposing
diagonal planes and muscular tension. The overlapping of
the horses creates an illusion of three-dimensional space.

Also symbolizing the king’s power were stone lamassu
(fig. 4.20), monumental divine genii who guard palace
entrances. Lamassu combine animal and human features—
in this case, a bull’s body and legs with a human head.
The hair, beard, and eyebrows are stylized, and the figure
wears a cylindrical three-horned crown of divinity.

4.19 (Above) King Assurnasirpal Il hunting lions, from Nimrud,
Iraq, c. 883-859 B.C. Alabaster relief, 3 ft. 3 in. x 8 ft. 4 in.
(99 cm x 2.54 m). British Museum, London, England.

4.20 Lamassu, from the gateway,

Dur Sharrukin (now Khorsabad, Iraq), c. 720 B.C.

Limestone, 14 ft. (4.26 m) high. Louvre, Paris, France. These came
from the palace of Sargon Il (reigned 721-705 B.C.). An ancient
visitor to the palace would experience the lamassu first as standing
and then as walking. The lamassu stands as the observer faces him
and walks as he passes by, all the while seeming to keep an eye out
for the king’s protection.
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4.21 Ishtar Gate
(reconstructed), from
Babylon, c. 575 B.c.
Glazed brick. Staat-

liche Museen, Berlin,
Germany. The idea of
a monumental gate-
way with a round
arch as a kind of
processional marker
persists—for exam-
ple, in the triumphal
arches of imperial
Rome (Chapter 9)
and the |9th-century
Arc de Triomphe in
Paris (Chapter 21).

The relief aspect of the lamassu is more evident from
the side than from the front. The figure combines organic
quality in the suggestion of bone and muscle under the
skin with several stylized surface patterns in the body
hair. Rising from above the foreleg in a sweeping curve
is a wing, which fills up the limestone block. The wing
draws the eye to the side view of the lamassu, a transition
further unified by the “reuse” of the foreleg in the side
view. In this unique arrangement, the lamassu conform
to the architectural function of an entrance, which is to
mark a point of access—they face the approaching visitor
and seem to stride past as one enters.

The Neo-Babylonian Empire
(612-539 B.C.)

By about 850 B.C., the Assyrians had taken control of Baby-
lon. They ruled until the early seventh century B.c., when
Nebuchadnezzar restored some of its former splendor.
The only extant example of monumental architecture
from the reign of Nebuchadnezzar (605-562 B.C.) is the
Ishtar Gate (fig. 4.21), one of eight gateways with round
arches (see Box) located inside Babylon. Named after
the goddess of love and fertility, the Ishtar Gate covered
a processional route through the city. It was faced with

TECHNIQUE
Glazing

Glazing is a technique for adding a durable, water-resistant
finish to clay objects. Glazes can be clear, white, or colored
and are typically made from ground mineral pigments mixed
with water. The minerals become vitreous (glasslike) and
fuse with the clay bodies of the objects when fired at high
temperatures in a kiln.

ARCHITECTURE
Round Arches

An arch may be thought of as a curved lintel connecting
two vertical supports, or posts. The round arch, as used in
the Ishtar Gate, is semicircular and stronger than a horizon-
tal lintel. This is because a round arch carries the thrust of
the weight onto the two vertical supports rather than having
all the stress rest on the horizontal.




blue-glazed (see Box) enamel bricks and
edged with white and gold geometric
designs. Set off against the blue back-
ground are rows of bulls and dragons
depicted in relief. They proceed in a hori-
zontal plane either toward or away from
the arched opening.

Iran (c. 5000-331 B.c.)

To the east of Mesopotamia lay ancient Iran,
named after the Indo-European Aryans,
who may have entered the Near East from
the steppes of present-day Russia.

By the fifth millennium B.C. a distinctive
pottery style had emerged in ancient Iran. A
large painted pottery beaker from Susa, the
capital of Elam in the southwest, exemplifies
the artistic sophistication of the early Iranians
(fig. 4.22). It combines elegant form with a pref-
erence for animal subjects, which are character-
istic of Iranian art. The central image is a stylized
ibex (wild goat), whose body is composed of two curved
triangles; its head is a small triangle, with individual lines
comprising the beard and tail. The two large curved horns
are particularly striking. They occupy two-thirds of the
framed space and encircle a stylized plant form.

The ibex stands upright in contrast to the dogs, whose
outstretched forelegs create an illusion of motion around
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4.22 Beaker, from Susa, capital of Elam (now
in Iran), c. 5000—4000 B.c. Painted pottery,
1% in. (28.6 cm) high. Louvre, Paris. The
images painted on the beaker are consistent
with the fact that the viewer is more aware
of its circularity at the rim and base than on
the broader surface in between.

the upper part of the beaker. A sense of
slower movement is conveyed by the
repeated long-necked birds, which seem
to be parading along the top register in
the opposite direction. By using the largest
visible surface of the beaker for the stand-
ing ibexes (there is a second one on the
other side), and the top two registers for the
repeated animals, the artist harmonizes the
painted images with the three-dimensional
form of the object.
An unusual sculpture dating from c. 3000
B.C. merges the form of a bull with a human
pose (fig. 4.23; see Box). The figure wears a
patterned skirt and kneels as if before a deity.
Extended forward between the hooves is a
spouted vessel that may have been an offering. Small lime-
stone pebbles inside the figure suggest that it was used as
a rattle or cult instrument. Its shiny surface and compact
tension contribute to its curious combination of elegance
and monumentality. Because this figure is unique in ancient
art and because its original context is unknown, its signifi-
cance has so far eluded researchers.

SOCIETY AND CULTURE
Destroying the Archaeological Record

Objects such as the Kneeling Bull in figure 4.23 create significant problems
for archaeologists and raise questions about the plunder of archaeological
sites. This particular work, like many others from ancient civilizations around
the world, is certainly authentic (i.e., not a modern forgery), but it has no
provenience. That is, it appeared on the art market without any record
of its place of origin. Presumably because it is one of thousands of objects
plundered for profit, the circumstances of its removal from the ground are
unknown. It can be identified as Proto-Elamite on the basis of stylistic and
iconographic analysis through comparison with related works excavated in
known circumstances. But it cannot be assigned a specific context. We do
not know what city it is from or whether it was found in a house, a palace,
or a temple; its function is also unknown. Once the archaeological record of
such an object is destroyed, a piece of history is lost forever. As a work of
art, from a purely aesthetic point of view, the figure is immensely satisfying
and reflects high-quality workmanship. As a visual document and an expres-
sion of a time and place, it remains a mystery.

4.23 Kneeling Bull, southwest Iran, Proto-Elamite, 3100-2999 B.c.
Silver, 67 in. (16.3 cm) high, 272 in. (6.3 cm) wide. Metropolitan
Museum of Art, New York. Purchase, Joseph Pulitzer Bequest, 1966.
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4.24 Stag, from Kostromskaya, Russia, 7th century B.c. Chased gold,
12% in. (31.7 cm) long. State Hermitage Museum, Saint Petersburg,
Russia. As with the Paleolithic cave paintings and carvings of Western
Europe, this Scythian work is the product of artists familiar with the
animals around them.

The Scythians

(8th—4th century B.C.)

The influence of early Iranian art persists in the much later
animal art of the Scythians from southern Russia. Because
the Scythians were nomadic, their art was portable. It is
characterized by vivid forms and a high degree of techni-
cal skill. A stag from the seventh century B.c. (fig. 4.24) is a
typical Scythian gold object. The artist has captured a natu-
ralistic likeness of the animal, while at the same time form-
ing its antlers into an abstract series of curves and turning
its legs into birds. Such visual metaphors, in which forms
of one animal are transformed into those of another, are
characteristic of Scythian animal art. They also enhance the
illusion of motion; although it is clear from the folded, bird-
shaped legs that the stag is not moving, there is a sense of
movement in the curvilinear patterning.

4.25 Apadana (Audience
Hall) of Darius and stair-
way, Persepolis (in mod-
ern Iran), c. 500 B.C.
Approx. 250 ft.2 (23.2 m?).
The Apadana was deco-
rated with a hundred
columns 40 feet (12.2 m)
high. Originally painted,
the shafts show influences
from other cultures, in-
cluding Egypt (Chapter 5)
and Greece (Chapter 7),
but the bull capitals were
unique to Persia.

Achaemenid Persia
(539-331 B.C.)

By the late seventh century B.c., the Babylonians and the
Medes had united against the Assyrians. Cyrus the Great
led the Persians against Lydia, in Anatolia, in 546 B.C. and
against Babylon in 539 B.c. Under Cyrus, the Medes and
the Persians united, and the Persians rose to dominance
in the Near East. They created an empire that was even
larger and more powerful than that of the Assyrians. The
Assyrians influenced the Persians in several ways, most
notably in their determination to celebrate kingship on a
grand scale.

Both the culture and the style of the Persians are called
Achaemenid, or Achaemenian, after Achemenes, the
founder of the dynasty. There were no Achaemenid temples
—religious rituals were held outdoors, where fires burned
on altars. The Persians followed Zoroaster, who taught that
the world’s two central forces were light and dark.

The most elaborate Achaemenid architectural works
were palaces. The best example is at Persepolis (Greek for
“city of the Persians”). Started in about 520 B.c. by Darius I,
work continued over many years under his successors,
especially Xerxes and Artaxerxes I. Persepolis was built on
a stone platform and consisted of multistructured rooms.
The most important structure was the Apadana, or Audi-
ence Hall (fig. 4.25), a columned chamber where the king
received foreign delegations (see Box). The capitals were
constructed in the form of double bulls facing in oppo-
site directions (fig. 4.26). With their legs tucked under the
body, the bulls shown here have a dynamic, organic qual-
ity despite the stylized details. The choice of a bull as the
capital parallels the animal’s and the king’s connotations of
power and fertility. The bull is also an architectural meta-
phor for the position of the king as head of state.
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4.26 Bull capital, Persepolis, c. 500 B.C.

Further emphasizing the king’s grandeur are the reliefs
lining the walls and stairways of the palace at Persepolis.
In contrast to the aggressive military scenes on Assyr-
ian reliefs, Persian reliefs depict tributes and offerings
presented to the ruler. This distinction is consistent with
the political styles of the two civilizations—unlike the cru-
elly repressive Assyrian Empire, the Persian Empire was
generally administered in an orderly and tolerant way.
At Persepolis, sculptured groups of delegates to the pal-
ace proceed solemnly around the walls. The wall in figure

ARCHITECTURE
Columns

A column, like a pillar, is a tall, slender upright. Columns
can be freestanding and sculptural, but they are usually archi-
tectural supports—the “posts” of the post-and-lintel system
of elevation. At Persepolis, columns consist of three main
parts: a lower base, a vertical shaft, and a capital on top,
on which the horizontal lintel rests. The term capital comes
from the Latin word caput, meaning “head,” and refers to its
position at the top of the column.

4.27, for example, shows members of the royal guard,
whose broad, slightly curved drapery folds contribute
to the sense of slow, ceremonial movement. The styliza-
tions, particularly the curls of hair and beard, are classi-
cally Achaemenid. Vast numbers of such figures, like the
repeated columns and their bull capitals, focus attention—
both formal and iconographic—on the centrality and
greatness of the king. The motif of the lion attacking the
bull on either side of the royal guard is characteristic of
Achaemenid art.

-

4.27 Royal guards, relief on the stairway to the Audience Hall of Darius, Persepolis, c. 500 B.c. Photo: R. Ottria.
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Achaemenid artists were expert in metalwork. The gold
lion drinking vessel in figure 4.28 is clearly an object fit for
a king. Not only the intrinsic value of its material, but also
the complexity of its design and structure, suggest that it
comes from a royal workshop. It is formed from several
pieces of gold, but their sophisticated fusion makes it dif-
ficult to locate the joints. Thin gold threads were used—
altogether over 144 feet (44 m) of them—for the cup itself.
Like the bulls on the Persepolis capital, the gold lion con-
veys a sense of compressed space and muscular tension. Its
combination of stylized elements—such as the horseshoe-
shaped leg muscle, the bulges on either side of the nose,
the wing feathers and body hair—with convincing organic
form is typical of much ancient Near Eastern art. So is the
metamorphosing of the work from one form (the lion) into
another (the drinking vessel). But the specific nature of the
stylizations and the merging of elegance with monumental
power are characteristic of the Achaemenid aesthetic.

Persian domination of the Near East came to an end
nearly two hundred years after Darius [ began the palace at
Persepolis. In 331 B.C., Alexander the Great of Macedonia
conquered the Persians and went on to create the largest
empire the Western world had ever known.

4.28 Achaemenid drinking vessel, Persian, 5th century B.c. Gold,
6% x 9in. (17.1 x 22.9 cm). Metropolitan Museum of Art, New
York. Fletcher Fund, 1954 (54.3.3).
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The Gift of the Nile

gypt, in northeast Africa, was the home of one of the
E most powerful and longest-lasting civilizations of the

ancient world. In the Neolithic period, before about
7000 B.c., farming communities had settled along the banks
of the Nile. They used stone tools and made ivory and bone
objects and pottery. Until its unification around 3100 B.C.,
ancient Egypt had been divided into Upper Egypt in the
south and Lower Egypt in the north. Egypt was defined
by its most important geographical feature, the Nile, the
world’s longest river. Because annual floods kept the land
fertile, Egypt was called “the gift of the Nile.”

The Pharaohs

From approximately 3100 B.c., Egypt was ruled by pha-
raohs, or kings, whose control of the land and its people
was virtually absolute. Egyptian monumental art on a vast
scale begins with pharaonic rule, originating when King
Menes united Upper and Lower Egypt.

Modern scholars have divided Egyptian history into the
Predynastic and Early Dynastic periods, followed by the
Old, Middle, and New Kingdoms and the Late Dynastic
period. These were punctuated by so-called Intermediate
periods of anarchy or central political decline, as well as by
periods of foreign domination (see Box).

Between the Middle and New Kingdoms there was
a period of more than one hundred years during which
Semitic rulers in the northeastern Delta controlled Lower
Egypt. Known as the Hyksos, from the Egyptian word
heqau-khasut (meaning “princes of foreign countries”),
these rulers are thought to have introduced the horse-
drawn chariot to Egypt. During the New Kingdom, some
important changes occurred. Hatshepsut, the first queen
to assume pharaonic status and preside over an artistic
revival, co-ruled Egypt with Thutmose III from c. 1479 to
1458 B.C., and later, during the Amarna period, the pha-
raoh Akhenaten (ruled c. 1349-1336 B.C.) made important
changes in the hierarchy of gods.

Ancient Egypt

From the end of the New Kingdom, Egypt was weak-
ened by infiltration from other states. During the Late
Dynastic period, Egypt twice fell under Persian rule—from
525 to 404 B.C. and again in 343 B.C. In 332 B.C. the Persians
were defeated by Alexander the Great, who annexed Egypt
to his empire. After his death in 323 B.cC., control of Egypt
passed to the Macedonian general Ptolemy, whose succes-
sors ruled until the Roman conquest in 31 B.C.

The Egyptian Concept
of Kingship

As in Mesopotamia (Chapter 4), kings mediated between
their people and the gods. In Egypt, however, the kings
were considered gods. They ruled according to the prin-
ciple of maat, divinely established order (personified by
Maat, the goddess of truth and orderly conduct). From the
Third Dynasty, the god Ra, in the guise of the reigning pha-
raoh, was believed to impregnate the queen with a son who

Chronology: Egyptian Kings
(all dates before 664 B.C. are approximate)
Predynastic period 5450-3100 B.C.
Early Dynastic Dynasties -2 3100-2649 B.c.
period
Old Kingdom Dynasties 3—6 2649-2150 B.C.
First Intermediate ~ Dynasties 7—I | 2143-1991 B.C.
period
Middle Kingdom Dynasties 12-14 1991-1700 B.C.
Second Interme- Dynasties 15-17 16991641 B.C.
diate period (including the
Hyksos period) 1640—1550 B.C.
New Kingdom Dynasties 18-20 15501070 B.c.
Third Intermediate Dynasties 21-25 1070-660 B.C.
period
Late Dynastic Dynasties 26—30 688-343 B.C.
period Persian kings 343-323 B.C.
Ptolemaic period Macedonian kings ~ 323-31 B.C.
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would be heir to the throne. This divine conception was
part of each pharaoh’s official iconography. A queen could
be either the king’s mother or his principal wife. Marriages
occasionally took place between a pharaoh and his sister,
half-sister, or daughter when this was politically useful. The

ambiguous position of the queen by comparison with that
of the pharaoh reflects her complementary role. Certain
exceptions notwithstanding, Egyptian kingship was not for
women. The queen was the king’s means of renewal, pro-
viding him with male heirs to the throne or with daughters
for creating alliances through advantageous marriages.

In entering into incestuous marriages, the king, like the
gods, was distinct from the general population. The royal
family thus modeled its behavior on that of the gods, sepa-
rating itself from those it ruled. Egyptian kings maintained
power not by setting an example to the public at large, but
rather by their distinction from it. In the transfer of kingship
from father to son or to some substitute for a son, Egypt
created another avenue of identification with the gods.

The Palette of Narmer

The links between divine and earthly power can be seen in
an important ritual object, namely the Palette of Narmer
(figs. 5.1 and 5.2); it dates from the beginning of phara-
onic rule and is designed to project the ruler’s power. On
both sides, the palette is decorated in low relief. The large
scene in figure 5.1 is depicted according to certain con-
ventions that lasted for over two thousand years in Egypt.
King Narmer (thought to be Menes, the first pharaoh) is
the biggest figure—his size and central position denote his
importance. His composite pose, in which the head and
legs are rendered in profile view with the eye and upper
torso in frontal view, is an Egyptian convention. This is
a conceptual, rather than a naturalistic, approach to the
human figure, for the body parts are arranged as they are
individually understood, and not as they are seen in nature.
The entire figure is flat, as is the kilt, with certain details
such as the kneecaps rendered as stylizations, rather than
as underlying organic structure.

Narmer wears the tall white conical crown of Upper
Egypt (the hedjet) and threatens a kneeling enemy with a
mace. He holds this enemy by the hair, symbolizing con-
quest and domination. Two additional enemies who are
already dead occupy the lowest register of the palette.
Behind Narmer on a suspended horizontal strip is a ser-
vant whose small size identifies him as much less important
than the king. The servant holds Narmer’s sandals indicat-
ing that the king is on holy ground. In front of Narmer, at
the level of his head, is Horus, the falcon god of the sky
and kingship, who holds a captive human-headed creature
at the end of a rope. From the back of this figure rise six
papyrus plants, which represent Lower Egypt. The image
of Horus dominating symbols of Lower Egypt parallels
Narmer, crowned as the king of Upper Egypt and subdu-
ing an enemy.

At the top center of each side of the palette is a rectangle
known as a serekh. A serekh contained a king’s name in
hieroglyphs (pictures, symbolizing words, that were the
earliest Egyptian writing system) and was a flattened repre-
sentation of the royal palace. Flanking the serekh are frontal



5.1 Palette of Narmer, from Hierakonpolis, c. 3100 B.C. Slate, 25 in.
(63.5 cm) high. Egyptian Museum, Cairo. This is called the Upper
Egypt side because Narmer wears the white crown.

heads of the horned cow goddess Hathor, who guards
the king.

The other side of the palette (fig. 5.2) has three regis-
ters below the Hathor heads and the pharaoh’s name. In
the upper register, Narmer wears the red crown of Lower
Egypt (the deshret). His sandal-bearer is behind him, and
he is preceded by standard-bearers. At the far right, ten
decapitated enemies lie with their heads between their feet.
These figures are meant to be read from above, as a row
of bodies lying side by side. Such shifting viewpoints are
characteristic of Egyptian pictorial style.

Two felines, roped by bearded men, occupy the central
register. Their elongated necks frame an indented circle
similar to those that held liquid for mixing eye makeup on
smaller palettes. This one, however, was found as a dedica-
tion in a temple and is larger than those used in everyday
life. It was most likely a ceremonial, rather than a practi-
cal, object. The meaning of the felines, called serpopards,
is uncertain, but their intertwined necks could refer to Nar-
mer’s unification of Egypt (signified by his two crowns).
In the lowest register, a bull—probably a manifestation of
Narmer himself—dominates a fallen enemy.

5.2 Palette of Narmer (reverse side of fig. 5.1). This is called the
Lower Egypt side because the pharaoh wears the red crown.

Every image on the palette conveys Narmer’s might
and importance. He is protected by the gods. He is taller,
more central, and more powerful than any other figure.
He destroys his enemies and their cities. The iconographic
message of this work is a statement of power, for it cele-
brates the king’s divine right to rule and illustrates his abil-
ity to do so.

The Old Kingdom
(2649-2150 B.C.)

Pyramids

The most monumental architectural expression of the
Egyptian pharaoh’s power was the pyramid, his burial
place and zone of passage into the afterlife. Pyramids had
been preceded by smaller mastabas, single-story trapezoi-
dal structures; the term derives from the Arabic word for
“bench” (fig. 5.3). These were originally made of mud-brick
and later were faced with cut stones.
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| Original mastaba
2 Burial chamber

|
f,;::"i:“. 5.3 Step pyramid
2 r/://’/l\lt//‘ with a mastaba base.
a-

From 2630 to 2611 B.C., King Zoser’s architect Imhotep
constructed a colossal structure within a sacred architec-
tural precinct at Saqqara, on the west bank of the Nile about
30 miles (48 km) south of Cairo. Five mastabas of decreas-
ing size, one on top of the other, resulted in a “step pyra-
mid” (fig. 5.4). Inside, a vertical shaft some 90 feet (27.4 m)
long led to the burial chamber. The exterior was faced with
limestone, most of which has now disappeared.

The next major development in pyramid design was the
purely geometric type. Four triangular sides slant inward
from a square base so that the apexes of the triangles meet
over the center of the square. Originally, the sides were
smooth and faced with polished limestone, and the four
corners of the plan were oriented to the cardinal points. A

capstone, probably gilded, reflected the sun, signifying the
pharaoh’s divinity and identification with the sun. The most
impressive pyramids were built for three Old Kingdom pha-
raohs of the Fourth Dynasty: the pyramid of Khufu (the
largest, known as the Great Pyramid); the pyramid of his
son Khafre; and the pyramid of Khafre’s son Menkaure (fig.
5.5). All three are near Cairo at Giza, on the west bank of the
Nile, facing the direction of sunset (symbolizing death).

Each pyramid was connected by a causeway (an elevated
road) to its own valley temple at the edge of the original
flood plain of the Nile. When the king died, his body was
transported across the Nile by boat to the valley temple. It
was then carried along the causeway to its own funerary
temple, where it was presented with offerings of food and
drink, and the Opening of the Mouth ceremony was per-
formed (see fig. 5.19).

The pyramid was a resting place for the king’s body,
and burial chambers were constructed either in the rock
under the pyramid or in the pyramid itself. In Khufu’s case
(fig. 5.6), the burial chamber is located in the middle of the
pyramid. There were also smaller chambers, possibly for
the body of the queen, the organs of the deceased, and
worldly goods for the journey to the afterlife. The cham-
bers were connected by a maze of passages, including
dead ends designed to foil grave robbers. In this objective
the builders failed; during the Middle Kingdom a succes-
sion of thieves plundered all of the Gizapyramids.

From the pyramid of Khafre, a processional road led to
his valley temple, guarded by the Great Sphinx (fig. 5.7), a
colossal human-headed creature with a lion’s body, carved
out of sandstone. The location of the sphinx suggests that
it represented Khafre himself. Surrounding the sphinx’s
head is the trapezoidal pharaonic headcloth (the Nemes
headdress), which fills up the open space above the shoul-
ders and enhances the sculpture’s monumentality.

5.4 Step pyramid, funerary
complex of King Zoser,
Saqqara, Egypt, 26302611 B.C.
Limestone, 200 ft. (61 m) high.
Its architect, Imhotep, was a
priest at Heliopolis and is
reputed to have been the first
Egyptian to build monumental
stone structures. His name is
inscribed inside the pyramid,
where he is designated “First
after the King of Upper and
Lower Egypt.” He became a
legendary figure in ancient
Egypt, revered for his wisdom
as a magician, astronomer, and
healer, and was worshiped as
a god.



5.5 Pyramids at Giza,
Egypt, 2551-2472 B.C.
Limestone: pyramid of
Khufu approx. 480 ft.
(146 m) high; base of each
side 755 ft. (230 m) long.
The Giza pyramids were
built for three Old King-
dom pharaohs of the e
4th Dynasty: Khufu (c.2551- =
2528 B.c.), Khafre (c. 2520— ;
2494 B.C.), and Menkaure
(c. 24902472 B.c.). Khufu’s
pyramid—the largest of the
three—was over twice as
high as Zoser’s step pyra-
mid at Saqqara.
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5.6 (Above) Cross section of the pyramid of Khufu.

5.7 Colossal statue of Khafre, known as the Great Sphinx,

Giza, c. 2520-2494 B.C. Limestone, 66 ft. (20.12 m) high, 240 ft.
(73.15 m) long. In Egypt, as elsewhere in the Near East, lions
guarded entrances, especially to temples and palaces. In addition
to the tradition that lions never sleep, they were associated with
the sun as the eye of heaven.
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RELIGION
Egyptian Gods

The Egyptians, like their Near Eastern neighbors, were polythe-
ists. Gods were manifest in every aspect of nature; they influ-
enced human lives and ordered the universe, and they could
appear in human or animal form or as various human and animal
combinations. The result of this belief system was a pantheon
of enormous complexity. Over time the number was increased
by the introduction of foreign gods into Egypt. Like most poly-
theists, the Egyptians did not find the religious ideas of other
cultures incompatible with their own, and they incorporated
new deities either singly or in combination. This process of
fusion is known as syncretism. A few of the principal gods of
ancient Egypt in their most typical guises are listed here.'

Amon Great god of Thebes; identified with Ra as Amon-Ra;
sacred animals—the ram and goose.

Anubis  Jackal god, patron of embalmers; god of the necrop-
olis who ritually “opens the mouth” of the dead.

Aten God of the sun disk; worshiped as the great creator
god by Akhenaten.

Bes Helper of women in childbirth, protector against

snakes and other dangers; depicted as a dwarf with
features of a lion.

Hapy God of the Nile in flood; depicted as a man with
pendulous breasts, a clump of papyrus (or a lotus)
on his head, and bearing tables laden with offerings.

Horus Falcon god, originally the sky god; identified with the

king during his lifetime; the son of Osiris and Isis.

Imhotep Chief minister of Zoser and architect of his step
pyramid; deified and worshiped in the Late Dynastic
period as god of learning and medicine.

Isis Divine mother, wife of Osiris and mother of Horus;
one of four protector goddesses, guarding coffins

and canopic jars.

Maat Goddess of truth, right, and orderly conduct;
depicted as a woman with an ostrich feather on
her head.

Mut Wife of Amon; originally a vulture goddess, later

depicted as a woman.

God of the underworld, identified as the dead king;

depicted as a mummified king.

Ptah Creator god of Memphis, patron god of craftsmen;
depicted as a mummy-shaped man.

Osiris

Ra (Re) Falcon-headed sun god of Heliopolis, supreme judge;
often linked with other gods whose cults aspire to
universality (e.g., Amon-Ra).

Serapis  Ptolemaic period; with characteristics of Egyptian

(Osiris) and Greek (Zeus) gods.

Seth God of storms and violence; brother and murderer
of Osiris; rival of Horus; depicted as pig, ass, hippo-
potamus, or other animal.

Hath dd ith functi d attri ; of
athor Go. ess with many functions an .attrlbute’s often Thoth God of of writing and wisdom; often shown with the
depicted as a cow, or a woman with a cow’s head head of an ibis: Eeybti b d to hi h
or horned headdress; mother, wife, and daughter of ca o- an 1bis; Egyptian scribes prayed to him when
) . preparing a text.

Ra; protector of the royal palace; domestic fertility
goddess.

Mummification

For the ancient Egyptians, death was a transition to a simi-
lar existence on another plane. To ensure a good afterlife,
the deceased had to be physically preserved along with
earthly possessions and other reminders of daily activities.
This was first achieved by simple burial in the dry des-
ert sands. Later, coffins insulated the body and artificial
means of preservation were used. But in case the body of
the deceased did not last, an image could serve as a sub-
stitute. The dead person’s ka, or soul, was believed able to
enter the surrogate before journeying to the next world.

Procedures such as mummification highlight the ancient
Egyptian’s preoccupation with a continued material exis-
tence in the afterlife. Enormous resources were devoted to
providing for the dead, both on an individual level and, in
the case of the royal family and its court, on a grand scale
involving the whole society. Much of the art and writings
that have survived are funerary, preserved in the dry des-
ert climate for thousands of years.

The seventy-two-day process of embalming corpses
began with the removal of internal organs, except for the
heart, which was believed to be the seat of understand-
ing and was therefore left intact. The body was then
packed in dry natron (a natural compound of sodium car-
bonate and sodium bicarbonate found in Egypt), which
dehydrated the cadaver and dissolved its body fats.
Then the corpse was washed, treated with oils and oint-
ments, and bandaged with up to twenty layers of linen.
The substances applied to its skin caused the body to
turn black; later travelers took this to mean that the body
had been preserved with pitch, for which the Arabic
term is mumiya—hence the English terms “mummy” and
“mummification.”

The organs were embalmed and placed in four canopic
jars, but the brain was discarded as useless. Each jar held
a particular organ and was under the protection of one of
Horus’s four sons.
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Sculpture

Egyptian artists followed certain conventions for sculp-
tures in the round and in relief. The more important the
personage represented, the more rigorously the conven-
tions were observed.

An over-life-size diorite statue of Khafre (fig. 5.8) illus-
trates the conventional representation of a seated pharaoh.
Khafre sits in an erect, regal posture, both hands on his lap,
his right fist clenched and his left hand lying flat above his
knee. The sculptor began with a rectangular block of stone
to which the planes of the figure conform. Khafre’s throne
and its base are a stepped arrangement with two verticals
(corresponding to the king’s torso, upper arms, and calves)
meeting three horizontals (his forearms, thighs, and feet) at
right angles. Spaces between body and throne are elimi-
nated because the original diorite remains, reflecting the
symbolic identification of the king and his throne.

<54

Giza, 25202494 B.c. Diorite, 5 ft.
6 in. (1.68 m) high. Egyptian Museum,
Cairo. The standing lions carved
on Khafre’s throne are the king’s
guardians and images of regal
power in their own right. Horus,
who protects the back of Khafre’s
head, was the son of Isis, a mother
goddess called the “Pharaoh’s throne.”
Both gods reinforce Khafre’s divine
right of kingship. The association of
a ruler and his throne is reflected in
modern usage when we refer to
the “seat of power.”

‘6 5.8 Seated statue of Khafre, from
b

TECHNIQUE
The Egyptian Canon of Proportion

Canons of proportion are commonly accepted guidelines
for depicting the ideal human figure by specifying the rela-
tionships of the parts of the body to one another and to the
whole. They vary from culture to culture and have evolved
over time. The canons followed by Egyptian artists changed
only slightly from the Old to the New Kingdom, a reflection
of the unusual stability of ancient Egypt. The illustration here
(fig. 5.9) is based on the Old Kingdom canon as it was used
at Saqqara during the reign of Zoser.

The surface of a relief or a painting is divided into a grid
of squares, each equivalent to the width of the figure’s fist.
The distance from the hairline to the ground is 18 fists, from
the base of the nose to the shoulder | fist, and from the
fingers of a clenched fist to the elbow 4/ fists. The length
of a foot (heel to toe) is 3/ fists.

Note the characteristic way of depicting the human body:
the shoulders and the one visible eye are frontal; the head,
arms, and legs are in profile; the waist is nearly in profile but
is turned to show the navel. One purpose of this system was
to arrive at a conventional, instantly recognizable image. The
persistence of such canons contributed to the continuity of
Egyptian style over a two-thousand-year period.
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5.10 Menkaure and Queen Khamerernebty, from Giza, 2490—
2472 B.C. Slate, 4 ft. 62 in. (1.39 m) high. Courtesy Museum of
Fine Arts, Boston.

A good example of standing figures from the Old King-
dom is the statue of Khafre’s son Menkaure and Queen
Khamerernebty (fig. 5.10). The original upright rectan-
gular block remains visible in the base, between the fig-
ures, and at the back. Menkaure is frontal and stands as
if at attention, arms at his sides and fists clenched. His left
leg extends forward in an assertive stance signifying his
power. The Nemes headdress closes up the space around
the head, as in the sphinx at Giza. Both the kneecap and the
ceremonial beard are rectangular.

A comparison of Menkaure with Khamerernebty illus-
trates certain conventional differences between males
and females in Egyptian art. Within the rigorous social

hierarchy of ancient Egypt, a queen was below a king in
rank, a position indicated not only by her slightly smaller
size but also by her stance. Her left foot does not extend
as far forward as the king’s, nor are her arms as rigidly
positioned. In addition, her arms are bent, the right one
reaching around the king’s waist and the left one bent at
the elbow and holding the king’s left arm. Her open hands
lack the tension of the king’s clenched fists. Her garment,
in contrast to Menkaure’s, outlines the form of her body
and, like her wig, is more curvilinear. The less imposing,
more naturalistic, and less formal portrayal of the queen in
comparison with the king is a function of her lower rank.

The statues of Khafre and of Menkaure and Khamerer-
nebty were originally found in their valley temples. Their
function was to embody the ka of the royal personages they
depicted and to receive food and drink brought by wor-
shipers. Priests were believed to have the magic power to
transform the images into real people who could eat the
offerings.

Compared with the royal figures, the seated scribe in fig-
ure 5.11 is less monumental though no less impressive. He
sits cross-legged, a pose that was conventional for scribes.
A papyrus scroll extends across his lap, and his right hand
is poised to write. In contrast to statues of pharaohs, the
lower rank of the scribe meant that the sculptor could con-
vey a more individual character. The sculptor has also cut
away the limestone between the arms and body as well as
around the head and neck, thereby reducing the monumen-
tality of this statue as compared with that of Khafre. The
depiction of the scribe is also more personalized than that
of Khafre—he has a roll of fat around his torso, a potbelly,
and sagging breasts. This particular scribe must have been
of high status because he had his own tomb.

5.1l Seated scribe, from Saqqara,
Egypt, c. 2551-2528 B.C. Lime-
stone, 21 in. (53.3 cm) high.
Louvre, Paris, France. The scribe
retains his original paint, which
makes his eyes seem life-
like. In ancient Egypt,
scribes were among the
most educated people,
having to study law,
mathematics, and reli-
gion, as well as reading
and writing.



5.12 Senusret lll, c. 1878—1841 B.C.
Quartzite, 6% in. (16.5 cm) high.
Metropolitan Museum of Art, New York.
Gift of Edward S. Harkness, 1926.

The Middle Kingdom
(c. 19911700 B.C.)

Monumental architecture continued in
the Middle Kingdom, though much of it
was destroyed by New Kingdom pharaohs
for use in their own colossal building proj-
ects. Besides pyramids, a new form of tomb
was introduced. This was rock-cut architec-
ture, in which the sides of cliffs were excavated
to create artificial cave chambers. Rock-cut tombs
became popular with aristocrats and high-level bureau-
crats in the Eleventh and Twelfth dynasties, and in the New
Kingdom with the pharaohs. Thutmose I (reigned c. 1504—
1492 B.c.) was the first Egyptian pharaoh buried in a rock-
cut tomb in the Valley of the Kings, which is across the Nile
from Luxor and Karnak.

Middle Kingdom sculpture is often somewhat more
naturalistic than Old Kingdom sculpture. Forms tend to
be more rounded, and faces show occasional hints of an
expression.

The political turbulence and invasions of the First Inter-
mediate period that preceded the Middle Kingdom dis-
rupted confidence in the pharaoh’s absolute divine power.
Although pharaonic rule quickly reasserted itself, certain
works of art reflect a new national mood. The portrait of
Senusret III (fig. 5.12) exemplifies the new approach to
royal representation in the Middle Kingdom. He referred
to himself as the shepherd of his people, and his portrait
seems to show concern. Lines of worry crease the surface
of his face, and his forehead forms a slight frown. There
are bags under his eyes, and his cheeks are fleshy. This is
no longer solely an image of divine, royal power. Instead,
it departs from earlier conventions of royal representation,
and a specific personality emerges.

5.13 Plan of the temple of Amon-

Mut-Khonsu, Luxor, Egypt, begun 6

c. 1390 B.c. Reading the plan from o s
right to left, number | refers to the bid b sofl O
pylons flanking the entrance. From 230 e : 5
the entrance, one proceeded through 0 12 vt powy B3 B3
three open-air colonnaded court- (X

yards (2, 3, 4). Then the worshiper
was plunged into the darkened and
mysterious realm of the hypostyle
hall (5), beyond which lay the sanc-
tuary complex (6).
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The New Kingdom

(c. 1550-1070 B.C.)

Temples

The first known Egyptian temples
in the Neolithic period had been
in the form of huts preceded by a
forecourt. From the beginning of
the dynastic period, a courtyard,
hallway, and inner sanctuary were
added. The columned hallway, called
a hypostyle, was constructed in the
post-and-lintel system of elevation. Its
two rows of tall central columns were
flanked by rows of shorter columns.
The standard Egyptian temple, called a
pylon temple after the two massive sloping
towers (pylons) flanking the entrance, was designed
symmetrically along a single axis.

Temple of Amon-Mut-Khonsu The plan of the New
Kingdom temple of Amon-Mut-Khonsu at Luxor in figure
5.13 shows the spaces through which worshipers moved
from the bright outdoors to the dark inner sanctuary. When
they arrived at the entrance, they confronted two rows of
gods in animal form facing each other. At the end of the
row were two obelisks (tall, tapering, four-sided pillars
ending in a pointed tip, or pyramidion) and two colossal
statues of pharaohs (fig. 5.14).

From the courtyards (2, 3, and 4 on the plan), the
worshipers entered the hypostyle hall (5 on the plan), its
massive columns casting shadows and creating an awe-
inspiring atmosphere. The upper (clerestory) windows
let in a small amount of light that enhanced the effect of
the shadows. Most people never entered the temples, but
watched from the outside the processions for which the
temples were planned. The elite were allowed to enter the
courtyards, while the priests carried images of the gods in
and out of the innermost sanctuaries in boat-shaped shrines
called barks. The transitional quality of this architecture
is carefully designed to evoke the feeling of a mysterious

N
A !
esessesocec e
000
oo 000 ¢
e 992000 588983 C
: + S
s N80 RASM-T - 277
................ = 3y
tiesscoow R AN el
* o§ 9o {H
® S
a20edesiovvee om S n
S 0
900000000056 99000 98899008
°°°o°




Pharaoh

60 5 : ANCIENT EGYPT
Obelisk /
elis /A\ /}A\
‘. L 5 :
4 N
il =1
1
23 245"

o

a0

1%

A oL LI

SIEEN

— D =
o33 v & 5

i}

1ooR

i

=)

Recumbent deity

enclosure, a space implicitly accessible only to priests, pha-
raohs, and gods.

The temple of Amon-Mut-Khonsu (fig. 5.15) is dedicated
to a triad of gods worshiped at the New Kingdom capital
city of Thebes. The view in the illustration shows the hypo-
style columns and a pylon facade in the background. At the
far end was the sanctuary—the “holy of holies”—a small
central room with four columns.

Like all ancient Egyptian temples, this one was consid-
ered a microcosm of the universe and as such contained
both earthly and celestial symbolism. Column designs were
derived from the vegetation of Egypt—in this case papyrus
—and represented the fertility of the earth. The original

5.15 Court and pylon of Ramses Il and colonnade and court
of Amenhotep lll, temple of Amon-Mut-Khonsu, Luxor, Egypt,
19th Dynasty, c. 1279-1212 B.C.

5.14 Diagram of a pylon fagade. The obelisks were derived from
the sacred benben stone worshiped as a manifestation of Amon at
Heliopolis. At dawn, the rays of the rising sun caught the benben
stone before anything else, and the stone was thus believed to be
the god’s dwelling place. The obelisks flanking the pylon entrance
were arranged in relation to positions of the sun and moon and,
like the pyramids, were capped with gold.

ceiling was painted blue and decorated with birds and
stars, denoting its symbolic role as the heavenly realm.

Hatshepsut’s Mortuary Temple and Sculpture The
Eighteenth Dynasty is notable for its female pharaoh, Hat-
shepsut (reigned 1473-1458 B.c.). She was the wife and
half-sister of Thutmose I’s son, Thutmose II. When Thut-
mose II died, Thutmose III, his son by a minor queen, was
underage. Around 1479 B.c. Hatshepsut became regent
for her stepson-nephew, but she exerted her right to suc-
ceed her father and was crowned king of Egypt in 1473 B.C.
Although female rulers of Egypt were not unprecedented,
Hatshepsut’s assumption of the title of king was a depar-
ture from tradition. Despite her successor’s attempts to
obliterate her monuments, many of them survive to docu-
ment her productive reign.

It is not known why Hatshepsut became king or why
Thutmose III tolerated it. Hatshepsut’s strong character
and political acumen must have contributed to her suc-
cess. She claimed that her father had chosen her as king,
and she used the institution of co-regency to maintain her
power without having to eliminate her rival. Above all, she
selected her officials wisely, particularly Senenmut, who
was her daughter’s guardian, her first minister, and her
chief architect.

Hatshepsut, like other pharaohs, assumed royal titles and
iconography and had her own divine conception depicted
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in her temple reliefs. In keeping with the conventional
scene, the compound god Amon-Ra was shown handing
the ankh symbol (9), hieroglyph for “life,” to her mother,
Queen Ahmose. In this imagery, Hatshepsut proclaimed
her divine right to rule Egypt as a king. She also referred to
herself in texts as the female Horus, evoking the traditional
parallel between pharaohs and gods.

Despite acknowledging her gender, Hatshepsut chose to
be represented as a man in many of her statues. The example
in figure 5.16 depicts her in the traditional assertive pose
of standing pharaohs, wearing a ceremonial headdress and
beard. Instead of the clenched fists of Old Kingdom pha-
raohs such as Menkaure (see fig. 5.10), Hatshepsut extends
her arms forward and lays her hands flat on her trapezoi-
dal garment.

The main architectural innovation of Hatshepsut’s
reign was the terraced mortuary temple at Deir el-Bahri
(fig. 5.17). The primary function of the Egyptian mortuary
temple, usually constructed from a pylon plan, was two-
fold: first, to worship the king’s patron deity during his
lifetime; and, second, to worship the king himself after his
death. As a mortuary temple for both Hatshepsut and her
father, the Deir el-Bahri complex reinforced her image as
his successor. At the same time, the major deities Amon,
Hathor, and Anubis were worshiped in shrines within the
temple. On the exterior, terraces with rectangular supports
and polygonal columns blended impressively with the vast
rocky site.

At the end of Hatshepsut’s reign, Thutmose III, then
in his late twenties, assumed sole power (c. 1458 B.C.). He
demolished the images of Hatshepsut and emphasized his
own role as his father’s successor. Whereas Hatshepsut’s
reign had been notable for diplomatic missions, Thut-
mose Il became a great conqueror, gaining control of
Nubia and invading the Near East. Reflecting his interest in
foreign alliances were his marriages to three women with
Syrian names.

5.17 Funerary temple of Queen
Hatshepsut, Deir el-Bahri, Egypt,
|8th Dynasty. Sandstone and
rock. Construction of this
temple began in the reign of
Thutmose | (15041496 B.C.)
and continued during the reign
of his daughter Hatshepsut
(reigned1473—-1458 B.C.). Most
of the projecting colonnades
have been restored after being
vandalized during the reign of
Thutmose lll. They adorn the
three large terraces, which are
connected to each other by
ramps. The inner sanctuary is
located inside the cliff.

5.16 Statue of Hatshepsut as
pharaoh, 18th Dynasty, c. 1473—
1458 B.c. Granite, 7 ft. | | in.
(2.41 m) high. Metropolitan
Museum of Art, New York.
Hatshepsut was the second
known queen to rule Egypt as
pharaoh. The earlier queen,
Sobekneferu, ruled in the
12th Dynasty but, unlike
Hatshepsut, did not preside
over an artistic revival.




Painting

In the use of color, ancient Egypt was a great innovator
and the first civilization to use synthetic pigments. Egyp-
tian artists added many new colors to the earth tones used
by prehistoric cave painters. Especially striking are Egyp-
tian blues (ground from lapis lazuli), greens (from mala-
chite), and golden yellows (from arsenic trisulfide—known
as opriment). The variety of supports also increased to
include wooden and stone statues, panels, and papyrus
(for which ink was invented). As we see from the following
three examples, a wider range of color was used for depict-
ing landscape and nature than for religious painting, which
was restricted to six colors that could not be mixed.

Gypsum Plaster A New Kingdom painting on gypsum
plaster from the tomb of Nebamun, a Theban official (fig.
5.18), shows him hunting birds. He is accompanied by his
wife and daughter and is surrounded by animals and a
landscape—note the abundant use of pale blue, the pig-
ment made from lapis lazuli. Following the conventional
Egyptian pose, Nebamun’s head and legs are in profile, and
his torso and eye are frontal. He wears a flattened trap-
ezoidal kilt. His wife and daughter are small and curvilin-
ear by comparison, continuing the Old Kingdom tradition
of increasing naturalism for decreasing rank. In general,
paintings of this period were slightly more naturalistic than
those of the Old Kingdom. The birds turn more freely in
space than the human figures, and on the fish there is evi-
dence of shading, which conveys a sense of volume.
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5.18 Nebamun hunting birds, from
the tomb of Nebamun, Thebes, Egypt,
c. 1390-1352 B.c. Fragment of a paint-
ing on gypsum plaster. British Museum,
London, England.

Papyrus A New Kingdom paint-
ing on papyrus from the Book of
the Dead (fig. 5.19) illustrates the
Opening of the Mouth ceremony,
which ritually “opened the mouth” of
the deceased and restored the abil-
ity to breathe, feel, hear, see, and
speak. In this scene, described in
the rows of hieroglyphics at the
top, the ritual is performed on the
Nineteenth Dynasty mummy of the
scribe Hunefer. Reading the image
from left to right, we see a priest in
aleopard skin, an altar, and two priests
in white garments with upraised ritual
objects—a hook, a bull’s leg, and a knife.
Two mourning women are directly in front of
the upright mummy. Their lighter skin tones, in comparison
with the men’s, had been a convention of Egyptian art since
the Old Kingdom.

Behind the mummy is Anubis, the jackal-headed mortu-
ary god. The two forms behind him are a stele, covered
with hieroglyphs and surmounted by a representation
of Hunefer appearing before a god, and a stylized tomb
facade with a pyramid on top. Note the similarity between
the iconography of the power-revealing scene at the top
of the stele and that on the law code of Hammurabi (see
fig. 4.16). In both, the seated god combines a frontal and
profile pose, while the smaller mortal—as if commanding
less space—is more nearly in profile.

The Tomb of Nefertari One of the best-preserved
groups of New Kingdom paintings was found in the tomb
of Nefertari, the favorite consort of the nineteenth-dynasty
pharaoh Ramses II (see p. 67). Discovered in 1904 in the
Valley of the Queens, not far from Hatshepsut’s temple,
the tomb is rarely open to the public. All the colors have
been restored entirely from original pigments found inside
the tomb. The ancient Egyptian artists applied plaster lay-
ers to the limestone walls and then carved scenes in low
relief to assist Nefertari on the perilous path to the afterlife.
Once the plaster carvings had dried, a layer of gypsum was
applied and brightly painted.

The detail in figure 5.20 reveals the extraordinary rich-
ness of color and the complexity of Egyptian royal burials.
It shows Nefertari wearing her characteristic long white
dress and vulture cap with twin plumes. She pays hom-
age to the seated, ibis-headed scribal god, Thoth. Between
them is a small table supporting a vessel that holds Thoth’s
writing tablet. A magic object in the form of a frog perches
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See figure 4.16. Stele inscribed with the
law code of Hammurabi, c. 1792—-1750 B.C.

5.19 (Above) Opening of the Mouth ceremony, from the Book of the Dead of Hunefer, New
Kingdom, 9th Dynasty, c. 1295—1186 B.c. Pigment on papyrus. British Museum, London, England.
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5.20 Queen Nefertari before the Divine Scribe Thoth, from the tomb of Nefertari, north wall, Valley of the Queens,
Egypt, New Kingdom, 19th Dynasty, 1290—1224 s.c.
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on the table. The hieroglyphs in the background are from
Spell 94 of the Book of the Dead:

O you great one who see your father, keeper of the book of
Thoths, see, I have come spiritualised, besouled, mighty and
equipped with the writings of Thoth. Bring me the messenger
of the earth-god who is with Seth, bring me a water-pot and
palette from the writing-kit of Thoth and the mysteries which
are in them.

In spite of the remarkable social, political, and artistic
continuity of ancient Egypt, it is clear from figures 5.18-
5.20 that certain changes had occurred in the two thou-
sand years between the beginning of the Old Kingdom and
the New Kingdom. The most important cultural change,
however, took place from around 1353 B.C., when a revolu-
tionary pharaoh, Amenhotep IV, came to power.

The Amarna Period (c. 1349-1336 5.c.)

Generations of scholars have tried to answer the questions
surrounding Amenhotep IV, the Eighteenth Dynasty king
who challenged the entrenched religious cults of ancient
Egypt. In their place he adopted a new, and unpopular,
religious system that was monotheistic.

Amenhotep worshiped the Aten, represented as the sun
disk, and accordingly he changed his name to Akhenaten
(meaning “servant of the Aten”). He effaced the names and
images of the other gods and moved his capital north from
the major cult center of Thebes to Akhetaten (now known
as Tell el-Amarna, from which the term for this period is
derived). Akhenaten chose the site and name for his new
capital because the sun rising over the horizon at that point
resembled the hieroglyph for sunrise.

Nothing is known of the origin of his ideas, which influ-
enced artistic style during his reign. Statues of Akhenaten
and his family differ dramatically from those of traditional
pharaohs. The monumental example in figure 5.21 is from
early in his reign, before he moved to Amarna. His age and
his idiosyncrasies are already evident, and he looks as if he
had unusual, if not deformed, physical features. At the same
time, however, Akhenaten holds the crook and flail, which
are attributes of Osiris and of Egyptian royalty. He also
wears the combined hedjet and deshret crowns of Upper
and Lower Egypt. Cartouches (rectangles with curved
ends framing the name of the king) appear on blocks on
either side of his beard, on his wrist bracelet, and on his
waist. They are also incised along the top of his tunic.

5.21 Akhenaten, from Karnak, Egypt, 1353—1350 B.C. Sandstone,
approx. 13 ft. (3.96 m) high. Egyptian Museum, Cairo. Akhenaten
was the son of Amenhotep lll and his principal wife, Tiy. Amen-
hotep lll ruled Egypt for thirty-eight years. During Tiy’s lifetime,
he married a Mittani (from Mesopotamia) and two Babylonian
princesses, and then made one of his daughters his principal wife.
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The best-known sculpture from the Amarna period
is the painted limestone bust of Akhenaten’s wife,
Nefertiti (fig. 5.22). It was discovered in Akhetaten
in the workshop of an artist possibly named
Thutmose, but it is not known who actually
made the sculpture. The well-preserved paint
adds to the naturalistic impression, which is
enhanced by the organically modeled features. We
have the impression that taut muscles lie beneath the
surface of the neck, and the open space created by the
long curves at the sides of the neck enhance the elegance
of the work. Instead of wearing the queen’s traditional
headdress, Nefertiti’s hair is hidden by her tall crown, cre-
ating an elegant upward motion. The two diagonal planes
of the sculpture create a new dynamic tension not seen in
traditional pharaonic imagery.

A small relief in which Akhenaten and Nefertiti play with
their daughters illustrates some of the stylistic and icono-
graphic changes under Akhenaten (fig. 5.23). The king and
queen are rendered with a naturalism unprecedented for
Egyptian royal figures. Their fluid, curved outlines—
repeated in their drapery patterns—add a new sense
of individual motion within three-dimensional space,
which is enhanced by the flowing bands of material
behind their heads. There is also a sense that fig-
ures turn slightly in space; this is suggested by the
lines incised at the waists of Akhenaten and two of the
children.

Although the daughters are represented as miniature
adults, their behavior and relative freedom of movement
endow them with a childlike character. The girl on Nefer-
titi’s lap points eagerly toward her father, while the other
one, perched on her mother’s shoulder, pulls on her ear-
ring. Akhenaten holds a third child, whom he kisses. The
intimacy of a scene such as this reflects the new humanity
of the Amarna style.

Hieroglyphs are carved at the top of the scene and
include many cartouches. At the center of the hieroglyphs
is the sun disk Aten, with rays of light that end in hands.
Some hold the ankh, symbol of life. Unlike earlier rep-
resentations of gods in Egyptian art, this one embodies
the Aten in the pure shape of the circle rather than in
human or animal form.

Akhenaten’s new cult posed a danger to the estab-
lished priesthood and its traditions. At the close of his
seventeen-year reign, despite certain innovations, Egypt
reverted to its previous beliefs, reinstated the priestly
hierarchy, and revived traditional artistic style. Akhen-
aten’s tomb has been identified, but his mummy has
never been located. Subsequent Egyptian rulers did
their best to eradicate all traces of his religion and its
expression in art.

5.23 Akhenaten and Nefertiti and their daughters, Amarna
period, 1349—1336 B.c. Limestone relief, 13 x 15 in. (33.0 x
38.1 cm). Staatliche Museen, Berlin, Germany.

5.22a, b Bust of Nefertiti (side and back views), Amarna period,
1349—1336 B.C. Painted limestone, approx. 19 in. (48.3 cm) high.
Agyptisches Museum, Staatliche Museen, Berlin, Germany.
Nefertiti was Akhenaten’s principal wife, even though, presum-
ably for diplomatic reasons, he also had Mittani and Babylonian
wives. Nefertiti was given artistic prominence and was important
in Akhenaten’s sun cult. The blue crown in this sculpture is
unique to her.




Tutankhamon’s Tomb

After Akhenaten’s death, the young pharaoh Tutankhamon
(reigned c. 1336-1327 B.c.), returned to the worship of
Amon, as his name indicates. He died at age eighteen, and
his main claim to historical significance is the fact that his
tomb, with its four burial chambers, was discovered intact.
In 1922 the English Egyptologist Howard Carter was exca-
vating in the Valley of the Kings. He found one tomb whose
burial chamber and treasury room had not yet been plun-
dered. It yielded some five thousand works of art and other
objects, including the mummified body of the king.
Tutankhamon’s mummy wore a solid-gold portrait
mask (fig. 5.24). It was inlaid with blue glass, lapis lazuli,
and other colored materials. Three coffins, one inside the
other, protected the mummy. The two outer coffins were
made of gilded wood; the innermost coffin was made of
solid gold and weighed 243 pounds (110 kg). The mummy
and its three coffins rested inside a large rectangular stone
sarcophagus. The canopic coffinette in figure 5.25 is one
of four that contained the pharaoh’s organs. These small
coffins were housed in a wooden shrine that was placed
in another room of the tomb. Their shape conforms to
that of the large coffins, and they also show Tutankhamon
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5.24 Mask of Tutankhamon, c. 1327 B.c. Gold inlaid with
enamel and semiprecious stones. Egyptian Museum, Cairo.

as Osiris. Each was made of beaten gold, decorated with
inlaid colored glass and semiprecious stones.

A comparison of Tutankhamon'’s effigy with the images
produced under Akhenaten shows that the rigid, frontal
pose has returned. The natural spaces are closed—for
example, around the head and neck by the Nemes head-
dress and around the body by virtue of the crossed arms
and tight drapery—thus restoring the conventional iconog-
raphy of kingship. Like Akhenaten, Tutankhamon holds
the crook and flail. Protecting his head are two goddesses,
Wadjet the cobra and Nekhbet the vulture. The wings
wrapped around Tutankhamon’s upper body belong to
the deities on his forehead, and their claws hold the sign
for infinity.

More than forty years after Carter’s discovery, the con-
tents of Tutankhamon’s tomb became one of the world’s
most popular and widely traveled museum exhibitions,
appearing in Paris, London, Russia, and the United States.
But Lord Carnarvon did not live to see it. Just five months
after Tutankhamon’s tomb was opened, Carter’s patron
died of an infection, which the popular press attributed to
the mummy’s curse.

5.25 Canopic coffinette of Tutankhamon, c. 1327 B.C.
Gold inlaid with enamel and semiprecious stones, 5% in.
(39 cm) high. Egyptian Museum, Cairo.
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Egypt and Nubia

The land south of the Nile’s first cataract (now southernmost
Egypt and the Sudan) was called Nubia by the Romans. To
the Egyptians, it was the Land of the Bow (after the Nubi-
ans’ standard weapon), the Land of the South, and Kush.
As in Egypt, the Nile’s floods were crucial to the develop-
ment of Nubian culture, which was enhanced by the wealth
of its natural resources—gold, copper, and semiprecious
gems—and its location along a major African trade route.

During the Old Kingdom, Egypt raided Nubia for natu-
ral resources and slaves. By the Twelfth Dynasty, pharaohs
invaded the region with a view to mining copper and gold
and taking control of the trade route. Their successes were
reinforced by the construction of massive fortresses and a
highly organized communications system.

A Nineteenth Dynasty fresco fragment from Thebes
depicts Nubians with gifts for the Egyptian pharaoh (fig.
5.26). The man at the left carries interlocked gold rings that
illustrate some of the natural resources of Nubia. He is fol-
lowed by another man with ebony logs and giraffe tails. A
baboon perches on the third figure, who holds a leopard
skin and carries a basket of fruit. Behind him the arms of a
fourth man leading a blue monkey on a leash are visible.

The Rock-Cut Temple of Ramses |l

In the Eighteenth and Nineteenth dynasties, the Egyptians
built their most imposing temples in Nubia. Figure 5.27
shows the facade of Ramses II’s rock-cut temple at Abu

5.27
Temple of
Ramses II,
Abu Simbel,
Nubia,
1279-

1213 B.C.

5.26 (Above) Nubians bringing offerings to Egypt, Thebes, |9th
dynasty, c. 1295—1186 B.c. Fresco. British Museum, London, England.
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Simbel, one of a series of six colossal structures south of
Aswan. Four huge seated statues of Ramses II represent
him in a traditional royal pose, wearing the ceremonial
beard and headdress. Ramses’ purpose in constructing
such works in Nubia was to proclaim to the Nubians his
identification with the gods Amon and Ra as well as to
emphasize Egyptian domination over Nubia. During the
last hundred years of the New Kingdom (c. 1170-1070 B.C.),
Egypt and Nubia declined. But by the third century B.C., a
new stage of Nubian cultural development can be identi-
fied. The economic and artistic high point of this period is
called Meroitic, after the site of Meroé, south of Napata.

Meroé

Archaeological exploration of Meroé is still incomplete, but
its significance in antiquity is clear from Classical accounts.
In about 430 B.c., the Greek historian Herodotos (History,
II, 29) described the arduous journey by ship, followed by
forty days on foot and another boat journey, from Aswan
to Meroé.

The most impressive buildings from Meroé are the
pyramids. They are derived from Egyptian pyramids but
rise more steeply than those at Giza and have flat, rather
than pointed, caps. Scholars believe that these flat tops
may each have supported a sun disk, indicating worship
of a sun god. Burial chambers were underground, and the

deceased, as in Egypt, were mummified. The outer stone
blocks, and the structures themselves, are smaller than Old
Kingdom Egyptian royal pyramids. They are closer in form
to New Kingdom examples built for private individuals,
even though those at Meroé were royal tombs.

In 1820-21, a French traveler, F. Cailliaud, accompa-
nied the Egyptian army into the Sudan and made draw-
ings of the pyramids at Meroé. The pyramid in figure 5.28
belonged to Queen Amanishakheto (first century B.C.) and
was discovered in a relatively good state of preservation.
According to Cailliaud’s drawing, the entrance, inspired by
Egyptian temple pylons, was decorated with reliefs illus-
trating the ruler’s triumph over Meroé’s enemies.

Excavations of the interior of the pyramid were car-
ried out some thirteen years later by the Italian physician
Giuseppe Ferlini. His account of the excavation reflects the
careless and unscientific procedures current in nineteenth-
century archaeology, including the destruction of some
objects and the removal of others from the site.

Among the goldwork from Amanishakheto’s tomb were
nine so-called shield rings, of which figure 5.29 is a typi-
cal example. The god Amon is depicted in the guise of a
naturalistic ram’s head under a sun disk. Behind the disk
stands a chapel facade with smaller circles flanked by uraei.
Blue glass is fused into the circle, which is soldered onto its
gold background. The red glass on top of the sun disk was
glued into the gold circle. It is not certain what purpose

5.28 Tomb of Amanishakheto, Merog, Nubia, late Ist century B.C. Drawing from F. Cailliaud,
Voyage a Méroé (Paris, 1823—1827), plate XLI.
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was served by the shield rings, but it is possible that they
were pendants similar to the decorative pieces worn by
Nubian women of today on their foreheads.

The excavation of Amanishakheto’s tomb confirms
Meroé’s artistic independence from Egypt as well as its
absorption of Egyptian forms. Amanishakheto’s tomb has
also contributed to our knowledge of local society, the
position of women, and the organization of the royal fam-
ily in this part of sub-Saharan Africa. The king’s mother,
who was given the title Kandake, was below the king in
the royal hierarchy, but in certain cases, such as Aman-
ishakheto’s, the Kandake herself ruled. This is reflected in a
New Testament text referring to a eunuch “under Candace
[Kandake], queen of the Ethiopians” (Acts 8:27).

After the first century of the Christian era,
Nubian civilization declined. Egypt itself under-
went a series of conquests—by the Assyrians
(c. 673-657 B.C.), by the Persians in 525 B.C., and

by Alexander the Great in 332 B.c. The Romans
invaded Egypt in 58 B.c. and annexed it in 30 B.C.
Since the early seventh century, Egypt has been part
of the Islamic world.

5.29 Shield ring with Amon as a ram, Meroég, Nubia, c. 200 B.C.
Gold, fused glass, and carnelian, 2/ in. (5.6 cm) high. Staatliche
Sammlung Agyptischer Kunst, Munich, Germany.
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Cycladic, Minoan, and Mycenaean—flourished on the

islands in the Aegean Sea and on mainland Greece.
These cultures chronologically overlapped the Old, Middle,
and New Kingdoms of ancient Egypt (see Chapter 5), and
there is evidence of contact between them. Before the late
nineteenth century, however, Aegean culture was remem-
bered only in myths and legends—most of the works of art
discussed in this chapter have been discovered since 1870.
Because Minoan script has not been deciphered, much less
is known of the Aegean cultures than of those in Egypt and
the ancient Near East.

F rom about 3000 to 1100 B.c., three distinct cultures—

Cycladic Civilization
(c. 3000-11th Century B.C.)

The Cyclades, so named because they form a circle (kuklos
in Greek), are a group of islands in the southern part of
the Aegean Sea. Like many island populations, the inhabit-
ants of the Cyclades were accomplished sailors, fishermen,
and traders. They also hunted and farmed, and farming
required permanent village settlements. Cycladic culture
had no writing system, and its earliest surviving artistic
legacy dates from the Bronze Age.

The most impressive examples of early Bronze Age
Cycladic art are human figures made of marble. They range
in height from nearly 5 feet (1.5 m) (figs. 6.1 and 6.2) to only
a few inches. Today they are called idols because they are
thought to have been objects of worship. Most were found
lying in graves.

Figures of females are much more numerous than those
of males. Their purpose is unknown, but it is assumed that
they were carried in religious processions, for they are
unable to stand on their own. The large female in figure 6.1
has long, thin proportions, with the breasts and pubic tri-
angle accentuated. The view from the side (fig. 6.2) shows
that the idol forms a narrow vertical, extending at the back
from the top of the head to the buttocks. Legs and feet fall
into three slight zigzag planes, and the angle of the feet
makes it impossible for them to support the statue.
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Seen from the front, the figure is composed mainly of
geometric sections. The head is a slightly curving rectangle
—its only articulated feature is the long, pyramidal nose,
but originally eyes and mouth were painted on. The neck
is cylindrical, and the torso is divided into two squares by
the horizontals of the lower arms. The right angles of the
elbows create a three-sided frame around the upper torso.
Although the overriding impression of the shapes is geo-
metric, certain features, such as the breasts and knees, have
a convincing organic quality. They seem to protrude natu-
rally from beneath the exterior surface of the body.
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6.1 (Left) Female Cycladic idol, from Amorgos, 2700-2300 B.C.
Marble, 4 ft. 10%2 in. (1.49 m) high. National Archaeological Museum,
Athens, Greece.

6.2 (Right) Female Cycladic idol (side view of fig. 6.1).

Minoan Civilization
(c. 3000-1100 B.C.)

The modern Greek island of Crete, to the south of the
Cyclades and northwest of the Nile delta, was the home of
the most important Bronze Age culture. Many sites were
destroyed by an earthquake in 1700 B.C. and again, two or
three centuries later, by an invasion from the Greek main-
land. The culture that flourished on Crete was all but for-
gotten until the early twentieth century, when the British
archaeologist Sir Arthur Evans (1851-1941) excavated the
site of Knossos. Inspired by his knowledge of later Greek
myths about the pre-Greek Aegean, Evans established a
historical basis for the myths.

In Greek mythology, Crete was the home of the tyrant
King Minos, son of Zeus, and the mortal woman Europa.
Minos broke an oath to Poseidon, god of the sea, who had
guaranteed his kingship. In revenge, Poseidon caused
Minos’s wife to fall in love with a bull. The offspring of
their unnatural union was the Minotaur, a monstrous crea-
ture, part man and part bull, who lived at the center of a
labyrinth (maze) in the Palace of Minos at Knossos. Every
year the Minotaur killed seven girls and seven boys sent
to Minos as tribute from Athens. Eventually, the Athenian
hero Theseus killed the Minotaur and was rescued from the
labyrinth by Minos’s daughter Ariadne.

The Palace at Knossos

Evans called the culture he discovered Minoan, after the
legendary King Minos. “Minos” may be either a generic
term for a ruler, like the designations “king” and “pharaoh,”
or the name of a particular ruler. The major Minoan site
was Knossos, which had been inhabited since early Neo-
lithic times. Its palace (see fig. 6.3) was the traditional resi-
dence of Minos and the largest of several palaces on Crete.
In fact, there is no royal iconography known from Minoan
Crete. But the structure called the “Palace at Knossos”
resembles known palaces in the ancient Near East.

In Greek mythology the palace was called a “labyrinth,”
which Evans believed originally meant “house of the double
axe.” The latter was a cult object in the Minoan era, and it
is represented in paintings and reliefs throughout the pal-
ace at Knossos. Double axes may have been used to sacri-
fice bulls, which were sacred animals in ancient Crete. The
later Greek meaning of labyrinth as a complex, mazelike
structure, may have resulted from the asymmetrical, mean-
dering arrangement of rooms, corridors, and staircases in
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6.3 Plan of the Palace of Minos, Knossos, Crete, 1600—1400 B.C. Area approx. 4 acres (1.6 hectares).
The rooms listed here were originally assigned by Sir Arthur Evans and are not necessarily
archaeologically correct.

MEDIA AND
TECHNIQUE

Minoan Fresco

Minoan wall paintings were buon
(true) fresco—pigments were
mixed with lime water and applied
to damp lime (calcium-based)
plaster. As the plaster dried, the
coloring bonded to the fabric of
the wall. Minoan artists painted
additional details over the true
fresco after it was dry. This tech-
nique was used for all Aegean
wall painting.

6.4 Ruins of the palace at Knossos, Crete, 1600—1400 B.c.
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the Palace of Minos (see fig. 6.3). Greek coins of Knossos
minted in the later historical period generally contained
maze patterns.

The building complex known as the palace (fig. 6.4)
was not fortified, for the fact that Crete is an island was a
natural protection against invasion. Like other Aegean and
Near Eastern palaces, Knossos served as a commercial and
religious center. Industry, trade, and justice were adminis-
tered from the palace, which had a well-organized system
for receiving and distributing local agricultural products
and imported luxury goods. Much of this wealth was stored
in large terra-cotta (literally “cooked earth”) jars.

The palace at Knossos used post-and-lintel construc-
tion with low ceilings, stone masonry walls, and short,
wooden columns that taper downward, as humans do. As
such, Minoan columns are unique in the ancient world.
Those visible in figure 6.4 have been reconstructed on the
basis of depictions in fresco paintings (see Box).

The so-called Toreador or Leaping Bull Fresco (fig. 6.5)
is the best-known wall painting from Knossos. It represents
a charging bull, two girls, and one boy. The girl at the left
grasps the bull’s horns, the boy somersaults over its back,
and the girl at the right stands ready to catch him. Given
the sacred character of the bull and the myth of the Mino-
taur, it is believed that this fresco depicts a ritual sport,
possibly involving the sacrifice of the bull and the death of
the athletes. As in Egyptian paintings, females are depicted
with lighter skin color than males, and a profile head is

6.5 Toreador Fresco (also called The Leaping Bull Fresco), from
Knossos, Crete, c. 1500 B.C. Reconstructed fresco, 32 in. (81.3 cm)
high (including border). Archaeological Museum, Herakleion, Crete,
Greece. This wall painting was discovered in a fragmentary condition
and has been pieced back together. The darker areas belong to the
original mural; the lighter sections are a modern restoration.

combined with a frontal eye. In other ways, however, the
Minoan paintings differ from those of Egypt—primarily in
the predominance of curvilinear form and movement of the
figures in space. Although three different human figures
are represented in the Toreador Fresco, their poses suggest
a sequence of movements that could be made by a single
figure. Such dynamic depictions are more characteristic of
Minoan art than Egyptian art. The extended legs of the bull
are not naturalistic; they are a device known as the “flying
gallop,” used to create an illusion of speed and energy. The
border designs simulate colored stones.

Religion

Little is known of Minoan religious beliefs. We have only
archaeological evidence to shed light on Minoan religion
because scholars have been unable to decipher the Minoan
language (see Box). Shrines were located on mountaintops
and inside palaces, which played an important role in reli-
gious ceremonies. Images of what seem to be priests and

SOCIETY AND CULTURE
Minoan Scripts

In the Aegean two kinds of script, Linear A and Linear B,
are preserved on clay tablets. Linear A, the written Minoan
script and language, developed about 2000 B.C. and remains
undeciphered. Linear B came into use by about 1400 B.c. Lin-
ear B adapted the Minoan script used to write early Greek
after the Mycenaean domination of Crete. Since it was used
mainly for inventory lists and palace records, Linear B pro-
vides evidence of Mycenaean administration but reveals little
about religion and social practices.
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6.6 Snake Goddess, from Knossos,
Crete, c. 1600 B.C. Faience, 3% in.
(34.3 cm) high. Archaeological
Museum, Herakleion, Crete,
Greece. This frontal figure has
a thin, round waist and wears
a conical flounced skirt. Her
breasts are exposed, and a cat
perches on top of her headdress.
Faience is a technique for glaz-
ing earthenware and other ceramic
vessels by using a glass paste, which,
after firing, produces bright colors
and a lustrous sheen.

priestesses, of bulls, double axes,
trees, columns, and outdoor shrines
occur in scenes of religious cere-
monies. Trees and pillars were
venerated in rites celebrat-
ing the coming of spring
and the harvest.

Another recurring motif
in Minoan art is a goddess or
priestess holding snakes. The precise
significance of the small statue of the so- called
Snake Goddess (fig. 6.6) is not known. However,
the motif of a male or female deity dominating
animals, referred to as the “Master” or “Mistress
of Beasts,” occurs earlier in the ancient Near
East and later in Greek art. As creatures of the
earth, snakes were associated with fertility and
agriculture, and did not have the evil connota-
tions with which they later became endowed
in the West.

circular arrangement of shapes. A few details
are enhanced with orange, which contrasts with
the dark blue and adds to the vibrant quality of
the design. Kamares ware is an art of shape and
color in which patterns are integrated in a bal-
anced, organic manner with the form of the
vessel.
The Octopus Vase (fig. 6.8) from Palaikas-
tro, like the Kamares jar, is enlivened by a
vigorous surface design related to natural
forms. Although images of an octopus and
other forms of sea life are discernible on the
vase, the artist obviously delighted in the
ornamental character of the swirling ten-
tacles with little round suction cups. These,
in turn, are repeated formally in the large
the mountain above Phaistos, where oval eyes of the octopus, which echo the
examples of this type of pottery were R : holes made by the handles and seem to
first discovered.) Compared with stare directly at the viewer. The iconog-

Pottery

Minoan pottery is typically decorated
with energetic designs. A Kamares ware
spouted jar, dating to c. 1800 B.c. (fig.
6.7), from the older palace at Knossos, is
covered with lively geometric patterns
that suggest organic forms. (The term
Kamares is from the Kamares Cave, in

Egyptian imagery, the Kamares example raphy of this object reflects the Minoans’
is freer and more curvilinear. The abstract pattern formed love of the sea. Later history suggests that, in their hey-
by white on the characteristic blue-black ground suggests day, they controlled the

a floral design, with its undulating motion and whirling, Aegean.

6.7 Spouted jar, c. 1800 B.c. Kamares ware. Archaeological 6.8 Octopus Vase, from Palaikastro, Crete, c. 1500 B.C. | | in.
Museum, Herakleion, Crete, Greece. (27.9 cm) high. Archaeological Museum, Herakleion, Crete, Greece.
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Discoveries at Thera

In the 1960s the volcanic island of Thera, now known as San-
torini, in the southern Cyclades, began to yield exciting new
archaeological material. The Greek archaeologist Spyridon
Marinatos began to excavate near the modern town of
Akrotiri, on the south coast of the island, facing Crete.

His excavations through thick layers of ash and pumice
confirmed that an enormous volcanic eruption had buried
a rich culture with a well-developed artistic tradition. The
date of this disaster has been placed as late as 1500 B.cC.
or as early as around 1700 B.c.—in either case it occurred
during the height of Minoan civilization. The absence of
human remains in the ashes suggests that the inhabitants
had evacuated the island before the volcano erupted.

The geographical location of Thera, north of Crete,
places it squarely within the trading and seafaring routes
between the Aegean Sea, Egypt, Syria, and Palestine. To
date, archaeologists have uncovered large portions of an
affluent ancient town. The paved, winding streets and
houses of stone and mud-brick indicate a high standard of
living. Homes had basements for storage, workroom space,
and upper-story living quarters. Mills attached to houses
reflect an active farming as well as seafaring economy.
Walls, as in Crete, were reinforced with timber and straw
for flexibility in the event of earthquakes. Interior baths and
toilets were connected by clay pipes to an extensive drain-
age and sewage system under the streets. Such elaborate
attention to comfortable living conditions would not be
found again in the West until the beginning of the Roman
Empire, over a thousand years later (see Chapter 9).

The Frescoes

Equally remarkable was the attention paid to art in Theran
culture. The walls of public buildings as well as of private
houses were decorated with frescoes, which constitute
an important new group of paintings. They represent a
wide range of subjects: landscapes, animals, sports, ritu-
als, boats, and battles. When first discovered, most of the
frescoes were covered with volcanic ash, which had to be
carefully removed by brush. The paintings had fallen from
the walls and were restored piece by piece to their original
locations.

The most significant painting discovered on Thera is
the large Ship Fresco; part of the left section is reproduced
in figure 6.9. It was painted in a long horizontal strip, or
frieze, that extended over windows and doorways. The
scene includes harbors, boats, cities and villages, human
figures, landscape, sea life, and land animals, all of which
provide information about the culture of ancient Thera.
Some of the houses, for example, have several stories, the
boats are propelled by paddles and sails, and the style of
dress is distinctively Theran.

Various interpretations of the Ship Fresco have been
proposed, from the straightforward return of a fleet to
the depiction of a ceremonial rite. Although there is some
overlapping to show depth, the landscape is rendered with
no sense of spatial diminution and appears to “frame” the
city. Distance is indicated by proximity to the top of the
fresco—boats below, buildings on land, and hills, trees, and
animals at the horizon.

6.9 Ship Fresco (left section), from Akrotiri, Thera, c. 1650—1500 B.C. 15% in. (40 cm) high. National Archaeological Museum, Athens, Greece.



6.10 Boxing Children, from Akrotiri, Thera, c. 1650—1500 B.c.
Fresco, 9 ft. x 3 ft. | in. (2.74 x 0.94 m) high. National Archaeo-
logical Museum, Athens, Greece.

The fresco of Boxing Children (fig. 6.10) is a large-
scale depiction of human figures. As is true of painted
figures from Egypt and Crete, these stand on a flat ground
rather than in a naturalistic space. They also retain the
convention of a frontal eye in a profile face. As in Minoan
figures—and in contrast to Egyptian figures—the curved
contours and shifting planes of movement convey vigor-
ous, sprightly energy. The significance of these boxers
remains controversial, but it is likely that they are engaged
in a coming-of-age ritual. The boy on the left wears jew-
elry and is receiving a blow from the boy on the right. His
paler face and upwardly turned eye suggest that he has
been hit by his opponent and is in pain. The emphasis on
him indicates that he is the initiate.

In contrast to the boxers, the Crocus Gatherer (fig. 6.11)
has white skin, following the convention of Minoan rep-
resentation of females. She holds a basket in her left hand
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6.11 Crocus Gatherer, from Thera, before 1500 B.C. Fresco, approx.
35 x 32 in. (89 x 81 cm). National Archaeological Museum, Athens,
Greece.

and reaches for a crocus with her right. Although her body
is frontal—she is in a squatting position—she turns her
head to speak to a companion. Her curly black hair, whose
ringlets echo the lines of her ear, is held in place by a blue
headband. She wears a large earring, three necklaces, a
short-sleeved dress, and a flounced overskirt. The stylized
outline of her eye is reminiscent of ancient Near Eastern
eye outlines, although her physiognomy is more specific.
Again—as in Minoan rather than Egyptian painting—she
is set in a spacious landscape amid mountains and rocks.
The iconography of this fresco is based on religious ritual.
Crocuses are the source of saffron, which was considered
valuable for medicinal as well as for ritual purposes. The
girl depicted here is collecting saffron for presentation to
a nature goddess.

When hitherto unknown cultures such as that on Thera
are uncovered for the first time, modern views of history
are modified. The precise role of Thera in the Minoan era
remains to be determined. Some believe it is the source
of the story of the lost Atlantis, described by Plato in his
Timaeus and Kritias; others strongly disagree. In any
case, new archaeological finds reveal the dynamic, ever-
changing nature of history.
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Mycenaean Civilization
(c. 1600-1100 B.C.)

In the late 1860s, Heinrich Schliemann, a successful young
German businessman, became an archaeologist. Convinced
that certain Greek myths were based on historical events,
he decided to search for the truth of the Trojan War (see
Box). In 1870 Schliemann first excavated the site of Troy on
the west coast of Turkey. Years later he excavated Myce-
nae, the legendary city of Agamemnon, in the northeast of
the Peloponnese, on the Greek mainland. Subsequent exca-
vations of similar Greek sites have revealed that a power-
ful Greek civilization flourished between 1600 and 1100 B.c.
After the eruption of Thera, the Aegean was dominated by
the Mycenaeans, who began their supremacy by conquer-
ing Crete and ruling from Knossos.

Also called Late Helladic after “Hellas,” the histori-
cal Greek name for Greece (Graecia was the name used
by the Romans), Mycenaean culture takes its name from
its foremost site at Mycenae. Here, as elsewhere, the cita-
del was built on a hilltop and fortified with massive stone
walls. The major feature of the palace was a rectangular
structure called the megaron (“large room” in Greek). One
entered the megaron through a front porch supported by
two columns and continued through an antechamber into
the throne room, in which four columns surrounded a cir-
cular hearth (fig. 6.12). The king presided in the megaron,
his throne centered and facing the hearth. This arrange-
ment had pre-Mycenaean antecedents on the Greek main-
land, and it would be elaborated in later Greek temple
architecture.

Figure 6.13 shows a reconstruction of the megaron at
Mycenae. The walls and floors were covered with paint-
ings. Like the Minoans, the Mycenaeans apparently had
no temples separate from their palaces. Shrines have been
found within the palaces, which were lavishly decorated
and furnished with precious objects and painted
pottery.

SOCIETY AND CULTURE
The Legend of Agamemnon

Mycenae was the legendary home of King Agamemnon, who
led the Greek army against King Priam of Troy in the Trojan
War. Agamemnon’s brother, King Menelaus of Sparta, had
married Helen, known to history as the beautiful and notori-
ous Helen of Troy. Priam’s son Paris abducted Helen, and
Agamemnon was pledged to avenge this offense against his
family. But as soon as the Greek fleet was ready to sail, the
winds refused to blow because Agamemnon had killed a stag
sacred to the moon goddess Artemis. As recompense for the
stag, and in return for allowing the winds to blow, Artemis
exacted the sacrifice of Agamemnon’s daughter Iphigenia.

Ten years later the war ended and Agamemnon returned
to Mycenae, bringing with him the Trojan seer Cassandra.
He was murdered by his wife Klytemnestra, who had not
forgiven him for Iphigenia’s death, and her lover, Aegisthos.
Agamemnon’s children, Orestes and Elektra, killed Klytem-
nestra and Aegisthos to avenge their father’s death.

These tales were well known to the historical Greeks: the
Trojan War from The lliad, written in the eighth century B.C.
and attributed to Homer; and the tragedy of Agamemnon’s
family from plays of Aeschylos, Sophokles, and Euripides
(fifth century B.C.).

6.12 (Above) Generic
plan of the Mycenaean
megaron. Within a
rectangular structure,

the throne room had four

columns (1) enclosing a

circular hearth (2) in

the center. Access
to the throne room
was through an ante-
chamber (3) and a front
porch (4) with two
columns.

6.13 Reconstruction drawing of the Mycenaean
megaron, showing the front porch with two columns and
the interior hearth surrounded by four columns.
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The best-preserved fresco from Mycenae has similarities
to Minoan fresco style. The so-called Mycenaean Goddess
(fig. 6.14) was discovered in the cult center of the citadel.
Her face is rendered in profile with a frontal eye, but her
naturalism is enhanced by curvilinear contours. She smiles
slightly and seems to contemplate a necklace held in her
right hand. The thin black lines framing her torso, outlin-
ing her eye, and defining her eyebrow recall those of the
Theran Crocus Gatherer (see fig. 6.11). Her elaborate jew-
elry and coiffure indicate that she was a personage of high
status or possibly a goddess.

In contrast to the nobility, most of the citizens lived in
small stone and mud-brick houses below the citadel. In
times of siege, they sought refuge within its walls. The
defensive fortifications of the Mycenaean cities reflect a
society more involved in war than the Minoans, and thus
more concerned with protection from invaders. These for-
tifications included thick, monumental walls constructed of
large, rough-cut, irregular blocks of stone such as those
visible in figure 6.15. Because of the enormous weight of
such stones, the later Greeks called the walls Cyclopean.
Cyclopean masonry is named for the mythical race of
one-eyed giants, the Cyclopes, who were believed to be
strong enough to lift the huge stone blocks found at Myce-
naean sites.

The Lion Gate crowned the entrance to the citadel of
Mycenae (fig. 6.15), which was centered authoritatively at
the end of a long approachway. Its opening is framed by
a post-and-lintel structure, and the triangular section over
the lintel is called a relieving triangle because it reduces
the weight on the lintel. This was formed by corbeling,
or arranging layers, called courses, of stones so that each
level projects beyond the lower one. When the stones meet
at the top, they create an arch. Filling in the triangle is a
relief of different stone showing two lions with their paws
on a concave Minoan altar. They flank a Minoan-style col-
umn, which symbolized the nature goddess. Thus the relief
image depicts the lions as obedient to the goddess, the
“Mistress of Beasts.” The heads of the lions are missing.
Originally they were carved separately to project frontally
and display their power as guardians of the entrance.

The most dramatic surviving structures at Mycenae
are the monumental royal tholos (Greek for “round build-
ing”) tombs. The largest (figs. 6.16, 6.17, and 6.18) has
been called both the “Treasury of Atreus” and the “Tomb
of Agamemnon” (the son of Atreus). In fact, however, it
is not known who was buried there. Like the entrance to
the citadel, the tholos was preceded by a dromos, or road-
way, 118 feet (36 m) long, whose walls were of Cyclopean
masonry. Above the entrance, which was designed like the

6.14 “Goddess,”
from the citadel of
Mycenae. Fresco,

c. 1200 B.c. National
Archaeological
Museum, Athens,
Greece.
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6.15 Lion Gate, Mycenae, |3th century B.C.
Limestone, approx. 9 ft. 6 in. (2.9 m) high.
The presence of the Minoan-style column
on the Lion Gate is evidence of contact
between the Minoan and Mycenaean
cultures.

6.16 Facade and dromos of the “Treasury
of Atreus,” Mycenae, |3th century B.C.
Orriginally the door was framed by half-
columns made of gypsum.
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A. Dromos and tholos (cutaway) 0 3 6 9 I2m
B. Tholos seen from the front
C. Entrance to tholos from the front 0 10 20 30 40ft

D. Plan of dromos and tholos

6.17 Plan and sections of a tholos.

Lion Gate, was an enormous lintel weighing over 100 tons.
It also had a relieving triangle above it and was filled in
with carved stone blocks.

The interior view in figure 6.18 shows the corbeled
courses, which diminish in diameter as they approach the
top of the chamber. This is crowned by a round capstone
at the center of a huge dome. Most likely, the construction
of such large tombs had been influenced by the design of
smaller tholoi used earlier for communal burials on Crete.
There is also some connection between the later tholoi and
earlier Mycenaean shaft graves. One such grave circle
inside the citadel itself can be seen in the reconstructed
aerial view in figure 6.19. The reconstruction shows the
massive Cyclopean masonry walls and the disposition of
the graves within them.

Once the dead body had been placed inside the tholos,
the door was closed and the entrance was walled up with
stones until it had to be reopened for later burials. All that
would have been visible from the exterior was the mound
of earth covering the tomb and the dromos. Unfortunately,
the “Treasury of Atreus” was plundered before its modern
excavation. However, excavations of unplundered tholoi
have yielded remarkable objects.

6.19 Reconstruction drawing of Grave Circle A,
Mycenae, as it was in the late |3th century B.C.

6.18 (Above) Interior of a tholos tomb, showing the entrance lintel
and a door to the side chamber. “Treasury of Atreus,” Mycenae,
13th century B.C. Diameter of interior 43 ft. (I3 m), height 40 ft.
(12 m); doorway 17 ft. 8 in. x 8 ft. 10 in. (5.4 x 2.7 m).
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6.20 Dagger with lion hunt, [6th century B.C. Bronze,
gold, silver, and niello, approx. 9% in. (24 cm) long.
National Archaeological Museum, Athens, Greece.
Archaeological Receipts Fund (TAP).

Another object from a Mycenaean tomb that reflects the
wealth of the royal burials is the bronze dagger in figure
6.20. It is inlaid with gold and silver with details added
in niello (an alloy of sulfur and silver) and depicts a lion
hunt. Four hunters armed with spears, shields, and a bow
confront a charging lion, which appears to have killed a
fifth hunter lying below him. At the right, two more lions
run from the hunters in a flying gallop pose. The dynamic
energy of the scene, like the Lion Gate column, indicates
Minoan influence.

The mask in figure 6.21, the so-called Mask of Agamem-
non, is a good example of the goldwork found in royal
Mycenaean graves, although the gold itself was imported.
The mask covered the face of a ruler once thought to have
been Agamemnon, but in fact his identity is unknown.
Despite stylizations such as the scroll-shaped ears, the
more distinctive features—the thin lips and curved
mustache—seem to be those of a particular person.

6.21 “Mask of Agamemnon,” from Mycenae,
c. 1500 B.c. Beaten gold, approx. 12 in. (30.5 cm)
high. National Archaeological Museum, Athens,
Greece. Although little is known of Mycenaean
religion, it is thought that such death masks were
intended to guarantee a dead person’s identity in
the afterlife.
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6.22 Minoan and Mycenaean cups from Vapheio, near Sparta, c. 16th century B.C. Gold, 3% in. (8.9 cm) high.

National Archaeological Museum, Athens, Greece.

Two gold cups from an intact tholos tomb at the site
of Vapheio, in the region around Sparta (fig. 6.22), were
also buried with a king. There is some controversy over the
origin of the two cups, but the one on the left seems to be
the work of a Minoan artist, while the one on the right is
Mycenaean. The scene on the left cup shows a man tying up
a bull, possibly for the ritual Minoan bull sport. Landscape
forms—trees, earth, and clouds—are depicted with consid-
erable naturalism. Also reflecting a concern for naturalism
is the sense of time, noted above in the Toreador Fresco
(see fig. 6.5); here the bull first sniffs the ground and then is
enticed by a cow. The man’s thin waist and flowing curvilin-
ear outlines recall the slender figures in Minoan painting.

The cup on the right is Mycenaean in execution, but its
iconography is Minoan. It is cruder than the Minoan cup
and stresses the violence of the struggling bull caught in
a net rather than landscape forms. The style of the Myce-
naean cup is more powerful, and its forms are generally
more abstract. The relief on both cups was made using the
repoussé technique (from the French word pousser, mean-

ing “to push”), in which an artist hammers out the scenes
from the inside of the cup. Final details were added on the
outside and a smooth lining of gold was attached to the
inside.

The rediscovery of the Minoan-Mycenaean civilizations
in the late nineteenth and early twentieth centuries, and
the more recent finds at Thera, have restored some miss-
ing links of Western history. Minoan and Mycenaean cul-
tures came to light as a result of the conviction of a few
scholars—notably Sir Arthur Evans, Heinrich Schliemann,
and Spyridon Marinatos—that certain old legends and
myths had a basis in fact. Much remains to be learned, and
archaeologists continue to probe the earth for clues to the
past. Although the fall of Mycenae was followed by sev-
eral hundred years of a so-called Dark Age, about which
we have archaeological but no literary information, the
Aegean cultures provide a transition from Egypt and the
ancient Near East to the later art and culture of historical
Greece, which is the subject of Chapter 7.

c. 3000 B.C. c. 1100 B.C.
THE AEGEAN
CYCLADIC MINOAN THERAN MYCENAEAN
c. 3000—1200 B.C. c. 3000-1100B.C. c. 1650—1100B.C. c. 1600—1100B.C.
oy N Linear B
: { used in Crete
: | and Greece
‘ \ | (c. 1400 B.C))
©.1) L :
(6.10)
Pyramids in Egypt Linear A Earthquake Earthquake destroys Beginning of decline Trojan War;
(2500 B.C.) used in Crete destroys Crete Thera (modern Santorini) of Mycenaean power sack of Troy
(c. 2000 B.C.) (c. 1700 B.C)) (c. 1628-1500 B.C.) (c. 1200 B.C.) (c. 1180 B.C)



The Art

he Aegean civilizations were known only in myth
and legend until the late nineteenth and early twen-
tieth centuries. But ancient Greece made an immedi-

T

ate and lasting impact on Western culture. The decline of
Mycenae and other Aegean civilizations after 1200 B.C. was
followed by some four hundred years of relative obscurity
in Greek history that is gradually coming to light as more

of Ancient Greece

and more research explores that period. On mainland
Greece, shifts in population occurred, with new migrations
from northern and eastern Europe.

Writing was revived, and the Greek language has per-
sisted relatively unchanged to the present day. The Greek
alphabet was an adaptation of Phoenician, a Near Eastern
Semitic script. The English word alphabet, in fact, combines
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the first two letters of the Greek alphabet—alpha and beta,
equivalent to the Semitic aleph and beth, and to the modern
English A and B.

The exact origins of the Hellenes, as the Greeks called
themselves, are unknown. By about 800 B.c., two related
Greek-speaking peoples had settled in Greece, which the
Greeks called Hellas—the Dorians inhabited the main-
land, and the Ionians occupied the easternmost strip of the
mainland (including Athens), the Aegean Islands, and the
west coast of Anatolia (modern Turkey). Later, the Greeks
established colonies in southern Italy, Sicily, France, and
Spain. As such colonizing activity suggests, the Greeks
were accomplished sailors, and their economy depended
to some degree on maritime trade. They were also success-
ful in cultivating their rocky terrain and in manufacturing
pottery and metal objects.

Cultural Identity

Greece was not unified by a strong sense of its identity as
a nation until the invasions of 490 and 480 B.c. by the Per-
sians, who were long-standing enemies of the Greeks. But
after defeating the Persians, the Greeks thought of them-
selves as the most civilized culture in the world, a view
reflected in their sense of being a single people, superior
to all others. The modern meaning of the word barbarian
is “uncivilized” or “primitive,” but for the ancient Greeks
any foreigner was a barbarian (barbaros) and anyone who
spoke a foreign language—unintelligible words sounding
like “bar-bar”—was uncivilized.

PHILOSOPHY
Plato on Artists

Great philosopher though he was, Plato did not have much
use for artists. In Book X of The Republic, he proposes ban-
ishing them from his ideal state. For Plato, art had no reality
except as technique (techne) and as imitation (mimesis) of
nature. But nature itself, he argued, is only a mere shadow of
the essential truth, which he called the “Good and Beautiful”
(kalos k’agathos); and it is the philosopher, rather than the
poet or artist, who is capable of interpreting it.

The original creator, according to Plato, is God, who
creates in relation to the philosophical essence. Craftsmen
and artisans are below God, for they make useful objects
that, like nature, only reflect the essential. The painter, who
makes an image of the object, is lower still and therefore
even further from the truth.

Poets do not fare much better than artists in Plato’s
ideal state, for, in his view, they appeal to passion rather
than to truth. Although Plato loved Homer, he recom-
mended banishing Homer’s works along with those of the
artists, and admitting only hymns to God and poetry praising
famous men.

Not only was Greece the most civilized country in its
own estimation, it was also the most central. The site of
the sacred oracle at Delphi, where the future was foretold,
omens read, and dreams interpreted, was called the ompha-
los, or navel, of the world. The oracle, actually a priest
or priestess believed to be divinely inspired, advised on
political as well as private matters. As a result, the Delphic
oracle drew emissaries from all over the Mediterranean
world and became an established center of international
influence. Inscribed in stone at Delphi was the prescrip-
tion “Know thyself,” which expressed a new emphasis on
individual psychology and insight.

There was also a new perception of history. Rather than
marking the passage of time in terms of kings and dynas-
ties, as the Egyptians and the Mesopotamians had done,
the Greeks reckoned time in Olympiads—four-year periods
beginning with the first Olympic Games, held in 776 B.C.
The Games (called Panhellenic, meaning “all the Greeks”)
were restricted to Greek-speaking competitors and rein-
forced the Greek sense of cultural unity. The Olympic
Games were so important that all wars on Greek territory
were halted so that athletes could travel safely to Olympia
to participate.

Government and Philosophy

The Athenians of the fifth century B.c. abhorred the rule
of autocratic kings and pharaohs that characterized many
other Mediterranean cultures. This marked a significant
change from earlier periods, when Greece was ruled by
tyrants. The aversion to tyranny led to the establishment of
independent city-states. Each city-state, or polis, required
male citizens to participate in its government. Even though
the Greeks, like most ancient Mediterranean cultures, kept
slaves and did not allow women to engage in politics (see
Box), the polis was an important foundation of modern
democracy. It inspired Thomas Jefferson when he wrote
the Declaration of Independence and framed the Ameri-
can Constitution in the late eighteenth century. The very
term democracy is derived from two Greek words, demos
(people) and kratos (power).

Greek philosophers discussed the nature of government
at length. Foremost among them was Plato (c. 427-347 B.C.).
His writings include The Republic and The Laws, which
describe an ideal state. Plato’s spokesman and teacher,
Socrates, developed a new method of teaching known
as Socratic dialogue—a process of question and answer
through which the truth of an argument is elicited from
the student. Demanding close observation of nature and
human character, the Socratic method reflects the Greek
interest in the centrality of man in relation to the natural
world, which is consistent with Greek artists” pursuit of
naturalism and study of anatomy.

Aristotle (384-322 B.c.)—Plato’s most distinguished stu-
dent, who became the tutor of Alexander the Great, stands
out among the ancient Greek philosophers for the diversity



SOCIETY AND CULTURE
Women in Ancient Greece

In the period of Greek history depicted by Homer, aristocratic
women led lives of relative independence, as did the women of
Sparta from the sixth century B.C. onward. However, in Athens
and other parts of Greece during the Classical period (fifth
century B.C.), women lived under severe constraints. They ven-
tured outside the house mainly for religious processions and
festivals restricted to women, and they could not vote or hold
public office. In the words of Aristotle: “The deliberative faculty
is not present at all in the slave, in the female it is inoperative,
in the child undeveloped.”

In the private sphere, women occupied segregated quarters
of the house, and marriages were monogamous. As in all ancient
cultures, marriage was an economic transaction arranged by
the parents of the couple, generally within a circle of relatives
so as to preserve property within the family. The woman was
usually much younger than the man, and they often had no
previous acquaintance. If an unmarried woman had no broth-
ers, she was obliged upon the death of her father to marry his
closest relative in order to carry on the family.

Once married, a woman became her husband’s responsi-
bility. She had no independent status, and her life was devoted
to childbearing and looking after the family and household.
The Athenian general Perikles is quoted by the Greek histo-
rian Thucydides (c. 460—400 B.C.) as having said that a woman
should “be spoken of as little as possible among men, whether
for good or ill.” Women could own nothing apart from personal
possessions and could not be party to any transaction worth
more than a nominal amount. A man could divorce his wife by
declaration before witnesses; a wife could divorce her husband
only by taking him to court and proving serious offenses.

Athenian men were required by law to marry daughters of
Athenian citizens. As a result, some men developed relation-
ships outside marriage with hetairai, or courtesans. Hetairai gen-
erally came from lonia and were more intellectual and better
educated than Athenian women. The best-known hetaira of the
fifth century B.C. is the Milesian Aspasia, who was the compan-
ion of Perikles. He eventually divorced his wife to marry her.

Ideas about female emancipation begin to appear in literature
from the end of the fifth century B.C., and some of the most
memorable characters in Greek plays are females, although they
were acted by young males. From the fourth century onward—
and increasingly so in the Hellenistic period (third to first cen-
tury B.C.)—education was accessible to certain women.

The Roman historian Pliny the Elder mentions by name one
laia of Kyzikos, who lived in the early first century B.C. Her
“hand,” he wrote, “was quicker than that of any other painter,
and her artistry was of such high quality that she commanded
much higher prices than the most celebrated painters of the
same period.”

Sappho, the most famous woman poet in antiquity, lived at
the turn of the seventh century B.C. and was much admired
by Plato and other writers. Little is known of her life except
that she was born on the island of Lesbos (from which comes
the term “lesbian”). Her poems, inspired by Aphrodite, tell of
her love for girls as well as boys and were accompanied by the
music of the lyre. Today her work survives only in fragments,
but she is known to have written nine books of odes, elegies,
and epithalamia (lyric odes to a bride and bridegroom). She
composed in various meters—the Sapphic meter is believed to
have been her invention.

of his interests. In addition to natural sciences such as
botany, physics, and physiology, Aristotle wrote on phi-
losophy, metaphysics, ethics, politics, logic, rhetoric, and
poetry. His Poetics established the basis for subsequent
discussions of tragedy, comedy, and epic poetry in West-
ern literary criticism. Aristotle did not discuss the visual
arts as specifically as Plato did, but his views on aesthetics
have had a substantial influence on Western philosophy.

Literature and Drama

The literary legacy of Greece is one of the most remarkable
in Western civilization. The Iliad, attributed to Homer, is the
account of the Trojan War and its heroes, and The Odyssey
is the story of Odysseus’s ten-year journey home to Ithaca
after the war. These epic poems were originally recited and
then were written down sometime between the eighth and
sixth centuries B.c. They are noteworthy for their literary
style and their new emphasis on the power and psychol-
ogy of human heroes. The same is true of the tragedies of
Aeschylos, Sophokles, and Euripides, and the comedies of
Aristophanes, which laid the foundation of Western the-
ater. Aeschylos’s trilogy The Oresteia, written during the

fifth century B.c., dramatized the tragedy of Agamemnon’s
family after his return to Mycenae from the Trojan War (see
p- 77). And it was Sophokles who gave the world the Oedi-
pus plays, from which Freud recognized that poets had
understood human psychology long before the develop-
ment of psychoanalysis. The events and characters of Greek
literature were often illustrated by artists, whose interest in
psychology paralleled that of the writers and philosophers.

“Man Is the Measure
of All Things”

The ancient Greek contributions to Western civilization are
inextricably linked to this saying, which set Greece apart
from other ancient Mediterranean cultures. In Greek reli-
gion, gods not only were anthropomorphic (human in
form), but had human personalities and conflicts (see Box,
p. 86). They participated in human events, such as the Tro-
jan War, and tried to influence the outcome. The gods are
referred to as the Olympians because they lived on Mount
Olympos after having overthrown their primitive, canni-
balistic forebears, the so-called Titans.
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RELIGION

Greek Gods and Their Roman Counterparts

Greek God

Zeus (husband and brother of
Hera)

Hera (wife and sister of Zeus)

Athena (daughter of Zeus)

Ares (son of Zeus and Hera)
Aphrodite
Apollo (son of Zeus and Leto)

Helios (later identified with
Apollo)

Artemis (daughter of Zeus and
Leto)

Selene (later identified with
Artemis)

Hermes (son of Zeus and Maia)

Hades (brother of Zeus, husband
of Persephone)

Dionysos (son of Zeus and
Semele)

Hephaestos (son of Hera)
Hestia (sister of Zeus)
Demeter (sister of Zeus)
Poseidon (brother of Zeus)

Herakles (son of Zeus and a
mortal woman; the only hero
admitted by the gods to Mount
Olympos and granted immortality)

Eros (son of Aphrodite)

Iris

Hebe (daughter of Zeus and Hera)
Nike

Persephone (daughter of Zeus
and Demeter, wife of Hades)

Function/Subject Attribute Roman
Counterpart

King of the gods, sky Thunderbolt, eagle Jupiter

Queen of the gods, women, Veil, cuckoo, pomegranate, Juno

marriage, maternity peacock

War in its strategic aspects, wisdom, Armor, shield, Gorgoneion, Nike Minerva

weaving, protector of Athens

War, carnage, strife, blind courage Armor Mars

Love, beauty Eros (her son) Venus

Solar light, reason, prophecy, Lyre, bow, quiver Phoebus

medicine, music

Sun Phoebus

Lunar light, hunting, childbirth Bow and arrow, dogs Diana

Moon Crescent moon

Male messenger of the gods, Winged sandals, winged cap, Mercury

trickster and thief; good luck, caduceus (winged staff entwined

wealth, travel, dreams, eloquence with two serpents)

Ruler of the underworld Cerberus (a multi-headed dog) Pluto

Wine, theater, grapes, panther skin Thyrsos (staff), wine cup Bacchus

Fire, the art of the blacksmith, crafts Hammer, tongs, lameness Vulcan

Hearth, domestic fire, the family Hearth Vesta

Agriculture, grain Ears of wheat, torch Ceres

Sea, earthquakes Trident, horse Neptune

Strength Lion skin, club, bow and quiver Hercules

Love Bow and arrow, wings Amor/Cupid

Female messenger of the gods Wings

(especially of Hera), rainbow

Cupbearer of the gods, youth Cup

Victory Wings Victoria

The underworld

Scepter, pomegranate

Greece also differed from other Mediterranean cultures,
especially Egypt, in its views of death and rituals for the
dead. Rather than engage in elaborate efforts to preserve
the physical body from decay (as in Egypt), the Greeks
erected grave markers, which were memorials to the
deceased rather than offerings to the gods.

The surviving works of art from ancient Greece empha-
size the individual above all. In contrast to the continuity of
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Egyptian art, Greek art evolved rapidly from stylization to
naturalism. The treatment of nature and humanity’s place
in it—ideal as well as actual—differentiated the Greek
canons of proportion from those used by the Egyptians
(see p. 57). In Greek art, measurements were in relation to
human scale and organic form.

The Greek attitude toward artists indicates a new interest
in the relationship of creators to their work. As far as one



PAINTING AND POTTERY 87

can tell, the Greeks were the first Westerners who regularly
signed their works. For the first time in the history of the
West, artists became famous, and their achievements were
recorded by prominent authors. The Greeks thus gave their
artists a new status consistent with their cultural view that
man, rather than gods, is the “measure of all things.”

Painting and Pottery

The earliest Greek style, called Geometric (c. 1000-700 B.C.),
is known only from pottery and small-scale sculpture. The
Orientalizing style (c. 700-600 B.c.) shows influences from
Eastern art, and, around the same time, monumental sculp-
tures began to develop. The broad stylistic categories of
Greek art following Orientalizing are Archaic, Classical,
and Hellenistic.

Geometric Style (c. 1000-700 b.c.)

The lively, rectilinear meander patterns circling the body
of the amphora (two-handled storage jar) in figure 7.1 are

7.1 Geometric
amphora, 8th cen-

tury B.C. Terra-cotta, 675-650 B.C.
5ft. 1in. (1.55 m) Terra-cotta, 4 ft.
high. National 8in. (1.42 m)
Archaeological high. Eleusis

Museum, Athens,
Greece.

7.2 Polyphemos
Painter, amphora,

Museum, Eleusis,
Greece.

typical of Geometric pottery design. Each pattern is framed
by circular horizontal borders that emphasize the shape
of the pot, and two rows of stylized animals seem to pro-
ceed slowly around the neck. Because the amphora was a
grave marker, its main scene is a prothesis (lying-in-state
of the dead). The deceased lies on a horizontal bier, held
up and flanked by rows of figures who create a sense of
motion through ritual gestures of mourning. Their torsos
are composed of flat black triangles, and their heads are
rounded. Typical of Geometric vase painting are the flat
two-dimensional renderings and the lively, stylized forms
painted in a dark glaze (actually a slip, which is refined
clay) over a light surface.

Orientalizing Style (c. 700-600 5.c.)

In the eighth century B.C., influences from the Near East and
Egypt entered Greek art in a recognizable way. In the Orien-
talizing amphora shown in figure 7.2, dated c. 675- 650 B.C.,
the shapes have become larger and more curvilinear than
those of the Geometric style, and the geometric patterns are
relegated to borders of the main image. The scene on the
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neck illustrates Odysseus and his men driving a stake into
the eye of the Cyclops Polyphemos, who had eaten some of
Odysseus’s sailors. The poses of Odysseus and his compan-
ion show similarities with earlier Aegean painting, particu-
larly the nearly frontal shoulder, profile legs and head, and
frontal eye. As in Minoan and Theran nudes (see fig. 6.10),
there is a hint of a turn at the waist to account for the spatial
discrepancy between torso and legs.

MEDIA AND TECHNIQUE
Greek Vases

Greek vases were made of terra-cotta. Black-figure art-
ists painted the figures in black silhouette with a slip made
of clay and water. Details were added with a sharp tool by
incising lines through the painted surface and exposing the
orange clay below. The vase was then fired (baked in a kiln)
in three stages. The final result was an oxidization process
that turned the surface of the vase reddish-orange and the
painted areas black.

For red-figure vases, the process was reversed. Figures
were left in red against a painted black background, and
details were painted in black.

On white-ground vases, a wash of white clay formed
the background. Figures were then applied in black, and
additional colors were sometimes added after the firing.

As early as the Archaic period, certain shapes of vases
became associated with specific uses (fig. 7.3).

Viil=

(a) Hydria (b) Lekythos (<) Krater
@ (e) Kylix
(d) Amphora (f) Oenochoe

7.3 Greek vase shapes include (a) the hydria, a water jar
with three handles; (b) the lekythos, a flask for storing and
pouring oil; (c) the krater, a bowl for mixing wine and water
(the Greeks drank their wine diluted); (d) the amphora, a
vessel for storing honey, olive oil, water, or wine; (e) the kylix,
a drinking cup; and (f) the oenochoe, a jug for pouring wine.

.

~

L]
i

7.4 Exekias, amphora showing Achilles and Ajax Playing a Board Game,
540-530 B.c. Terra-cotta, whole vessel 24 in. (6|1 cm) high. Musei
Vaticani, Rome, Italy. This amphora was signed by Exekias as both
potter and painter. He integrates form with characterization to
convey the impression that Achilles, the younger warrior on the

left, will win the game. On the right, Ajax leans farther forward

than his opponent so that the level of his head is slightly lower, and
he has removed his helmet. Achilles’ helmet and tall crest indicate
his dominance.

Archaic Style (c. 600-4805.c.)

The painting technique used during the Archaic period
is known as black-figure (c. 600-480 B.c.) (see Box). The
amphora showing Achilles and Ajax Playing a Board Game
is a good example (fig. 7.4). Patterning still functions as a
border device, and, as in Orientalizing, the central image
is a narrative scene. Exekias, the most dramatic black-
figure artist known to us, invented new subjects. In this
scene, he transforms the personal rivalry between the two
Greek heroes of the Trojan War into a board game. He
emphasizes the intense concentration of Homer’s protago-
nists by the combined diagonals of their spears and their
gazes, focusing our attention on the game board. Ajax and
Achilles are identified by inscriptions. They wear elabo-
rately patterned cloaks, arm and thigh armor enlivened
with elegant spiral designs, and greaves (shin protectors).
The stylized frontal eye persists from Mesopotamian, Egyp-
tian, and Aegean art, but here the postures are rendered
more three-dimensionally.
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Late Archaic to Classical Style
(c. 530-400 B.C.)

The red-figure painting technique was introduced in the late
Archaic period and continued until the fourth century B.C.
It permitted freer painting and the representation of more
natural forms than had been possible in black-figure. Fur-
thermore, the orange clay used for skin tones was closer
than black to the actual skin color of the Greeks.

In addition to increased organic form, the Greek painters
of the mid-fifth century B.C. began to set figures in nature
and depict elements of landscape. The kalyx krater by the
Niobid Painter, depicting the Death of the Children of Niobe
(the Niobids) (fig. 7.5), has a rudimentary tree and sloping
terrain. The decorative surface patterns have decreased
in comparison with those of black-figure, and the painted
lines are more flexible.

Niobe was a mortal woman who boasted that, because
she had fourteen children, she was greater than Leto. Apollo
(the son of Zeus and Leto) and his twin sister, Artemis, who
were expert archers, killed all of Niobe’s children. Here,
Artemis removes an arrow from her quiver, and Apollo takes
aim at his next victim. The gods” power is emphasized by the
fact that they tower over the mortals, two of whom lie dead,
draped over the rocky landscape in the foreground.

7.5 Niobid Painter, kalyx krater, side showing the Death of the
Children of Niobe, c. 455—450 B.C. 21/ in. (54 cm) high. Louvre,
Paris, France.

Classical to Hellenistic Style
(c. 450-323 B.C.)

During the late fifth century B.Cc., white-ground painting
became popular on lekythoi, which were used as grave
dedications. The example in figure 7.6, from c. 410 B.C.,
shows a warrior sitting by a grave. He is rendered as if
in a three-dimensional space—his body moves naturally,
bending slightly at the waist, and his head inclines as if in
meditation or mourning. The drapery falls over his legs as
it would in reality, and his left leg and shield are foreshort-
ened (that is, they are shown in perspective).

The Greek interest in naturalism led to a delight in illu-
sionism and trompe l’oeil (see p. 5). Zeuxis, for example,
was reputed to have painted grapes that fooled birds into
believing they were real. By the late fifth century, Zeuxis
was painting from live models and, therefore, directly from
nature. One anecdote relates that he painted Helen of Troy
as a courtesan and charged admission when the picture
was exhibited; another story claims
that he died laughing while star-
ing at his own painting of an old
woman.

During the fourth century B.C.,
Apelles reputedly painted such real-
istic horses that live horses neighed
when they saw them. He became Alex-

ander the Great’s court painter; one of
his portraits depicted Alexander with

a thunderbolt so realistically that the

fingers seemed to stand out from
the picture plane. Apelles also
painted Alexander’s mistress,
Pankaspe, and fell in love
with her. As a measure of his
esteem for Apelles, Alexan-
der gave Pankaspe to him.

7.6 Reed Painter, Warrior by a Grave
(detail of white-ground lekythos),

c. 410 B.c. Terra-cotta, 18% in.

(48 cm) high. National Archaeologi-
cal Museum, Athens, Greece. The
use of foreshortening, which depicts
the round shield as an oval because it
is partly turned, indicates the Greek
artist’s interest in rendering forms
as they appear in natural, three-
dimensional space.
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7.7 Battle of Issos, from the House of the Faun, Pompeii, c. 80 B.C., Roman copy after an original Greek fresco of c. 300 B.c. Mosaic,
106% x 2017 in. (271 x 512 cm). Museo Archeologico Nazionale, Naples, Italy. Also known as the “Alexander Mosaic,” this work is
made of tesserae, little colored tiles arranged by color to create a picture. They are arranged in gradual curves called opus vermiculatum
(“wormwork”), because they seem to replicate the slow motion of a crawling worm. Note also the illusionistic pattern of the frame.
Monumental mosaics such as this one were found on the floors of houses belonging to wealthy Romans.

The best-preserved examples of large-scale Greek picto-
rial style are mosaics (see caption, fig. 7.7) from the Helle-
nistic period (c. 323-31 B.c.). This example is a Roman copy
of a Greek fresco of around 300 B.c. It depicts Alexander
the Great defeating the Persian king Darius II at the Battle
of Issos in 333 B.c. Radical foreshortening—as in the central
horse seen from the rear—and the use of shading to convey
a sense of mass and volume enhance the naturalistic effect
of the scene. Repeated diagonal spears, clashing metal, and
the crowding of men and horses evoke the din of battle. At
the same time, action is arrested by dramatic details such
as the fallen horse and the Persian soldier in the foreground
who watches a reflection of himself dying on a shield. Alex-
ander sweeps into battle at the left, his wavy hair typical of
royal portraiture as established in Greek art of the fourth
century B.C. He focuses his gaze on the Persian leader, who
turns toward Alexander. But the chariot driver whips the
horses in the opposite direction as he tries to escape.

Sculpture

Archaic Style (c. 600-480 5.c)

Monumental sculpture of human figures first appears in
Greece during the Archaic period. It is not known why the
Greeks began making such works when they did, but it
is clear that the early Archaic artists were influenced by
Egyptian techniques and conventions.

In creating life-size human figures, the Greeks learned
from the Egyptians how to carve blocks of stone but
adapted the technique to suit their own tastes. A compari-
son of the statue of a kouros (fig. 7.8) of around 600 B.c.
with the statue of Menkaure (see fig. 5.10) highlights the
similarities and differences between Egyptian and Greek
life-size statues of standing males. The kouros maintains
the standard Egyptian frontal pose. His left leg extends
forward, with no bend at the knee, hips, or waist, and
his arms are at his sides. The fists are clenched, and the
elbows are turned back. Nevertheless, the sculptor has
made changes to emphasize human anatomy. The kouros
is cut away from the original block of marble, leaving
open spaces between the arms and body and between



7.8a (Left) Statue of a Kouros, from
Attica, c. 590-580 B.C. (front view).
Naxian marble, H. without plinth:
76 in. (193.04 cm). Metropoli-

tan Museum of Art, New A
York, Fletcher Fund, 1932. 3
Kouros (kouroi, plural), Greek
for “boy,” is used to denote

a type of standing male fig-
ure, typically carved from
marble and usually com-
memorative in nature.
Generally the kouroi

either were grave markers

or represented individuals
honored in religious sanc-
tuaries. Since this kouros
appeared on the antiquities
market with no provenience
and has no identifying inscrip-
tion, it is named for its pres-
ent location. It is the earliest
known life-size sculpture of a
standing male from the Archaic
period.

7.8b (Center) Statue of a Kouros
(side view of fig. 7.8a).

7.8c (Right) Statue of a Kouros
(back view of fig. 7.8a).

the legs. This openness and the muscularity increase the
tension and liveliness of the kouros when compared with
Menkaure.

Both figures are rendered with characteristic styliza-
tions. In contrast to the rectangularity of Egyptian conven-
tion, various features of the kouros are curved—the round
kneecaps surmounted by two arcs and the lower outline
of the rib cage. The hair consists of small circles arranged
in parallel rows that end in cone shapes. It falls over the
back of the shoulders, but does not fill up as much space as
Menkaure’s wig does.

The most obvious difference between the figure of Men-
kaure and the kouros is the nudity of the latter. The Greek
convention of nudity for male statues signals an interest in
human form, although statues of females were clothed for
reasons of propriety.

Archaic sculptures of standing women are referred to
as korai (singular kore, Greek for “girl”). They generally
represent votive figures of girls who serve Athena. The

CONNECTIONS

See figure 5.10.

Menkaure and Queen
Khamerernebty, from
Giza, 24902472 B.C.
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7.9a (Above left) Peplos Kore, c. 530 B.C. Parian marble, from Paros,
3 ft. 11%in. (1.21 m) high. Acropolis Museum, Athens, Greece. The
Peplos Kore still retains traces of paint on her dress and in her eyes,
reminding us that Greek artists originally used color to enliven the
appearance of their white marble figures.

7.9b (Above right) Peplos Kore (side view of fig. 7.9a). Some recent
research indicates that the Peplos Kore is a representation of Athena,
but traces of paint on her peplos that have been read as animal
friezes would suggest that she may be Artemis, goddess of the hunt
and the moon.

7.10a, b The Kritios Boy, from the Acropolis, Athens,
c. 480 B.C. Parian marble, 33% in. (86 cm) high.
Acropolis Museum, Athens, Greece.
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Peplos Kore (fig. 7.9) was found on the Acropolis (see p. 97)
in Athens and is named for her peplos (a woolen dress,
pinned at the shoulders). Her pose is slightly less rigid than
that of the earlier kouros, as she bends her left arm for-
ward. The drapery of the upper body reveals the contours
of her breasts and arms. She also has the so-called Archaic
smile, which accentuates the fact of being alive, and the
artist has handled the smile organically by curving the lips
upward and raising the cheekbones in response.

Early Classical Style (c. 480-4505.c.)

From 499 to 494 B.c., Athens aided the Ionian cities in their
unsuccessful revolt against Persia. This provoked Darius
the Great to invade mainland Greece in 490 B.c., only to
be defeated by the Athenians at the Battle of Marathon.
Another invasion, in 480 B.cC. by Darius’s son Xerxes, was
repelled in 479 B.C.; this marked the end of Persia’s efforts
to conquer Greece. A change in artistic style seems to have
coincided with the Persians” final departure from Greek
soil. The Early Classical style, sometimes called Severe
(because the smile has disappeared and the forms are sim-
pler) or Transitional (because it bridges the gap between
Archaic and Classical), produced radical changes in the
approach to the human figure.

The best example of the new developments can be seen
in the marble Kritios Boy, attributed to the sculptor Kritios
(fig. 7.10). It is not known whether the Kritios Boy was made
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before or after the Persian Wars, but this sculpture reflects
a moment of self-awareness in Greek history that is marked
by the change from Archaic to Early Classical. Stylization
has decreased, remaining primarily in the smooth, wavy
hair and the circle of curls around the head. The flesh now
seems to cover an organic structure of bone and muscle.
The Archaic smile has disappeared, and the face, like the
body, has become idealized; the expression is neutral. But
perhaps the most important development is that the head
is turned slightly and the right leg bends forward at the
knee so that the left leg appears to hold the body’s weight.
The torso shifts, and the right hip and shoulder are low-
ered, a pose referred to as contrapposto (from the Latin
words positus, “positioned,” and contra, “against”). For the
first time, a contrast between rigid and relaxed elements
allows the viewer to feel the inner
workings of the human body.

Another Early Classical development was the widespread
change from marble to bronze for large-scale sculpture. Hol-
low statues were cast by the “lost-wax” process (see Box,
p. 94). This liberated the figure from the block and enabled
it to project more freely into space. Solid bronze casting had
been used since the Aegean period. Of the few Greek over-
life-size bronzes that have survived, the statue representing
a god—either Zeus hurling his thunderbolt or Poseidon his
trident (fig. 7.11)—is one of the most impressive. By virtue
of the pose, the god seems to command space. He focuses
his aim, tenses his body, and positions himself as if ready to
shift his weight, perfectly balanced between the ball of his
right foot and his left heel. His slightly bent knees create the
impression that he will spring at any moment. The intensity
of his concentration and the force of an imminent thrust

extend the viewer’s experience of the sculpture toward
the weapon’s unseen destination.

7.11 Poseidon or Zeus, found in the sea off Cape
Artemision, c. 450 B.C. Bronze, 6 ft. 10% in. (2.09 m)
high. National Archaeological Museum, Athens,
Greece. Dating from about thirty years after the
Kritios Boy, this statue reflects the Greek interest in
athletics. In order to create figures in action, Greek
artists studied athletes practicing in the gymnasia.
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MEDIA AND TECHNIQUE
The Lost-Wax Process

In casting bronze by the lost-wax method (also known by the
French term cire-perdue), the artist begins by molding a soft,
pliable material such as clay or plaster into the desired shape
and covering it with wax. A second coat of soft material is
superimposed on the wax and attached with pins or other sup-
ports. The wax is then melted and allowed to flow away, leav-

Modeled wax
over core

Clay or plaster core

Pins hold
core in place

Molten
bronze
poured in

\

/ out as
molten
metal
flows in

Melted wax drains out,
leaving empty channels

7.12 The lost-wax method of casting.

Air forced

ing a hollow space between the two layers of soft material. The
artist pours molten bronze into the mold, the bronze hardens
as it cools, and the mold is removed. The bronze is now in the
shape originally formed by the “lost” wax. It is ready for tool-
ing, polishing, and the addition of features such as glass or stone
eyes and ivory teeth to heighten its lifelike appearance.

Metal pins to stabilize
layers of clay

wax rods

Channels and pins
cut away

Clay mold broken
to free casting
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In 1972 a pair of original Greek bronzes known as the
Warriors from Riace were discovered in the sea off the
southern coast of Italy near Riace. The figure illustrated
here (fig. 7.13) is in a remarkably good state of preserva-
tion after extensive restoration work. Inlaid eyes (made of
bone and glass-paste); copper eyelashes, lips, and nipples;
and silver teeth create a vivid, lifelike impression. Most
scholars assign a date of about 450 B.C. to this work, plac-
ing it at the end of Early Classical and the beginning of
Classical. The dome-shaped head and flat, curvilinear styl-
izations of the hair are familiar Early Classical elements,
whereas the self-confident, dynamic pose and organic
form are consistent with Classical.

Classical Style (c. 450-400 5.c.)

The fifty-year span of Greek history from c. 450 to 400 B.cC.
is called the Classical, or High Classical, period and corre-
sponds to the high point, or “golden age,” of Greek art.

The modern term classical, which has multiple mean-
ings, including “traditional,” “lasting,” and “of high qual-
ity,” referred originally to the Greek accomplishments of
the second half of the fifth century B.c. Not only do the
works of art produced in this period reflect the cultural
and intellectual achievements of Greece itself; they also
have had a far-reaching influence on subsequent Western
art and culture. It is virtually impossible to understand any
aspect of Western culture fully without some familiarity
with the achievements of Classical Greece.

7.13 Warrior from Riace, c. 450 B.C. Bronze with bone, glass paste,
and copper inlay, 6 ft. 6% in. (2 m) high. Museo Nazionale, Reggio
Calabria, Italy.
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7.14 Polykleitos, Doryphoros (Spear Bearer), c. 440 B.C. Marble copy
of bronze original, 6 ft. 1172 in. (2.12 m) high. Museo Nazionale
Archeologico, Naples, Italy. Typical of Roman copies is the “tree
trunk” supporting the back of the right leg, and the block of marble
connecting the hip with the right wrist. Since bronze is a stronger
material than marble, it can stand on its own and needs no such
additional supports.

Polykleitos of Argos Polykleitos of Argos was admired
by his contemporaries, and his work is still thought of as
the embodiment of Classical style. He created a canon,
which is no longer extant. Most of his sculpture was cast
in bronze and is known today only through later Roman
copies in marble. Ancient records document the fact that
the Doryphoros (Spear Bearer) was originally bronze (fig.
7.14). The figure held a spear in his left hand and stands
like the Kritios Boy (see fig. 7.10), although with a slight
increase in contrapposto and in the inclination of the head.
The gradual S-motion of the body is more pronounced,
and there is a greater sense of conviction in the body’s
underlying organic structure—notably the bulging knee-
caps, the rib cage, and the veins in the arms. The head is
dome-shaped, as in the Kritios Boy, but the circle of curls
has been eliminated and the short, wavy hair lies flat on the
surface of the head and face. The result is a figure with a
sense of organic animation.

Classical artists idealized the human form. Figures are
usually young, with no trace of physical defect. They are
nicely proportioned and symmetrical in form (though
not necessarily in pose), but they lack personality and
expression.

Classical Architecture:
The Athenian Acropolis

The Greeks, like all ancient peoples, thought of temples as
houses for the gods. In Greece, the temple plan was derived
from the megaron found in Mycenaean palaces (see p. 77),
but the Greeks embellished it with an exterior colonnade.
This reduced the inert outer wall to its structural parts—the
supports and the weight they bear. This device is analo-
gous to contrapposto; it animates the forces at work in the
building and enables the viewer to understand them.

The god’s cult statue was housed in the main room
(the naos) and looked toward the east to an outdoor altar
where sacrifices were performed. The main rituals inside
the temple involved the care of the statue itself, usually cer-
emonial dressing and cleaning. Temple interiors were also
sanctuaries for fugitives.

In the second half of the fifth century B.c., Athens was
the site of the full flowering of the Classical style in the
arts. The culmination was embodied in the buildings on
the Acropolis (figs. 7.15 and 7.16), particularly the Parthe-
non. The Acropolis (from the Greek words akros, mean-
ing “high” or “upper,” and polis, meaning “city”) is an
elevated rock supporting several temples, precincts, and
other buildings. During the Mycenaean period, it had been
a fortified citadel, and its steep walls made it difficult for
invaders to scale.

The Classical period in Athens is also called the
Age of Perikles, after the Greek general and statesman
(c. 500-429 B.C.) who initiated the architectural projects
for the Acropolis. He planned a vast rebuilding campaign



7.15 View of the Acropolis, Athens.

to celebrate Athenian art and civilization. This included
the Parthenon (448-432 B.c.), the Nike Temple (427-
424 B.C.), the Erechtheum (421-405 B.cC.), and the Propylaea
(entranceway).

Financing for Perikles” building program had come from
the Delian League. Because of its sea power, Athens was
able to force the rest of Greece to buy its protection against
the Persian invaders. The funds housed in Apollo’s sanctu-
ary on the island of Delos were transferred from the island
of Delos to the Athenian Acropolis in 454 B.C.

Athenian political rhetoric, which claimed that Athens
protected other Greek cities in the league, informs the ico-
nography of the buildings on the Acropolis.
It was also Perikles” justification for spend-

the Persians], we are gilding and bedizening our city,
which, for all the world like a wanton woman, adds to her
wardrobe precious stones and costly statues and temples
worth their millions.”

Perikles replied that, as long as Athens waged war for
its allies “and kept off the Barbarians,” it alone deserved
the money. “Not a horse, not a hoplite [a heavily armed
Greek foot soldier], but money simply” was, according
to Perikles, the only contribution of the other Greek cit-
ies. And furthermore, he argued, once Athens had suf-
ficiently equipped itself for war, it was only natural that
the city “should apply [its] abundance to such works as,
by their completion, will bring [it] everlasting glory.”
This, he added, would also provide employment for many
workers.

ing the war chest on art and architecture in
Athens. His political enemies in the assembly
accused him of disgracing their city by taking
the league’s money. “Surely,” they argued, “Hel-
las is insulted with a dire insult and manifestly
subjected to tyranny when she sees that with her
own enforced contributions for the war [against

7.16 Plan of the Acropolis. This plan includes only
the four Classical buildings that were rebuilt after the
destruction of the Acropolis at the end of the Persian
Wars (c. 480 B.C.). Like most Greek temples, they
were made of marble, which was quarried from the
local mountain, Pentelikos.

| Parthenon
3 Propylaea
5 Steps

2 Erechtheum

4Temple of Athena Nike
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7.17 East end of the Parthenon, Athens, 447-438 B.cC. Pentelic marble, | Il x 237 ft. (33.8 x 72.2 m). Once through the Propylaea at the
western edge of the Acropolis, the visitor emerges, facing east. Ahead and a little to the right are the remains of the western facade of the
Parthenon. Its damaged state reflects centuries of neglect and misuse. In the 5th century A.D. the Parthenon became a Christian church, and
in the |5th century the Turks conquered Athens and converted the temple into a mosque. They stored gunpowder in the building! When

it was shelled by artillery in 1687, most of the interior and many sculptures were destroyed. Centuries of vandalism and looting, plus modern
air pollution, have further contributed to the deterioration of the Parthenon.

The Parthenon (448-4325.c)

The Parthenon was designed by the architects Iktinos and
Kallikrates. Phidias, a leading Athenian artist of his gen-
eration and a friend of Perikles, supervised the sculptural
decorations. Completed in 432 B.C. as a temple to Athena,
the patron goddess of Athens, the Parthenon celebrates
Athena in her aspect as a virgin goddess. (Parthenos is
Greek for “virgin.”)

No earlier Greek temple expresses Classical balance,
proportion, and unity to the same extent as the Parthenon
(figs. 7.17, 7.18, 7.19). Its exceptional aesthetic impact is
enhanced by its so-called refinements, which are slight

architectural adjustments to improve the visual impression
of the building. For example, lines that appear horizontal
actually curve upward toward the middle, thereby cor-
recting the tendency of the human eye to perceive a long
horizontal as curving downward in the middle. Other
refinements involve the columns, all of which tilt slightly
inward; those toward the corners of the building are
placed closer together, creating a sense of stability and of
an organic relationship of parts to the whole.

The Parthenon sculptures were integrated harmoniously
with the architecture. Their narrative content proclaimed
the greatness of Classical Athens.



7.18 Reconstruction of the Parthenon, Athens. View of the east facade and south wall. The metopes and pediment sculptures are also
reconstructed to show that they were originally painted.

ARCHITECTURE
Plan of the Parthenon

The Parthenon is constructed as a rectangle, which is divided
into two smaller rectangular rooms. A front and back porch
and a peristyle (colonnade), supported by the three steps
of the Doric Order, complete the structure. The temple was
made entirely of marble blocks cut and fitted without the use
of mortar.

The three lines on the perimeter of the plan represent the
steps. The black circles indicate columns—those of the peristyle
number eight on the short sides (east and west) and seventeen
on the long sides (north and south), counting the corner col-
umns twice. Each corner column serves a short and a long side,
making a smooth visual transition between them.

The inside wall of the Parthenon, supported by two steps,
consists of six columns on a front and back porch, leading to a
solid wall with a doorway to an inner room. The solid walls are
indicated by thick black lines.

o

The western entrance leads to the smaller room, which
served as a treasury. The eastern entrance leads to the naos,
or inner sanctuary. It was originally dominated by a monumen-
tal chryselephantine (gold and ivory) statue of Athena—its
base is indicated on the plan by the rectangle inside the naos.
An inner rectangle of Doric columns repeats the shape of the
room and surrounds the statue on three sides.

Although constructed primarily in the Doric Order, the
Parthenon had two features that were lonic. First, there were
four lonic columns inside the treasury. And second, a continu-
ous lonic frieze, which cannot be seen on the plan, ran around
the top of the outside of the inside wall. The inclusion of lonic
elements in the Parthenon expressed the Athenians’ interest in
harmonizing the architectural and sculptural achievements of
both eastern and western Greece.

| Naos

2 Pronaos

3 Opisthodomos
4Treasury

5 Base of Athena’s statue
6 Peristyle columns

7 Solid wall

8 Steps (stereobate and

[ ]
B
[ ]

stylobate)

7.19 Plan of the Parthenon, Athens.
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ARCHITECTURE
The Greek Orders

The Doric and lonic Orders of Greek architecture (fig. 7.20)
had been established by about 600 B.C. and were an elaboration
of the post-and-lintel system of elevation (see p. 31). Ancient
Greek buildings, like Greek sculptures, were more human
in scale and proportion than those in Egypt. And unlike the
animal-based forms of ancient Iran, the Greek Orders were
composed of geometric sections, each with its own individual
meaning and logic. Each part was related to the others and to
the whole structure in a harmonious, unified way.

The oldest Order, the Doric, is named for the Dorians, who
lived on the mainland. lonic—after lonia, which includes the
lonian Islands and the coast of Anatolia—is an Eastern Order.
Its greater elegance results from taller, thinner, curvilinear ele-
ments and surface decoration. The Corinthian capital is most
easily distinguished by its acanthus-leaf design.

| Steps
(a) Stereobate
(b) Stylobate
2 Shaft
(a) Doric drum
(b) Flute
(c) Base
3 Capital
(a) Necking
(b) Echinos
(c) Abacus
(d) Volute
4 Column
5 Architrave
6 Frieze
(a) Metope
(b) Triglyph
7 Cornice
8 Entablature

DORIC DRUM I

la

DORIC

7.20 Doric, lonic, and Corinthian Orders.

Doric Order The Doric Order begins with a base of three
steps. Its shaft rises directly from the top step (the stylobate),
generally to a height about five-and-a-half times its diameter
at the foot. The shaft is composed of individual sections—
drums—cut horizontally and held together in the middle by a
metal dowel (peg) encased in lead. Shallow, concave grooves
known as flutes are carved out of the exterior of the shaft.
Doric shafts do not stand in an exact vertical plane but taper
slightly from about a quarter of the way up. The resulting bulge,
or entasis (Greek for “stretching”), indicates that the Classical
Greeks thought of their architecture as having an inner organic
structure, with a capacity for muscular tension.

At the top of the shaft, three elements make up the Doric
capital, which forms both the head of the column and the
transition to the horizontal lintel. The necking is a snug band

la
IONIC CORINTHIAN
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at the top of the shaft. Above it is the echinos (Greek for
“hedgehog” or “sea urchin”)—a flat, curved element, like a
plate, with rounded sides. The echinos forms a transition
between the curved shaft and the flat, square abacus (Greek
for “tablet”) above. The abacus in turn creates a transition to
the architrave—literally, a “high beam.”

The architrave is the first element of the entablature (note
the tabl, related to “table”), which forms the lintel of this com-
plex post-and-lintel system. The frieze, above the architrave,
is divided into alternating sections—square metopes and sets
of three vertical grooves, or triglyphs (Greek tri, “three,” and
glyphos, “carving”). Finally, projecting over the frieze is the top
element of the entablature—the thin, horizontal cornice. In
Classical architecture, a triangular element known as a pedi-
ment (see fig. 7.25) rested on the cornice, crowning the front
and back of the building.

The harmonious relationship between the parts of the
Doric Order is achieved by formal repetitions and logical tran-
sitions. The steps, sides of the abacus, architrave, metopes,
frieze, and cornice are rectangles lying in a horizontal plane.
The columns, spaces between columns, flutes, and triglyphs
are all vertical. The outline of the three steps, the echinos, and
each individual drum is a trapezoid (a quadrilateral with only
two parallel sides).

Groups of three predominate: three steps; a capital consist-
ing of necking, echinos, and abacus; triglyphs; and the entabla-
ture, which is made up of architrave, frieze, and cornice. The
sudden shift from the horizontal steps to the vertical shaft is
followed by a gradual transition via the capital to the entabla-
ture. The pediment may be read as a logical, triangular crown
completing the trapezoid formed by the outline of the steps.

lonic Order The more graceful lonic Order has a round
base with an alternating convex and concave profile. The shaft
is taller in relation to its diameter (height is about nine times
the diameter at the foot). The fluting is narrower and deeper.
Elegant volutes, or scroll shapes, replace the Doric echinos
at each corner and virtually eclipse the thin abacus. In the lonic
frieze, the absence of triglyphs and metopes permits a continu-
ous narrative extending its entire length.

Corinthian Order There is no evidence of the existence
of the Corinthian Order earlier than the latter part of the fifth
century B.C. The origin of the term Corinthian is obscure, but it
suggests that the acanthus-leaf capital was first designed by the
metalworkers of Corinth and later transferred to marble. Un-
like Doric and lonic columns, Corinthian columns were used
mainly in interiors by the Greeks—they were associated with
luxury and, therefore, with “feminine” character.

The Parthenon Pediments The two pediments of the
Parthenon represented mythological events from the life
of Athena. On the west pediment (not illustrated) she was
shown contesting Poseidon for patronage of the city. For
the east pediment (fig. 7.21), Phidias invented a unique com-
position in which Athena’s birth is dramatized. It begins at
the center of the pediment and spreads to the corners as
the gods gradually respond. Those facing away from the
center have not yet heard the news of the goddess’s birth.
Figure 7.21 is a reconstruction drawing of the east pedi-
ment; the center sculptures have disappeared. Those that
survive are shown in figures 7.22 and 7.23.

The three goddesses on the left side of the east pedi-
ment (fig. 7.22)—possibly Iris or Hebe, and Demeter and
Persephone, reading from the viewer’s right to left—are
posed so that they fit logically into the triangular space.
Their repeated diagonal planes relate to the two diagonals
of the pediment, while the graceful curves of their gar-
ments harmonize with the architectural curves of the Doric
Order below. The reclining male nude to the left could be
either Herakles or Dionysos. His limbs, like those of the
goddesses, form a series of zigzag planes. His torso forms
a gentle curve, repeated in the domed head and organic
musculature. Despite the naturalism of the pose and the
organic form, however, this figure is idealized like those
of Polykleitos—there is no facial expression or individual
personality.

On the right side of the east pediment (fig. 7.23), bal-
ancing the two seated females and the reclining male on
the left, is another group of three goddesses. Their iden-
tity has been disputed by scholars because they have no
attributes. Though posed slightly differently, the groups
on the right and left otherwise match each other closely.
The reclining goddess relates to Dionysos/Herakles, and
the two seated figures balance those of Demeter and Per-
sephone in their poses and in the curvilinear garments out-
lining their bodies.

The most striking correspondence between the two
sides of the east pediment occurs at the angles. On the
far left are the marble remnants of Helios’s horses, pull-
ing the chariot of the sun. They rise, beginning their daily
journey across the sky. On the far right, a single horse’s
head descends, echoing the triangular corner of the
pediment. This horse, from the chariot of the moon god-
dess Selene, shows Phidias’s understanding of anatomy,
which he transformed into the Classical aesthetic. He
creates the illusion of a triangular cheek plate with one
curved side, blood vessels, and muscles pushing against
the inside of the skin. The right eye seems to bulge from
its socket, and the ear and mane emerge convincingly
from beneath the surface. The open mouth forms another
triangular space, echoing the head, the cheek plate, and
the pediment itself. By indicating the rising and descend-
ing chariots of the sun and moon, the artist expands the
scene beyond the pediment into cosmic time. The impli-
cation is that Athena’s birth ushers in the dawn of a new
day along with a new order of civilization.
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- Persephone .

Iris or Hebe

7.21 (Above and facing page, above) East pediment of the Parthenon in 1674, from a drawing by Jacques Carrey.
Sculptures finished by 432 B.c. Bibliotheque Nationale, Paris, France. Greek temple sculptures and their back-

ground areas were originally painted. The sculptures in the broken center section of this pediment used to
represent Athena’s birth on Mount Olympos: Zeus was in the middle, and a Nike crowned Athena
with a laurel wreath. According to the myth, Hephaestos struck Zeus on the head

with an ax, and Athena was born fully grown and armed.
As the goddess of wisdom and of war and weaving,

she appeared like an idea from the head of the

supreme god.

Apollo rising Dionysos/Herakles

Demeter and Persephone

Iris or Hebe

7.22 Sculptures from the left side of the east pediment of the Parthenon, finished by 432 B.c. Pentelic marble, left figure 5 ft. 8 in. (1.73 m) high.
British Museum, London, England. The pediments are almost 100 feet (30.5 m) wide at the base and || feet (3.35 m) high at the central peak.
The depth of the pediment bases is, however, only 36 inches (91.4 cm), thus restricting the space available for the sculptures. Since the sides of
the pediments slope toward the corner angles, Phidias had to solve the problem of fitting the sculptures into a diminishing triangular space.

The Doric Metopes Four mythological battles are illus-
trated in the Parthenon metopes. The best preserved,
originally on the south frieze, represent the battle between
Lapiths (Greek tribesmen) and Centaurs (fig. 7.24). The
backward thrust of the Centaur’s contrapposto suggests
his struggle and defeat. Phidias has liberated the Lapith so
that his head, feet, and right arm project from the block.
The other three metope battles depicted Greeks against
Amazons on the west, the Trojan War on the north, and
Olympians overthrowing Titans on the east. Each set of
metopes expressed an aspect of the Greek sense of superi-
ority. The Lapiths and Centaurs symbolized the universal
human conflict between animal instinct or lust—exemplified

by the half-horse, half-human Centaurs who became drunk
at a Lapith wedding—and rational self-control, embodied
by the Lapiths. The victory over the Amazons symbol-
ized the triumph of Greek warriors over female warriors
from the east. In the Trojan War, West again triumphed
over East, and in the clash between Titans and Olympians
the more human Greek gods wrested control of the uni-
verse from their primitive, cannibalistic predecessors. The
sculptural program of the Parthenon represented mytho-
logical battles as a way of alluding to recent, and histori-
cal, victories. The political subtext of the battles on the
Parthenon metopes is thus the Athenian triumph over the
Persians.
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Three Seated Goddesses

7.23 (Above) Sculptures from the right side of the east pediment of the
Parthenon. Pentelic marble, left figure 4 ft. 5 in. (1.35 m) high. British
Museum, London, England. At the left corner of the whole pediment,
Helios’s horses mark the rising of the sun because Athena was born in
the east at dawn. The horse of the moon descends at the right corner.
The location of the scene on this pediment also corresponds to the
sunrise in the east. Thus, in this arrangement, the artist has formally
integrated sculpture and architecture with iconography, time, and place.

7.24 Lapith and Centaur, from South Metope XXVII of the
Parthenon. Pentelic marble, 4 ft. 5 in. (1.35 m) high. British
Museum, London, England. Each metope is approximately
4 feet square (1.22 m?) and contains high-relief sculpture.
There were fourteen metopes on the short east and west
sides, and thirty-two on the long north and south sides.
Most are scenes of single combat.
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7.25 (Above) Cutaway perspective drawing of the Parthenon,
showing the Doric and lonic friezes and a pediment (after
G. Niemann).

The lonic Frieze Over the outside of the inner (naos)
wall of the Parthenon (fig. 7.25), an lonic frieze 525 feet
(160 m) long illustrates the Greater Panathenaic proces-
sion (fig. 7.26). This festival was held every four years, and
the entire city participated in presenting a new peplos to
Athena on her birthday. The continuous nature of the Ionic
frieze, uninterrupted by triglyphs, is consistent with its
content. Thus the shape of the frieze corresponds with the
form of a procession. In order to maintain the horizontal
plane of the figures, Phidias adopted a sculptural conven-
tion of isocephaly (from the Greek words isos, “equal” or
“level,” and kephale, “head”). When a work is isocephalic,
all the heads are set at approximately the same level.

The Naos The naos contained Phidias’s cult statue of
Athena towering over, and reflected in, a pool of water. In
the reconstruction in figure 7.27, she is armed and repre-
sented in her aspect as the goddess of war. She stands and
confronts her viewers directly, wearing Medusa’s head (see
Box) on her leather aegis and holding a statue of Nike (god-
dess of victory) in her right hand and a shield in her left.
Both the shield and pedestal were decorated with reliefs by
Phidias. The colossal scale of this statue was unprecedented
and embodied Athena’s importance as the patron goddess
of Athens. The richness of the statue’s materials was a sign
of the wealth transferred from Delos to Athens. Athena’s
central position in the Parthenon pediments and the offer-
ing of the peplos in the Ionic frieze signified her wisdom
and power as well as the Athenians” devotion to her.

7.26 Equestrian group from the north frieze of the Parthenon, c. 442—439 8.c. Pentelic marble, 3 ft. 5% in. (1.06 m) high. British Museum,
London, England. This illustrates Phidias’s device of making the horses small in relation to the riders. He carved the horses’ legs in higher relief
than their bodies and heads. The effect is to cast heavier shadows on the lower part of the frieze, which, together with the multiple zigzags,
increases the illusion of movement. This illustration shows the frieze partially restored, based on surviving paint traces.
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MYTH
Medusa

Medusa, the only mortal of the three Gorgon sisters, turned
to stone any man who looked at her. She had snaky hair,
glaring eyes, and fanged teeth, and she emitted a loud roar.
Following the wise advice of Athena to look at her only
in the reflection of his shield, Perseus decapitated Medusa.
He took her head to Athena, who adopted it as her shield
device. The Medusa head, or Gorgoneion, subsequently
became a popular armor decoration in the West, symboli-
cally petrifying—that is, killing—one’s enemies.

7.28 Temple of Athena Nike from the east, Acropolis,
Athens, 427—-424 B.cC. Pentelic marble.

7.27 Neda Leipen and Sylvia Hahn, reconstruction of Phidias’s
Athena, from the naos of the Parthenon. Original dedicated 438 B.C.
Wood covered with gold and ivory plating, model approx. 4 ft.
(1.22 m) high. Royal Ontario Museum, Toronto, Canada. Like many
cult statues, that of Athena was over-life-size, standing 40 feet

(12 m) high on a pedestal. Phidias constructed the statue around a
wooden frame, covering the skin area with ivory and the armor and
drapery with gold. The original statue has long since disappeared; it
has been reconstructed from descriptions, small copies, and images
on coins.

The Temple of Athena Nike

Athena was honored as the goddess of victory in the small
marble Ionic temple of Athena Nike, which crowns the
southern edge of the Acropolis (fig. 7.28). It has a square
naos and a front porch, with four Ionic columns and four
steps at the front and back. This repetition reflects the Clas-
sical insistence on unifying the parts with the whole. The
small size and graceful Ionic Order of the Nike temple con-
trast with the heavier proportions of the Doric columns in
the Parthenon.
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7.29 Nike Adjusting Her Sandal, from the balustrade
of the temple of Athena Nike, 410—409 B.C. Pentelic
marble, 3 ft. 5% in. (1.06 m) high. Acropolis Museum,
Athens, Greece.

The Nike temple, like the Parthenon, celebrated a mili-
tary victory, but it is not known which one. The issue is
complicated by the fact that it was designed before the Par-
thenon but finished later. Gold statues of Nike that were
once housed in the temple have disappeared. The best
surviving sculpture from the Nike temple is the relief titled
Nike Adjusting Her Sandal (fig. 7.29), which was originally
located on a balustrade of the parapet. This figure is a tour
de force of marble carving, her deeply cut folds projecting
from the surface. The helplessness of the off-balance Nike,
her chiton falling down, introduces a new eroticism to
Classical art. The sheer, almost transparent drapery (called
“wet drapery” because it appears to cling to the body) falls
in a pattern of elegant, repeated folds. Behind the Nike are
the remains of her open wings. Their smooth surfaces con-
trast with the folds of the drapery and, at the same time,
echo and frame the torso’s curve.

The Erechtheum

The Erechtheum (fig. 7.30) is on the northern side of the
Acropolis, opposite the Parthenon. It replaced an old temple
to Athena that housed an Archaic wooden statue of the god-
dess. The temple was destroyed by the Persians, but the
Athenians decided to display the ruins to remind citizens of
the sacrilegious act of sacking the Acropolis. A more com-
plex Ionic building than the Nike temple, the Erechtheum is
built on an uneven site. The eastern room was dedicated to
Athena Polias—Athena in her aspect as patron of the city.
The small southern porch (fig. 7.31) is distinctive for its
six caryatids, each standing in a relaxed contrapposto pose.
The drapery defines the ideal female body, characteristic of
the Classical style. In this ensemble, a perfect symmetry is
maintained so that each set of three, right and left, is a mir-
ror image of the other. The two corner caryatids, like the
corner columns of the Parthenon, are perceived as being
aligned with the front figures when viewed from the front
and with the side figures when viewed from the sides, thus
creating a smooth visual transition between front and side.
In the metaphorical transformation of columns into
human form, several features are necessarily adapted. For
example, the vertical drapery folds covering the support
leg resemble the flutes of columns. In the capital over the
caryatid’s head, the volute is omitted, but the echinos has
been retained in the headdress, which creates a transition
from the head to the abacus. At the same time, the head-
dress is an abstract geometric form, related to organic
human form only by its proximity to the head. Whereas
the Doric echinos effects a transition from vertical to hori-
zontal and from curved elements to straight ones, the head-
dress satisfies the additional transition from human form to
geometric form. These caryatids thus illustrate the harmo-
nious metaphorical relationship between ideal and organic,
human and abstract, that characterizes Classical style.



7.30 (Above) The Erechtheum, west side,
Acropolis, Athens, 421-405 B.c. Porch figures
approx. 8 ft. (2.44 m) high. This temple was named
for Erechtheus, a legendary king of Athens who
was worshiped with Athena and various other gods
and ancestors. As a result of the large number of
dedicatees, the building itself is unusually complex
for a Classical Greek temple.

7.31 The caryatid porch of the
Erechtheum, south side.
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Late Classical Style
(c. 400-323 B.C.)

By the end of the fifth century B.c., Athens had lost its polit-
ical supremacy. Other Greek city-states, especially Sparta,
began to exert political and military power over Greece. In
the fourth century B.c., Philip II of Macedon, in northeast-
ern Greece, conquered the Greek mainland, and his son
Alexander the Great extended his empire. Nevertheless,
the intellectual leaders of that period, notably Plato and
Aristotle, continued to flourish in Athens.

The Greek Theater

The outdoor theater came into its own as an architec-
tural form after the fifth century B.C. (see Box). The best-
preserved example is the theater at Epidauros on the
eastern edge of the Peloponnesus (figs. 7.32 and 7.33). The
design is famous for its acoustics, which are based on sci-
entific knowledge of how sound travels. It had a slightly
more than semicircular seating area, with radiating stair-

ARCHITECTURE
Greek Theater

Greek theater grew out of rituals performed in honor
of the wine god, Dionysos. The early theaters were hol-
low spaces in hills, and in the fifth century B.C. these were
developed to incorporate wooden benches arranged
around an opening in a rock. Virtually embedded in nature,
these theaters integrated drama with landscape. It was in
such theaters—one was located below the Acropolis in
Athens—that the great dramas by Aeschylos, Sophokles,
and Euripides were performed. Greek theater began with a
chorus of actors who sang and danced; gradually, individual
roles performed by separate players emerged.

ways and a walkway a little more than halfway up—not
unlike a modern sports arena. The auditorium was built
around the orchestra (a place for dancing), which was a
round space for the chorus where the action of the play
unfolded. This was about 80 feet (24.5 m) in diameter and
contained an altar dedicated to Dionysos.

7.32 Theater at Epidauros, c. 350 B.C. Stone, diameter 373 ft. (I |4 m). Curved rows of stone seats formed an inverted conical
space in these impressive structures. Behind the orchestra was the rectangular stone backdrop, or skene (from which the
modern English word scene is derived), and actors entered from the sides.
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7.33 Plan of the theater at Epidauros.

Sculpture

The leading Athenian sculptor of the Late Classical style
was Praxiteles. A gentle S-shape, sometimes called the
“Praxitelean curve,” outlines the stance of his most famous
statue, the Aphrodite of Knidos (fig. 7.34), which is known
only from Roman copies. The eastern Greek city of Kos
originally commissioned the Aphrodite but rejected the
finished work because it was shocked by its nudity. The
statue was then accepted by another eastern Greek city,
Knidos. It represents the goddess standing next to a water
jar (hydria) after her bath. She picks up her garment with
her left hand, and while the gesture of her right hand
implies modesty, at the same time it calls attention to her
nudity. Compared with Classical sculptures, the Aphrodite
has slightly fleshier proportions and a heavier, fuller face.

More than any earlier Greek sculptor, Praxiteles cele-
brated the female nude. In fact, it was with this work that
the female entered the canon of beauty in Greek art, which
previously had been restricted to the male nude. The

7.34 Praxiteles, Aphrodite of Knidos,
c. 350 B.c. Marble, 6 ft. 8% in.

(2.05 m) high. Musei Vaticani, Rome,
Italy.

Aphrodite was celebrated by the Knidians, who exhibited
it in such a way that viewers could completely encircle it.
Later anecdotes emphasized the erotic qualities and real-
ism of the statue. One story tells of the goddess emerging
from the waves off the coast of Anatolia to see her likeness.
So astonished was she by its accuracy that she cried out
“Where did Praxiteles see me naked?”
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STYLE
The “Hermes of Praxiteles”

Sometimes the stylistic categories of canonical Western art
history are thrown into doubt when new discoveries are
made. The so-called Hermes of Praxiteles is a case in point.
For generations, art historians identified this sculpture
(fig. 7.35) as an original work by Praxiteles (c. 70-330 B.C.).
It has the slightly fleshy proportions of the Late Classical
style, and the contrapposto creates the S-shaped
curve associated with him. The pose seems to
fit comfortably between the Classical and Helle-
nistic styles. But when the sandals
were studied in relation to the
known shoe styles of ancient
Greece, it was discovered
that they did not belong to the
fourth century. As a result, schol-
ars have concluded that the work
must belong to a later period. It may be a
Roman copy of Praxiteles’ original figure.

7.35 Attributed to Praxiteles,
Hermes and the Infant Dionysos,

c. 340 B.c. Marble, with vestiges of
red paint on lips and hair, 7 ft. | in.
(2.16 m) high. Archaeological
Museum, Olympia, Greece.

Lysippos of Sikyon (near Corinth), who was famous for
his portrayals of athletes and his portraits of great men,
was among the important Greek sculptors of the fourth
century B.C. whose work survives mainly in Roman cop-
ies. He introduced a new, more naturalistic approach to
representing the human figure. In so doing, he became the
key artist in the transition from Late Classical to Hellenistic
style. His genius brought him to the attention of Alexander
the Great, who made him his court sculptor.

The Roman author Pliny the Elder distinguished between
the canon of Polykleitos, exemplified by the Doryphoros
(see fig. 7.14), and the newer style of Lysippos. Polykleitos’s
figures were idealized youths; but according to Pliny, Lysip-
pos preferred thinner bodies, smaller heads, more detailed
hair, and an increase in surface movement. The result was

a taller, lighter appearance and a livelier stance.

This, in Pliny’s view, changed external form in
the direction of greater emotional accuracy.
It also took into account the position of the
viewer in relation to the sculpture by open-
ing up the space around its central axis.
One effect of Lysippos’s canon can be seen
in the Apoxyomenos (literally, in Greek,

“one scraping himself”)—originally a

bronze and now known only in Roman
marble copies (fig. 7.36). It represents
a victorious athlete scraping oil off

his arm with a strigil.
The two views of the Apoxyom-
enos show the turn in the athlete’s
body compared with the relaxed
Doryphoros, who stands within a
single vertical axis. Here there is
more movement away from the
center because of the wider open-
ing between the legs and the out-
stretched arms. The athlete seems to
swivel, which draws observers into
his space and engages them with his

action.
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7.36a, b Lysippos, Apoxyomenos (Athlete with a Strigil), Roman copy of a bronze original of c. 320 B.C. Marble, 6 ft. 9 in. (2.05 m) high.
Musei Vaticani, Rome, Italy. According to Pliny, this sculpture was particularly admired by the Roman emperor Tiberius, who had it
moved from the public baths to his bedroom but returned it after the Roman citizens protested their loss.
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Hellenistic Period
(323-31 B.C.)

The Hellenistic period extended from the
death of Alexander the Great, in 323 B.C., to
the beginning of the Roman Empire under
Augustus, who assumed power in 31 B.C.
and became emperor four years later (see
Chapter 9). The term Hellenistic refers to the
spread of Greek culture beyond Greece—espe-

cially to the East—as a result of Alexander’s conquests.

Sculpture

Hellenistic style continues the developments introduced by
Lysippos and further expands the diversity of sculpture for-
mally and iconographically as well as psychologically. There
is an increase in portrait types; children and old people are
represented; theatricality and melodrama express extremes
of emotion; and the inner character of figures is conveyed
through an emphasis on formal realism.

Lysippos established the official royal image of Alex-
ander, but none of those portraits survives. Nevertheless,
the type he created is known from descriptions and post-
humous portraits of Alexander by later artists. One such
example from the site of Pergamon in western Turkey
shows Alexander’s slightly tilted head, as if he is gazing
toward the heavens, with dreamy eyes, parted lips, fleshy
facial texture, and a furrowed brow (fig. 7.37). The wavy
hair, brushed upward at the center of his forehead, became
characteristic of Alexander’s portraits, and the general

7.37 Head of Alexander, from Pergamon, c. 200 B.C.
Marble, 16 in. (40.6 cm) high. Archaeological
Museum, Istanbul, Turkey.

) type was used in the Hellenistic period
as a standard for all royal portraiture.
The outstretched wings and swirling
clothes of the Winged Nike from Samo-
thrace (fig. 7.38) evoke the pressure of the
wind as she descends from the heavens
on the prow of a ship to commemorate
a naval victory. The wind whips her gar-
ment with a sense of movement more
activated than in Classical sculpture, and
her wings are outspread in triumph. The for-
ward diagonal of her torso seems forced against the ele-
ments, and the position of her wings suggests that they
have not yet settled. Adding to the sense of movement are
the drapery masses sweeping across the front of the body,
which are contrasted with the seemingly transparent drap-
ery at the torso. The more deeply cut folds also increase
the areas of shadow in the skirt swirling around her legs,
making it appear darker as well as heavier than the drapery
covering the torso. From the side, the diagonal planes of
the body and the outspread wings come into view.

Hellenistic sculptors also explored the nature of child-
hood. In Sleeping Eros (fig. 7.39a), for example, the god is
depicted as a naturalistic toddler with baby fat and childlike
proportions. He is shown in a state of sleep, relaxed and
unaware of the waking world. His weight lies heavily on a
slanted surface, and his arm hangs limply in response to the
force of gravity.

The back view of the Eros (fig. 7.39b) shows the art-
ist’s attention to the elegant curls and wing-feather pat-
terns. Here, the weight of the child as he rests on the rock
is revealed by the slight bulge of the buttock.
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7.38 Winged Nike (Winged Victory), from Samothrace,
c. 190 B.c. Marble, approx. 8 ft. (2.44 m) high. Louvre,
Paris, France. The shifting spatial thrusts of the Nike
are characteristic of the new Hellenistic command

of form and motion in space.

7.39a, b (Above and below)
Sleeping Eros, c. 150—100 B.C.
Bronze, 2 ft. 64 in. (0.78 m)

long. Metropolitan Museum of
Art, New York. Rogers Fund,
1943.
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The bronze Boxer from around the turn of the first cen-
tury B.C. reveals the ravaging effects of this violent sport
(fig. 7.40). His face, turned awkwardly over his right shoul-
der, is covered with scars. He wears the leather knuckle
straps worn by Greek boxers, which inflicted serious injury
on their opponents. He himself has a broken nose and
teeth, as well as cauliflower ears that have suffered from
years of beating. His arms are still muscular, but his ribs
are beginning to protrude from his chest, indicating the
sagging flesh of age. The red/orange areas were made with
copper inlay to denote where his flesh had been damaged
by his opponents. Neither the function nor the context of
this figure is known, but it shows—in a realistic, rather than
an idealized, way—a man who has weathered a lifetime of
fighting.

The Hellenistic interest in melodramatic pathos is
evident in the sculptural group of Laocoon and His Two
Sons (fig. 7.41), a Roman adaptation of a Hellenistic

work. It depicts an incident from the end of the Tro-

jan War in which Laocoon and his sons are devoured
by a pair of serpents (see Box). Such a moment lends
itself to the Hellenistic taste for violent movement. The
zigzags and strenuous exertion of the human figures are
bound by the snakes winding around them.

In the Laocoon, Classical restraint and the symmetry
of the Parthenon sculptures have been abandoned.
There is extra weight to his right as Laoco6n’s

powerful frame pulls away from the serpent bit-
ing his left hip. A counterbalancing diagonal
is produced by the sharp turn of his head
and is repeated by the leg, torso,

and head of the boy on the
right. The Laocoon expresses
pain through facial contortion
and physical struggle—bulging
muscles, veins, flesh pulled taut
against the rib cage.

In the Great Altar of Zeus erected at
Pergamon (fig. 7.42), the Hellenistic taste

for emotion, energetic movement, and exaggerated
7.40 Boxer, 2nd or early Ist century B.C. musculature is expressed in relief sculpture. The two friezes
Bronze, 4 ft. 2 in. (1.28 m) high. Museo on the altar celebrated the city and its superiority over the
delle Terme, Rome, Italy. Gauls, who were a constant threat to the Pergamenes.
Inside the structure, a small frieze depicted the legendary
founding of Pergamon.

)
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7.41 Laocodn and His Two Sons.
Marble, 7 ft. (2.13 m) high. Musei
Vaticani, Rome, Italy. The figures
of Laocodn and his son on the
viewer’s left are Roman copies
(from the Ist century AD.) of a
Hellenistic statue. The boy on
our right is a Roman addition to
the group.

MYTH
The Trojan Horse

According to a lost Homeric epic,
the Greeks constructed a colossal
wooden horse and filled it with armed
soldiers. They tricked the Trojans into
believing it was an offering to Athena
that they should take inside their city
walls. Laocoodn, a Trojan seer, warned
the Trojans that he did not trust the
Greeks, “even bearing gifts.” There-
upon, Athena sent two serpents to kill
the seer and his children. The Trojans
took this as a sign that Laocoon was
not to be believed and accordingly
opened their gates and pulled in the
horse. The Greek soldiers emerged,
let in the rest of the Greek army, and
sacked Troy. References to the story
are also found in The Odyssey (IV.271,
VII1.492, XI.523) and the Aeneid (II)
(see page 126).

7.42 (Left) Altar of Zeus,
west front, reconstructed
and restored, from Perga-
mon, c. 180 B.C. Marble,
great frieze on the exte-
rior base of the colonnade
7 ft. 6 in. (2.29 m) high.
Pergamonmuseum, Berlin,
Germany. The altar origi-
nally stood within the
elaborate enclosure, in
the open air, reminding
the viewer of Zeus’s

role as supreme ruler

of the sky.



7.43 Athena Battling with Alkyoneus, from

the great frieze of the Pergamon Altar, east
section, c. 180 B.c. Marble, 7 ft. 6 in. (2.29 m)
high. Antikensammlung, Staatliche Museen,
Berlin, Germany.

to proclaim the victory of Greek civiliza-
tion over the barbarians. Greece tried to
reassert its superiority, as Athens had
done in building the Parthenon follow-
ing the Persian Wars. But Hellenistic art,
especially in its late phase, reflects the
uncertainty and turmoil of the period.
By the end of the first century B.C., the
Romans were in control of the Mediter-
ranean world, and, with the ascendancy
of Augustus in 31 B.C., the scene was set

Outside, the traditional depiction of the gods fight-
ing the Titans was transformed. In a detail illustrating
Athena’s destruction of Alkyoneus (fig. 7.43), a son of the
Titan earth goddess Gaia (Apollo’s predecessor at Delphi)
(see p. 84), the energy inherent in the juxtaposed diago-
nal planes seems barely contained. This mythical battle
between pre-Greek Titans and Greek Olympians recurs in
Hellenistic art partly as a result of renewed political threats
to Greek supremacy. But unlike the Classical version on the
Parthenon metopes, that at Pergamon is full of melodrama,
frenzy, and pathos.

King Attalus I defeated the powerful Gauls, who invaded
Pergamon in 238 B.c. This victory made Pergamon a major
political force. Later, under the rule of Eumenes II (197-
c. 160 B.C.), the monumental altar dedicated to Zeus was built

for the beginning of the Roman Empire.

Compared with the art of the other Mediterranean cultures
that we have surveyed, Greek art stands out for express-
ing what is human. This is equally reflected in the science,
philosophy, government, literature, theater, and religion of
ancient Greece. As far as one can tell from surviving texts,
the Greeks were the first in the West to write historically
about art and artists. Of the Greek styles covered in this
chapter, it is the Classical style that has had the most last-
ing impact on Western art and thought. The very notion
of “Classical” has set a standard to which Western artists
have responded in various ways. Subsequent styles, as
well as individual artists, can be seen as both continuing
the Classical tradition and rebelling against it. In either
case, indifference to the Classical achievements was—and
remains—yvirtually impossible.
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100 B.Cc. and was contemporary with the Greek culture

discussed in Chapter 7. In the Iron Age (Villanovan
period, named for the site near modern Bologna in north-
ern Italy), the Etruscans had elaborate burials that included
iron, bronze, and ivory objects. Etruscan culture is impor-
tant in Western history in its own right and because of its
relationship to Greece and Rome. The Etruscan homeland,
Etruria (modern Tuscany), occupied the west-central part
of the Italian peninsula. It was bordered on the south by the

Etruscan civilization flourished between c. 1000 and
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The Art of the Etruscans

Tiber River, which runs through Rome, and on the north
by the Arno River (see map).

The Greeks called the Etruscans Tyrrhenians, and the
Romans called them Tusci or Etrusci. Like the Greeks,
the Etruscans never formed a single nation but coexisted
as separate city-states with their own rulers. Unlike the
Romans, they never established an empire.

Although Herodotos thought the Etruscans had come
from Lydia, in modern Turkey, many scholars now believe
they were indigenous to, or at least developed their civili-
zation in, Italy. From the seventh to the fifth century B.c.—
the period of their greatest power—the Etruscan fleet
controlled the western Mediterranean, and Etruria was
an important trading nation. The Etruscans established
commercial trade routes throughout the Aegean, the Near
East, and North Africa. At the same time, they were largely
responsible for extending Greek influence to northern Italy
and Spain.

The Etruscan language resembles none other that
is presently known, and its origin is uncertain; but, like
Phoenician, from which the Greek alphabet was derived,
Etruscan is written from right to left. The Etruscans
adapted the Greek alphabet to their own language and
literature. Unfortunately, all Etruscan literature—which,
according to Roman sources, was rich and extensive—has
disappeared. The writing that has survived is mainly in
the form of religious texts and epitaphs on graves. Only a
few Etruscan words, mostly names and inscriptions, have
been deciphered.

Our major source of information about the Etruscans
and their art comes from buried tombs and necropoleis
(cities of the dead), which the Romans left undisturbed.
Most of these were carved out of rocky ground, especially
in the south. Very few Etruscan buildings have survived,
partly because of the nature of the materials used—
wood, mud, and tufa (a soft, porous volcanic rock that
is easy to work). There are some remains of fortifi-
cations and urban organization, with streets arranged in
a grid pattern.

17
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Architecture

Greece was the inspiration for large-scale architec-
ture in Etruria. The idea of erecting temples within
open-air sanctuaries and sacred precincts came from
Greece, and remains of temple foundations indicate that
the plans were based on Greek prototypes. Late Archaic
Etruscan temples, however, are distinct from the Greek in
having gabled porches but not pediments. Etruscan archi-
tects used wattle-and-daub construction for the super-
structure by reinforcing branches (wattle) with clay and
mud (daub). Stone was used only for the podium. Roofs
were tiled, and decorative sculpture was made of terra-
cotta. Greek Archaic architecture, as well as the aristo-
cratic social order, was favored in Etruria and lasted into
the fifth century, long after Greece had evolved its Classical
style and society.

The temple of Apollo at Veii (fig. 8.1) has been reconstructed
according to Etruscan temple proportions described by Vit-
ruvius (30 B.Cc.—A.D. 14), a Roman architect and engineer of
the Augustan period. In addition to the plan, the Etruscans
incorporated the Greek wooden roof and pronaos. In con-
trast to those in Greek temples, however, these are set on
a high podium rather than on steps, and the side walls are
solid. This arrangement emphasizes the entrance wall as
being at the front of the temple, whereas the Greeks” use of
colonnaded walls minimizes the distinction between front
and sides. It also gives Etruscan temples a heavier, more
massive quality than their Greek counterparts.

Pottery and Sculpture

The Etruscans adopted—and
adapted—certain Greek social
customs, such as the sympo-
sium (drinking party), and
the practice of banquet-
ing in a reclining posi-
tion. For these functions
they imported thousands
of Greek vases, which be-
came a source of Greek pic-
torial style in Italy. Scenes
and characters from Greek
mythology liberally populate
Etruscan imagery.

8.2 Capitoline Wolf, c. 500 B.C. Bronze, 2 ft. 92 in. (85.1 cm) high.
Museo Capitolino, Rome, Italy. The popular association of this
statue with the tale of Romulus and Remus, the legendary found-
ers of Rome (see p. 127), prompted the Renaissance addition of
the human twins seen here. In ancient Rome, a live wolf kept on
the Capitoline Hill reminded citizens of the legend. And, accord-
ing to the orator and statesman Cicero, a statue similar to this
one was also displayed in antiquity, but it was destroyed by
lightning. The image of a wolf nursing Romulus and Remus
remains the symbol of Rome. In the context of Etruscan

art, the wolf was probably intended as a protective

guardian.

steps podium

8.1 Reconstruction of the temple of Apollo at Veii, c. 515-490 B.C.

The few surviving examples of Etruscan sculpture indicate
a thriving industry in bronze. As was true of architecture,
Greece inspired large-scale sculpture in Etruria. Like the
Greeks, Etruscan artists cast bronze by the lost-wax method.
The statue of a she-wolf of around 500 B.C., the so-called
Capitoline Wolf, captures the aggressive anger of a mother
protecting her cubs (fig. 8.2). She turns and becomes tense,
as if suddenly startled, and bares her teeth at an unseen
intruder. The stylized patterns of fur, especially around the
neck, have affinities with Greek Archaic style.

The bronze Wounded Chimera from the fourth cen-
tury B.C. also contains Archaic stylization patterns. It depicts
the mythological monster with a lion’s body, a serpent’s tail,
and a goat’s head—here emerging from the back (fig. 8.3).
Its pose convincingly indicates a readiness to spring toward
an adversary. The hair along the spine literally stands on
end; fear is suggested through the open mouth, turned head,
and raised eyebrows.

wooden roof

pronaos
column
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8.3 Wounded Chimera, from Arezzo, second quarter of the
4th century B.C. Bronze, approx. 31/ in. (80.0 cm) high.
Museo Archeologico, Florence, Italy. In addition to Archaic
Greek influence, note the similarity of the whiskers to the
Achaemenid gold lion drinking cup in figure 4.28.

CONNECTIONS

See figure 4.28.
Achaemenid
drinking vessel,
5th century B.C.

To a considerable extent, the development of Etruscan
art paralleled that of Greek art, and the same terms are
used to designate stylistic categories—Archaic, Classical,
and Hellenistic—even though the Etruscan dates are only
roughly contemporaneous with their Greek counterparts.
The Archaic style, for example, continued in Etruria for a
short time after it had been abandoned in Greece. This can
be seen in the life-size terra-cotta Apollo of Veii (fig. 8.4),
which originally decorated the roof of the temple (see
fig. 8.1). It corresponds to the Greek Late Archaic in style
but slightly overlaps Greek Early Classical in time.

The Apollo has some organic form around the chest, but
the curvilinear stylizations and flat surface patterns of the
drapery folds are more characteristic of Archaic. The same
is true of the diagonal calf muscles fanning out from below

the knees, with the lines on top of the feet suggesting that 8.4 Apollo of Veii, from Veii, c. 515—490 B.C. Painted terra-cotta, approx.
the toes continue to the ankles. The stylized hair, arranged 5 ft. 10 in. (1.78 m) high. Museo Nazionale di Villa Giulia, Rome, Italy.
in long locks, and the smile also belong to Greek Archaic Terra-cotta was a favorite Etruscan material for sculpture. It was modeled

while still wet, and the smaller details were added with hand tools. In this
statue, Apollo’s energetic forward stride reflects the Etruscans’ interest
in gesture, motion, and posture.

convention. Despite Greek influence, however, the sharp
clarity of the Apollo’s forms and stylizations, as well as its
determined stride, is characteristic of the forcefulness of
early Etruscan art.
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8.5 Scene from the back of a mirror from Volterra, showing Uni (equivalent to the Greek Hera
and the Roman Juno) nursing Herakles in the presence of other gods, c. 350-300 B.C. Bronze,
engraved. Museo Archeologico, Florence, Italy. The Greek version of the myth illustrated here
is known only from literature and does not appear in Greek art. It recounts the story of Zeus
deceiving Hera into nursing—as a sign of acceptance and adoption—his son Herakles (mean-
ing “the glory of Hera”) by the mortal woman Alkmene. But Hera pulled away, and the milk
from her breast spurted into the heavens, creating the Milky Way. In the Etruscan version,
which is also represented on two other mirrors, Uni (Hera) willingly nurses Herakles (Hercle
in Etruscan). The fact that he is an adult reflects his acceptance into the pantheon of the gods
and his attainment of immortality. Two gods—Aplu (the Etruscan Apollo) and Nethuns (the
Etruscan Neptune)—and two unidentified goddesses witness the initiation ritual. Behind Uni,
another witness holds up a tablet with the inscription “This shows how Hercle became Uni’s
son.” The satyr at the top of the mirror drinks wine—the antithesis of milk in Etruscan religion.

Women in Etruscan Art

The Etruscans differed significantly from the Greeks in
their attitude toward women. Judging from Etruscan art,
Etruscan women participated more in public life with
their husbands and held higher positions than women
in ancient Greece—a state of affairs of which the male-
centered Greeks heartily disapproved. Wives participated
with their husbands in banquets, which took the place of
the male-only Greek symposia. Wealthy Etruscan women
were unusually fashion-conscious and wore elaborate jew-
elry commensurate with their rank.

The bronze mirrors that have been excavated from Etru-
ria were used only by women (fig. 8.5). They were typically

decorated with mythological scenes, and their inscriptions
indicate that the women to whom they belonged were liter-
ate. The greater emphasis on women in Etruscan society is
consistent with the prominence in the arts of figures of the
mother goddess and other female deities well beyond the
Bronze Age. Etruscan artists frequently depicted myths in
which women dominate men by being older, more power-
ful, or higher in divine status. The scene illustrated here
shows the adult Herakles being breast-fed by the goddess
Uni (the Etruscan Hera) in the presence of male and female
divinities.
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Funerary Art

The Etruscans clearly believed in an afterlife that was
closer to the Egyptian concept than to the Greek, but it
is not known what their specific view of the afterlife was.
It seems to have been as materialistic as in ancient Egypt
since items used in real life—such as mirrors, jewelry,
weapons, and banquet ware—accompanied the deceased.

Cinerary Containers

In the seventh century B.C. and earlier, many Etruscans
cremated their dead. They buried the ashes in individual
tombs or cinerary urns, which often had a lid in the form
of a human head. The vessels themselves sometimes had
body markings to indicate whether the remains were those
of a male or female. In figure 8.6 both the urn and the wide-
backed chair on which it stands are made of bronze, but
the head is terra-cotta. In spite of what seem like
individualized features, the intention was to
convey only a generalized likeness of the
deceased.

Much later in date is an unusual lime-
stone cinerary statue of a monumental
female with a swaddled child lying across
her lap (fig. 8.7). The downcast expression
characteristic of Greek Early Clas-
sical style is appropriate for
this Etruscan funerary figure.
On either side of the
chair or throne is a
sphinx, which testifies
to the importance of
the figure—probably
a goddess, perhaps a
protector of mothers
who died in childbirth.

8.6 Cinerary urn, from Chiusi,
7th century B.C. Hammered bronze
and terra-cotta, approx. 33 in.

(83.8 cm) high. Museo
Etrusco, Chiusi, Italy. The
metaphorical nature of
this object, in which the
body, base, and handles
of the urn are equated
with the correspond-
ing human anatomy,
implies a religious sig-
nificance. The container
of the ashes was probably
intended to symbolize a
reversal of the process of
cremation, as if to keep the
dead person alive through
his or her image.

8.7 Mater Matuta, from Chianciano,
near Chiusi, 460—440 B.c. Limestone,
life-size. Museo Archeologico, Florence,
Italy. This figure corresponds chrono-
logically to the beginning of the Greek

Classical style. Although the woman is
sculptured organically and the drapery
outlines her body, she nonethe-

less retains the stylized hair

of the Early Classical style.
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8.8 Urn in the shape of a hut, from Tarquinia, 9th—8th century B.C.
Museo Archeologico, Tarquinia, Italy.

Many cinerary urns took the form of houses and thus
provide a glimpse of Etruscan domestic architecture. An
Iron Age urn from the Villanovan civilization, for example,
is in the form of a circular hut, the first-known house type in
central Italy (fig. 8.8). It consists of a single room enclosed
by a circular wall and has a thatched roof supported by
interior vertical posts. A later example (fig. 8.9) of a house-
shaped cinerary urn probably represented an upper-class
house or palace, for it has an elegant, symmetrical facade
with an arched doorway, and a second-story gallery. At the
corners of the urn, pilasters (square columns) reinforce
the structure. The lid of the urn corresponds to the roof,
with a curved gable over the entrance and a palmette relief
in the center.

Architectural urns provide clues to the development of
Etruscan building styles. The human-headed urns reflect
both a wish to preserve the likeness of the deceased and
the importance of ancestors who were considered divine in
the afterlife. Urns-as-houses explicitly express the metaphor
in which a tomb or burial place is a “house for the dead.”

Sarcophagi

Etruscan artists developed a new funerary iconography,
which they translated into monumental sculpture in the
sarcophagi of wealthy individuals. For example, a painted
terra-cotta sarcophagus of around 520 B.c. from Cerveteri
is in the form of a dining couch (fig. 8.10). Like the urns,
it was made to contain cremated remains rather than
the bodies of the deceased. The figures represent a married
couple—the family unit was an important element in Etrus-
can art and society. The wife and husband are given similar
status, reflecting the position of women in ancient Etruria.
They are rendered with Archaic features—long stylized

8.9 Cinerary urn in the form of a house, from Chiusi, c. 400 B.C.
Museo Archeologico, Florence, Italy.

hair, a smile with corresponding raised cheekbones and
upwardly slanting eyes. The elegance of their curves and
the soft areas of their bodies, their finely pleated drapery,
and their almond-shaped eyes indicate influences from
Greek Ionia. In contrast to Greek sculpture, however,
these figures have no sense of skeletal structure and “stop”
abruptly at the waist, indicating the Etruscans” preference
for stylistic effects over anatomical accuracy. The sharp
bend at the waists and the animated gestures create an illu-
sion of lively, sociable dinner companions, reclining in the
banqueting style adopted from Greece. The couple seem
very much alive, as if to deny the fact of their death. They
were made to be seen from the front in the flickering light
of the tomb.

Tomb Paintings

Etruscans used pictures as well as architecture and sculp-
ture in the service of the dead. Hundreds of paintings have
been discovered in the underground tombs of Tarquinia, a
site northwest of Rome. Tomb paintings were usually fres-
coes. Similar paintings probably adorned public and pri-
vate buildings, although there are few surviving examples.
Until the fourth century B.c., the subjects represented most
frequently in Etruscan tomb paintings were funeral rites
or optimistic scenes of aristocratic pleasures—bandquets,
sports, dances, and music-making. Yet hints of death do
appear, even in the sixth century B.C., as in a painting from
the Tomb of the Augurs, in Tarquinia, representing two
mourners (fig. 8.11). The figures stand on a horizontal
ground line flanking the closed door leading to the under-
world, and there is little indication of depth. Plant stems rise
directly from the ground line and are the same brownish
color. Aside from the blue leaves, the colors of the costumes
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8.10a, b
Sarcophagus (front
and detail of back),
from Cerveteri,

c. 520 B.c. Painted
terra-cotta, 6 ft.

7 in. (2 m) long.
Museo Nazionale
di Villa Giulia,
Rome, Italy.

match the solemn mood. The mourners wear skin tones than those of men. Above the

a simple, light yellow inner garment that banqueting scene, two leopards flank a

falls to about midcalf, but their shorter stylized plant and symbolically protect

outer garmentisblack, as are their boots. Their the tomb from evil influences. The wall to

gestures are the traditional stylized gestures of mourning the right depicts musicians and a man holding a wine cup.

and have a ritualistic quality. They direct our attention to Compared with paintings in Greece, Etruscan paintings

the closed door that leads to the next life. disregard anatomical accuracy and naturalistic movement
A fresco in the Tomb of the Leopards shows men and in space, and the overall impression is of spontaneity.

women reclining on banqueting couches; the
standing figures are servants (fig. 8.12). The
banqueters gesture in the same animated way
as the couple on the Cerveteri sarcophagus (see
fig. 8.10), but their heads are in profile. Colors are
mainly terra-cotta tones of brown on an ocher
background, with drapery patterns, wreaths,
plants, and other details in blues, greens, and
yellows.

As in Egyptian, Minoan, and Greek paint-
ing, Etruscan women are rendered with lighter

8.11 Mourners at the Door of the Other World, Tomb of
the Augurs, Tarquinia, c. 540 B.c. Note that the boots
worn by the mourners resemble those of the war god in
the Hittite relief from Boghazkoy (see fig. 4.18). Pointed
boots are typically worn by mountain people and are
another example of influence from the Greek lonian
cities and Asia Minor. The scene at the right shows two
wrestlers and the gold and bronze bowls for which they
are competing.
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8.12 Tomb of the Leopards, Tarquinia, 480—470 B.C. Fresco. Here the conventions of Egyptian and Aegean painting are quite evident.
Women are lighter skinned than men, profile heads contain a frontal eye, and figures are outlined in black and dark brown.

The Etruscans remained a culturally distinct group,
retaining their own language, religion, and customs for
nearly a millennium. Occupying a large section of Italy for
much of the period of the Roman Republic, the Etruscans
were independent of the Romans in language and religious
beliefs. Yet they taught the Romans a great deal about
engineering, building, drainage, irrigation, and the art of
augury—how to read the will of the gods and foretell the
future from the entrails of animals and the flight of birds.
In matters of fashion and jewelry, the Etruscans were the
envy of Greek and Roman women alike. Their technical

1000 B.C.

500 B.C.

skill and craftsmanship were remarkable; they excelled in
many areas, including divination, bronze casting, jewelry
decorated with gold granulation, and dentistry. Etruscans
also made bridges and dentures that enhanced health as
well as being cosmetically pleasing.

Etruscan kings ruled Rome until the establishment of the
Republic in 509 B.Cc. By the early third century B.C., Etruria
had become part of Rome’s political organization, and two
centuries later it succumbed to full Romanization.

100 B.C.

THE ART OF THE ETRUSCANS

(8.10b) (8.12)

(8.2) (8.9)
Legendary founding Last Etruscan Rome becomes Death of Etruscans First Punic War
of Rome king, Tarquin a republic Alexander become subject between
(753 B.C) the Proud, expelled (509 B.C) the Great to Rome Rome and Carthage
(509 B.C) (323 B.C) (295 B.C) (264-241 B.C.)



fifty years; Rome’s endured for nearly five hundred.

Greece had been unified culturally, but the city of
Rome, as well as the Roman Empire, was a melting pot.
Greece had a deep cultural identity but never achieved
long-term political unity. The political genius of Rome lay
in its ability to encompass, govern, and assimilate cultures
very different from its own. As time went on, Roman law
made it increasingly easy for people from distant regions
to attain citizenship, even if they had never been to Rome.
Nevertheless, there was no doubt that the city itself was
the center of a great empire. Rome’s designation as caput

The political supremacy of Athens lasted only about

Ancient Rome

mundi (“head” or “capital of the world”) signified its posi-
tion as the hub of world power.

After the death of Alexander the Great in 323 B.Cc., Rome
began its rise to power in the Mediterranean. By the first
century A.D., the Roman Empire extended from Armenia and
Mesopotamia in the east to the Iberian Peninsula (modern
Spain and Portugal) in the west, from Egypt in the south
to the British Isles in the north (see map). Everywhere the
Roman legions went, they took their culture with them, par-
ticularly their laws, their religion, and the Latin language.
Greece and the Hellenized world kept Greek, rather than
Latin, as the official language.
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PRIMARY SOURCE
Virgil’s Aeneid

During the reign of Rome’s first emperor, Augustus, Virgil
wrote the Aeneid, a Latin epic to celebrate Aeneas as the
legendary founder of Rome. Composed in twelve books,
it opens with the fall of Troy. Aeneas, son of the god-
dess Venus, is a Trojan hero who carries his aged father,
Anchises, and the household gods (Lares and Penates)
as he leads his young son Ascanius from the burning city of
Troy. Like Odysseus (see fig. 7.2) and Gilgamesh (see p. 38)
before him, Aeneas travels far and wide, even visiting the
underworld. Virgil's frequent references to “pius Aeneas”
evoke his hero’s sense of duty and destiny. They also imply
a comparison with Augustus and create an image of him as
a predestined second founder of Rome—that is, as the ruler
of a great empire under divine guidance. The connotations
of this epic for the readers of first-century Augustan Rome
were that the founding of their city and Roman domination
of the world had been willed by the gods.

In the Aeneid, Virgil defines the Romans’ view of their
relationship to Greece and to Greek art by emphasizing that
Rome’s destiny was political rather than artistic:

Others will cast more tenderly in bronze

Their breathing figures, | can well believe,

And bring more lifelike portraits out of marble;
Argue more eloquently, use the pointer

To trace the paths of heaven accurately

And accurately foretell the rising stars.

Roman, remember by your strength to rule
Earth’s peoples—for your arts are to be these:
To pacify, to impose the rule of law,

To spare the conquered, battle down the proud.'

There were important differences between the Greek
and Roman approaches to history, which, in some sense,
parallel the differences in their views of art. Greek art was a
model throughout the Mediterranean and provided a Clas-
sical ideal. In Rome, art had its local styles, but the Romans
continued to be influenced by Greek sculpture, painting,
and architecture. They identified their own gods with
Greek gods and adopted Greek iconography. Roman artists
copied Greek art, and Roman collectors imported Greek
works by the thousands. Although Greek monumental
paintings have survived only in fragments, they, too, influ-
enced Roman painters, especially in the Hellenistic period.

Greek art tended toward idealization, but Roman art was
typically commemorative, narrative, and based on history
rather than myth. As in the Hellenistic style, Roman por-
traitists sought to preserve the features of their subjects.
They went even further in the pursuit of specific likenesses,
making wax death masks and copying them in marble.

The purpose of Roman portraiture was genealogical,
connecting present with past, just as Aeneas connected
the origin of Rome with the fall of Troy and, through his
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Chronology: Roman Periods

Early Kings
Rule by kings and a senate

Late Kings
Etruscan rulers. Ends 509 B.C.

Republic (509-27 B.c.)
Rule by Senate and patrician citizens
Punic Wars (264146 B.C.)

Transition to Empire
Julius Caesar (46—44 B.C.)
Octavian/Augustus (27 B.C.—A.D. 14)

Early Empire
Julio-Claudian Dynasty (14—68)
Tiberius (14-37)
Caligula (37-41)
Claudius (41-54)
Nero (54-68)
Flavian Dynasty (69-96)
Vespasian (69-79)
Titus (79-81)
Domitian (81-96)
So-called Good Emperors (96—180)
Nerva (96-98)
Trajan (98-117)
Hadrian (1 17-138)
Antoninus Pius (138—161)
Marcus Aurelius (161-180)
Beginning of Decline
Commodus (180-192)
Political unrest and economic decline

Severan Dynasty (193-235)
Septimius Severus (193-211)
Caracalla (211-217)
Alexander Severus (222-235)

Anarchy (235-284)

Period of Tetrarchs (284-306)
Diocletian (284-305) institutes four co-rulers in an
unsuccessful effort to restore stability to the empire.

Late Empire
Constantine | (306—337)

mother, Venus, with the gods (see Box, p. 86). The Roman
interest in preserving family lineage also extended to
names. The typical Roman family was grouped into a clan,
called a gens, by which individuals traced their descent.
Portraits, whether sculptures or paintings, thus had a two-
fold function: they both preserved the person’s image and
contributed to the history of the family. Similarly, Roman
reliefs usually depicted historical events, commemorating
the actions of a particular individual. Most commemorative
reliefs adorned architectural works, and it was in architec-
ture that the Romans were most innovative.
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According to Roman legend, Rome was founded on
April 21, 753 B.C., by Romulus and Remus, twin foundlings
who had been nursed by a she-wolf on the banks of the
Tiber River. According to Greek myth, on the other hand,
Rome was founded by the Trojan hero Aeneas, fleeing the
destruction of Troy, soon after 1200 B.c. These two stories,
Greek and Roman, were eventually made to agree, and
according to official history Aeneas was the ancestor of
the twins. The Trojan War was a myth accepted as part of
Greek “prehistory” throughout the Mediterranean, and it
was taken up by Virgil. In many areas, including their art,
the Romans inherited a dual tradition: their own native,
Italic culture and the more sophisticated Greek Classical
tradition.

Romulus later killed Remus, built Rome on the Pala-
tine Hill, and became its first king. He ruled until the late
eighth century B.c. and was followed by six kings, some
of whom were Etruscan. With the Etruscan kings, legend

approaches history. In 509 B.Cc. the last king was over-
thrown and the Republic was established. For the next five
centuries Rome was ruled by two consuls, a senate, and an
assembly. The consuls were elected every year and shared
the military and judicial authority of the former kings. The
senate was composed of former magistrates; the assembly
consisted of citizens.

The Republic lasted until 27 B.c., when Octavian, who
later took the title “Augustus,” became the first emperor.
The term Augustus was originally a religious title meaning
“revered,” but it came to mean “he who is supreme.” For
the next three hundred years, Rome was ruled by a succes-
sion of emperors. In A.D. 330 Constantine established an
Eastern capital of the Roman Empire in Byzantium, which
he renamed Constantinople (now Istanbul, in modern Tur-
key). After this period the Western Empire, which had kept
Rome as its capital, declined and was finally overrun by the
Goths in 476.

ARCHITECTURE
Arches, Domes, and Vaults

Just as the Romans recognized the potential of concrete, which
had been invented in the ancient Near East, so too they devel-
oped the arch and the vault (fig. 9.1), which had previously
been used in the ancient Near East and Etruria.

The round arch may be thought of as a curved lintel used to
span an opening. A true arch is constructed of tapered (wedge-
shaped) bricks or stones, called voussoirs, with a keystone
at the center. The point at which the arch begins to curve from
its vertical support is called the springing, because it seems
to spring away from it. The arch creates an outward pressure,
or thrust, which must be countered by a supporting buttress
of masonry.

The arch is the basis of the vault—an arched roof made by
a continuous series of arches forming a passageway. A row of
round arches produces a barrel or tunnel vault, so called
because it looks like the inside of half a barrel or the curved
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9.1 Arch, arch with centering, tunnel or barrel vault, groin or cross vault, and a dome on a drum.

roof of a tunnel. It requires continuous buttressing and is a dif-
ficult structure in which to make openings for windows. Vaults
formed by a right-angled intersection of two identical barrel
vaults are called groin or cross vaults.

Arches and vaults have to be supported during the process
of construction. This is usually done by building over wooden
frames known as centerings, which are removed when the
keystone is in place and the mortar has set.

A dome is made by rotating a round arch through 180
degrees on its axis. In its most basic form, it is a hemisphere.
As is true of arches and vaults, domes must be buttressed, and,
since their thrust is equally dispersed in all directions, the but-
tressing must be from all sides. Domes can be erected on circu-
lar or square bases. Ancient Roman domes, such as the one on
the Pantheon (see fig. 9.16), were generally set on round bases.
Domes on square bases are discussed in Chapter 10.
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Architectural Types

The Romans carried out extensive building programs,
partly to accommodate their expanding territory and its
growing population, and partly to glorify the state and the
emperor. In so doing, the Romans assimilated and devel-
oped building and engineering techniques from the Near
East, Greece, and Etruria. They also recognized the poten-
tial of certain building materials, particularly concrete,
which allowed them to construct the monumental public
buildings that are an important part of the Roman legacy.

Domestic Architecture

The Roman interest in material comfort led to the devel-
opment of sophisticated domestic architecture. Many
examples have been preserved as a result of the eruption
of Mount Vesuvius in A.D. 79. Volcanic ash covered Pompeii
(near modern Naples), the seaside resort of Herculaneum,
and several other towns.

Both Pompeii and Herculaneum were forgotten until
1592, when a Roman architect digging a canal discovered
some ancient ruins. Serious archaeological excavations of
the buried cities did not begin until the eighteenth century,
and they are still continuing today.

Roman domestic (from the Latin word domus, mean-
ing “house”) architecture was derived from Etruscan and
Greek antecedents but developed characteristics of its own.
The main feature of the Roman domus was the atrium (figs.
9.2 and 9.3), a large hall entered through a corridor from
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9.2 Plan of the House of the Faun, Pompeii, 2nd century B.C.
I: Atrium; 2: Atrium tetrastylum; 3 and 4: courtyards surrounded
by peristyles.

the street. The atrium roof usually sloped inward, and a
rectangular opening, the compluvium, allowed rainwater
to collect in an impluvium (a sunken basin in the floor),
from which it was channeled into a separate cistern. The
compluvium was also the primary source of light in the
domus. By the end of the first century B.c., however, the
peristyle, with its colonnade, had become the focal point of
the domus, and the atrium was little more than a foyer, or
entrance hall. Additional rooms surrounding the peristyle
included cubicula (bedrooms), slave quarters, wine cellars,
and storage space.

These houses had plain exteriors without windows.
Rooms fronting on the street functioned as shops, or tab-
ernae (from which we get the English word tavern). Behind
the unassuming facades were interiors that were
often quite luxurious—decorated with floor and
wall mosaics, paintings, and sculptures. The typical
professional or upper-class Roman house also had
running water and sewage pipes.

9.3 Atrium and peristyle, House of the Silver Wedding,
Pompeii, early Ist century A.D. Standing with our backs to
the entrance, we can see the compluvium in the roof, which
is supported by four Corinthian columns. The impluvium is
in the center of the floor. Visible on the other side of the
atrium is the tablinium, probably used for entertaining and
for storing family documents and images of ancestors.



For the middle and lower classes, especially in
cities, the Romans built concrete apartment blocks
or tenements, called insulae (the Latin word for
“islands”)—as in figure 9.4. According to Roman
building codes, the insulae could be as high as
five stories. On the ground floor, shops and other
commercial premises opened onto the street. The
upper floors were occupied by families, who lived
separately but shared certain facilities such as the
kitchen. As early as the first century A.D., most of
Rome’s urban population lived in such insulae. Their
blocklike construction conformed to the typical town
plan of the empire. Such plans were organized like
a military camp (castrum), in which a square was
divided into quarters by two streets intersecting
in the middle at right angles. The cardo ran from north to
south and the decumanus from east to west. Each quarter
was then subdivided into square or rectangular blocks of
buildings, such as domestic houses and insulae.

In addition to urban domestic architecture, the Romans
invented the country villa as an escape from the city. Villas
varied according to the tastes and means of their owners,
and naturally the most elaborate belonged to the emper-
ors. Hadrian’s Villa, built from A.D. 118 to 138 near Tivoli,
15 miles (24 km) outside modern Rome, consisted of so
many buildings—including libraries containing works in
Greek and Latin, baths, courtyards, temples, plazas, and
a theater—that it occupied more than half a square mile
(1.3 km?).

9.4 Insula, reconstruction, Ostia, 2nd century A.D.
Brick and concrete.

When Hadrian traveled, he collected ideas for his villa,
and later he had monuments reproduced on its grounds.
When visiting Alexandria, Hadrian admired the Sera-
paeum, a temple dedicated to Serapis—the Egyptian god
who combined features of Osiris, Zeus, and Hades and was
worshiped as ruler of the universe. Hadrian constructed
his own canal and temple, and named them after the Egyp-
tian town of Canopus and the original Serapaeum. He used
Ionic columns in the Serapaeum and Corinthian columns at
the far end of the Canopus (fig. 9.5) to support a structure
of round arches alternating with lintels.

9.5 Canopus, Hadrian’s Villa, Tivoli, c. A.D. 123—135.
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HISTORY
Julius Caesar

Gaius Julius Caesar (c. 100—44 B.C.) was the greatest general
and political figure of his generation, and an author famous
in his own day for his classical Latin prose. His sole surviv-
ing writings are the Commentaries, a personal account of the
Gallic and Civil wars. By the age of forty, Caesar shared the
leadership of Rome with Pompey (his son-in-law) and Cras-
sus, an arrangement known as the First Triumvirate (liter-
ally, the rule of three men). He was consul in 59 B.C. and
proconsul in Gaul (58—49 B.c.), where he waged a series of
campaigns that extended Roman rule north to Britain.

In 46 B.C., the senate appointed Caesar temporary dicta-
tor, hoping that he would control the growing civil unrest.
He used his power to expand the franchise of the provinces,
regulate taxation, and reform the calendar. His contempt for
republicanism and his aristocratic tendencies aroused suspi-
cion, and people feared that he intended to remain dictator
permanently. On March 15, 44 B.C., a group of conspirators
led by Marcus Junius Brutus and Gaius Cassius stabbed him
to death, an event memorialized in Shakespeare’s admonition
to “beware the Ides of March,” the Ides being the Roman
term for the fifteenth day of the month.
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Public Buildings

As life in Rome and its provinces became increasingly com-
plex, the need for public spaces and public buildings grew.
This led to the development of two characteristic architec-
tural types, the forum and the basilica.

The Forum The forum was typically a square or rectan-
gular open space bounded on three sides by colonnades
and on the fourth by a basilica (see below). Originally the
forum was a marketplace like the Greek agora. In contrast
to the random development of the agora, however, the
Roman forum was given a focus by a temple placed at one
end. In Rome, the first known forum, the Forum Romanum,
dates from the sixth century B.c., and it was this particular
urban space that was conceived of as caput mundi. In the
first century B.C., the Forum Julium became the prototype
for all later imperial forums. Planned by Julius Caesar (see
Box) and completed by Augustus, it must have presented a
magnificent architectural spectacle, but is now in ruins. The
plan in figure 9.6 indicates the complex variety of forms
and the degree to which the Romans added to the basic
rectangular conception of the forum.

As a commercial center, the forum was a regular fea-
ture of most Roman towns. Gradually, however, its shops
were transferred elsewhere, and the forum remained a
focal point for civic and social activity. It was a more or
less enclosed space, usually restricted to pedestrian traffic.
Important temples and meeting places for the town coun-
cil (curia) and the popular assembly (comitium) were inte-
grated into the forum.

9.6 Plan of the Roman and imperial forums, Rome. When Roman
civic leaders wished to address the populace, they entered the
forum. Today, forum means an opportunity for addressing groups
of people; candidates for political office are said to have a forum
for their views if they can arrange a time and place for the voters
to hear them speak.
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9.7 Reconstructed cross section of the Basilica Ulpia, Forum of Trajan, A.D. 98—117.

The Basilica A basilica (from the Greek word basilikos,
meaning “royal”) was a huge roofed building, usually at
one end of a forum. It was used for commercial transac-
tions and also served as a municipal hall and law court.
Basilicas were typically divided into three aisles: a large
central aisle was flanked by smaller ones on either side,
separated from one another by one or two rows of col-
umns. The extra height of the center aisle, or nave (from
the Latin word navis, meaning “ship,” and derived from
the idea of an inverted boat), permitted the construction of
a second-story wall above the colonnades separating the
nave from the aisles. Clerestory windows were built into
the additional wall space to admit light into the building.

Trajan’s Forum adjoins the Basilica Ulpia (the name
“Ulpia” comes from the gens to which Trajan belonged),
which is rectangular in plan with an apse (curved section)
at each end (figs. 9.7 and 9.8). The apses contained statues
of gods or emperors, provided space for legal proceedings,
and often included a throne occupied by a statue of the
emperor. Colonnades on either side of the nave provided
an articulated space for socializing, people awaiting trial,
and for those transacting business. Roofing was made of
timber and covered with tiles, and the interior was adorned
with marble and bronze.
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9.8 Plan of the Basilica Ulpia.
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The Markets of Trajan Trajan’s markets, at the south-
east end of his basilica (see number 5 in fig. 9.6), were
distinctive for their innovative engineering and architec-
ture (fig. 9.9). Their concrete core was faced with brick,
with a few details in wood and stone. They were conceived
as part of a total urban renovation that included Trajan’s
Forum (which was faced with marble). The original area is
unknown, but the markets probably contained more than
200 rooms (evidence of 127 survives today) rising from the
forum along the incline of the Quirinal Hill.

The view from the west in figure 9.9 gives some idea
of the imposing quality and architectural variety of Tra-
jan’s markets. They form a series of tiered, apsidal spaces
with barrel-vaulted ceilings. Groin vaults were used for the
main hall. In the upper levels, clerestory windows, as in the
basilica, provided a source of interior lighting. The rooms
housed offices and more than 150 shops linked by a com-
plex system of stairways and arcades. Shifting axes, flow-
ing masses and spaces, and patterns of light and shadow
created a dynamic interplay of solid forms with voids. As a
totality, the markets served a social and commercial func-
tion and were also aesthetically pleasing.

9.9 Remains of Trajan’s markets, seen from the west.
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9.10 Plan of the Baths of Caracalla, Rome,
. A.D. 211-217. The total complex occupied
. ’ approximately 35 acres (130,000 m?).
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Public Baths The Roman public bath was a
cultural center, a place for socializing, bathing,
and swimming. It also provided facilities for
playing ball, running, and wrestling. Ameni-
ties included a cold room (frigidarium), a warm
room (tepidarium), a hot room (caldarium),
steam rooms, changing rooms, libraries, gar-
dens, and a museum.

Although every Roman city in the empire
had baths, Rome had 952 of them by the middle
of the fourth century. Particularly magnificent
were the baths of the emperor Caracalla, who
ruled from A.D. 211 to 217 (figs. 9.10 and 9.11).
The plan was constructed on two axes with the
frigidarium at their intersection. As in a typi-
cal basilica, light entered the baths through
the upper clerestory windows and illuminated
the myriad surface patterns created by marble,
glass, painted decoration, and water.

9.11 Restoration drawing of the Baths of Caracalla.
Note the enormous Corinthian columns that sup-
ported the groin vaults of the ceiling and the large
clerestory windows.
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The Colosseum The Colosseum (begun in A.D. 72 under
Vespasian and inaugurated in A.D. 80 by his son Titus) was
primarily for public spectacles (figs. 9.12 and 9.13). Its
Greek antecedent was the outdoor theater (see fig. 7.32).
Similar to a modern sports arena, the Colosseum in Rome
is actually a massive amphitheater (from the Greek words
amphi, meaning “around” or “both,” and theatron, meaning
“theater”), a type of building invented by the Romans.

The exterior consists of arcades (rows of arches) with
three stories of round arches framed by entablatures and
engaged columns. The ground-floor columns are Tuscan
(a later development of Doric); the second-floor columns are
Ionic; and those on the third floor are Corinthian. On the
fourth floor are small windows and engaged rectangular

Corinthian pilasters. This system, in which the columns are
arranged in order of visual as well as structural strength,
with the “heaviest” Doric type at the bottom, was regu-
larly followed in Roman architecture. The surface of the
outer wall also becomes flatter as it rises, which carries
the viewer’s eye upward, while the repeated round arches
of the circular arcades direct the eye around the building.
The projecting cornice at the very top serves aesthetically
to crown the structure.

The Colosseum was built around a concrete core, with
an extensive system of halls and stairways for easy access.
Two types of vault were used in the corridor ceilings—
the simpler barrel vault and the groin vault (also called a
cross vault). The upper wall was fitted with sockets, into

9.12 Side view of the Colosseum, Rome, c. A.D. 72—-80. Concrete, travertine, tufa, brick, and marble, approx. 615 x
510 ft. (187.5 x 155.5 m). The term colosseum comes from a colossal statue of Nero. Construction of the Colosseum
started c. A.D. 72 under the emperor Vespasian, who had come to power in A.D. 69. It was inaugurated in A.D. 80, a year
after his death. More than 50,000 spectators proceeded along corridors and stairways through numbered gates to their
seats. The concrete foundations were 25 feet (7.6 m) deep. Travertine (much of it dismantled and reused in the Middle
Ages) was used for the framework of the piers, and tufa and brick-faced concrete were used for the walls between the
piers. Originally there was marble on the interior, but it has completely disappeared.
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which poles were inserted as supports for canvas cover-
ings; these were stretched by sailors across the open top
of the arena to protect spectators from the hot sun and
rain. The Colosseum was designed for gladiatorial contests
and combats between men and animals, or between ani-
mals alone. Because it was located over a pond formerly
on Nero’s property, it was possible to construct a built-in
drainage system for washing away the blood and gore of
combat and subterranean passages for animals. The Colos-
seum remains a monument to the political acumen of impe-
rial Rome, providing violent spectacles as well as creature
comforts for its citizens.

MEDIA
Roman Building Materials

Marble had been the favorite building material of the Greeks
but was less readily available and, therefore, a luxury, to
the Romans. They used it mainly as a decorative facing, or
outer layer, over a core of other material. Suetonius, the
Roman lawyer and author of the Lives of the Twelve Caesars
(c. AD. 121), wrote that Augustus found Rome a city of
brick and left it a city of marble. Today, much ancient Roman
marble facing has disappeared because of subsequent loot-
ing, leaving visible the inner core of the structure.

The Romans also used travertine—a hard, durable
limestone that mellows to a golden yellow—and the soft,
easily carved tufa, which had been popular with the Etrus-
cans (see p. 117). Above all, the Romans built with concrete,
a suitable material for large-scale public structures. Their
concrete was a rough mixture of mortar, gravel, rubble,
and water. It was shaped by wooden frames, and often
wedge-shaped stones, bricks, or tiles were inserted into it
for reinforcement and decoration before it had hardened.
Alternatively, a facing of plaster, stucco, marble, or other
stone was added.

9.13 Reconstructed cutaway section of the Colosseum.
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9.14 Pont du Gard, near Nimes, France, late |st century B.C. Stone, 854 ft. (260 m) long, 162 ft. (49 m) high. The aqueduct
system maintains a constant decline of | in 3,000, resulting in a total drop of only 54 feet (16.5 m) over its whole length of
30 miles (48 km).

Aqueducts An example of Roman practicality and engi-
neering ability was the development of the bridge and
aqueduct (a conductor of water, from the Latin words
ducere, meaning “to lead,” and aqua, meaning “water”).
The most impressive example of a section of a Roman
aqueduct is the Pont du Gard (fig. 9.14), located in modern
Nimes in the south of France. Between 20 and 16 B.c. Mar-
cus Agrippa (son-in-law and adviser to Augustus) com-
missioned an aqueduct system to bring water to Nimes
from natural springs some 30 miles (48 km) away. Much
of the aqueduct was built below ground or on a low wall;
but when it had to cross the gorge of the Gardon River, a
stone bridge was necessary.

The Pont du Gard was constructed in three tiers, each
with narrow barrel vaults. Those on the first two tiers are
the same size, while the third-story vaults, which carried

the channel containing the water, are smaller. The vous-
soirs (see p. 127) that make up the arches weigh as much as
6 tons (6,096 kg) each. They were precisely cut to standard
measurements, dressed (shaped and smoothed), and then
fitted into place without mortar or clamps. The top vaults
and the larger ones are in a ratio of 1:4.

The vault system of construction was well suited to a mas-
sive engineering project such as the Pont du Gard bridge
and aqueduct. With the tunnel vaults arranged in a con-
tinuous series side by side, the lateral thrust of each vault
is counteracted by its neighbor so that only the end vaults
need buttressing. The placement of larger vaults below
and smaller ones above serves both a structural purpose
—support—and an aesthetic one. The repeated arches and
their rhythmic proportions not only carry water, but also
formally carry one’s gaze across the river.



Religious Architecture

Temples Roman temples were derived from Greek
and Etruscan precedents. From the Etruscan type came
the podium (base) and the frontality of the temple. From
Greece came the columns, the cella (central room), the
porch (pronaos), the Orders, and the pediment. Many
Greek architects worked in Rome and its provinces follow-
ing the Roman conquest of Greece in 146 B.C. Their activity
led to an infusion of Greek elements and a shift toward the
use of marble rather than local stone.

The Temple of Portunus (fig. 9.15) shows Greek influ-
ence in the entablature, which is supported on all four
sides by slender Ionic columns. The corner columns, as in
the Parthenon (see fig. 7.18), serve both the long and the
short sides. Etruscan influence is apparent in the deeper
porch, raised podium, and steps, which are restricted to
the front porch and thus give the temple a well-defined
frontal aspect. Later, during the empire, the frontality of
the temple, raised on its podium, seemed to preside over
the ritual space of the forum and was seen as a metaphor
for the emperor’s authority.

One aspect in which the Roman temple differs from the
Greek is in the relation of the columns to the wall. Here
the Romans followed the Italic, Etruscan tradition of fron-
tality. Whereas Greek temples are typically peripteral

9.15a (Left) Temple of Portunus (formerly
known as the Temple of Fortuna Virilis),
Rome, late 2nd century B.C. Stone.
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9.15b (Above) Plan of the Temple
of Portunus.

CONNECTIONS

See figure 7.18. Reconstruction of the Parthenon, Athens.

(surrounded by a colonnade of freestanding columns), the
columns of the Temple of Portunus are freestanding only on
the porch. The other columns are engaged in the back and
side walls of the cella—hence the term pseudo-peripteral
(literally, “false peripteral”). The Romans had thus moved
beyond the Greek use of the column as the primary means
of support and the colonnade as the organizing principle
of architectural space. In the Temple of Portunus, the wall,
made of rubble-faced concrete, is the supporting element,
and the engaged columns, which originally were faced
with travertine, have a purely decorative function.
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9.17 Plan and section of the Pantheon. The section shows
the thickness of the dome tapering toward the top, from
approximately 20 to 6 feet (6.09—1.83 m). Note the stepped
buttresses on the lower half of the dome.

9.16 Exterior view of the Pantheon, Rome, A.D. | 17—125.

Marble, brick, and concrete.
The Pantheon The Pantheon (figs. 9.16-9.19), the most
innovative ancient Roman temple, was built during the reign
of Hadrian and dedicated to the five planetary gods known

9.18 Reconstruction of the Pantheon with a cutaway of the in the second Cen.tury—.]upiter, Mars, Mercury, Saturn, e'lnd
dome. Originally, the coffers were painted blue—not red as Venus (and possibly also to the sun and moon). It consists
shown here—to resemble the sky. of two main parts: a traditional rectangular portico, sup-

ported by massive granite Corinthian columns,
and a huge concrete rotunda (round structure),
faced on the exterior with brick. To the visitor
approaching the building, the Pantheon resem-
bled a Greek temple, whereas the enormous
round interior space was a Roman concep-
tion. By this combination, the tension between
native tradition and Greek culture was resolved.
Inscribed on the pediment of the portico is the
name Marcus Agrippa, who had dedicated an
earlier temple on the same site. The entire Pan-
theon stands on a podium with steps leading to
the portico entrance. The building was originally
approached through a colonnaded forecourt,
which has since been destroyed.

Once inside the rotunda, the visitor is con-
fronted by a vast domed space illuminated only
by the open oculus (Latin for “eye”) in the center
of the dome (fig. 9.19). The dome and the drum
are in perfect proportion, the distance from
the top of the dome to the floor being identi-
cal with the diameter of the drum. The marble
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9.19 Giovanni Paolo Panini, Interior of the Pantheon, c. 1740. Oil on canvas, 4 ft. 22 in. x 3 ft. 3 in. (1.28 x 0.99 m).
National Gallery of Art, Washington, D.C. Samuel H. Kress Collection.
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floor consists of patterns of circles and squares, and the
walls contain niches (each one for a different deity) with
Corinthian columns supporting alternating triangular and
rounded pediments. Between each niche is a recess with
two huge columns flanked by two corner pilasters. A cir-
cular entablature forms the base of a short “second story.”
This, in turn, bears the whole weight of the dome, which is
channeled down to the eight piers.

The dome has five coffered bands (rows of recessed rect-
angles in the ceiling). These reduce the weight of the struc-
ture and also create an optical illusion of greater height.
The coffers were originally painted blue, and each had a
gold rosette in the middle, enhancing the dome’s role as a
symbol of the sky, or the dome of heaven. The blue paint
repeated the blue sky visible through the oculus, which cast
a circle of light inside the building. The illuminated circle
reminded ancient Roman visitors of the symbolic equation
between the sun and the eye of Jupiter, the supreme celes-
tial deity of Rome.

Commemorative Architecture

An important category of Roman architecture was devel-
oped to commemorate the actions of individuals, usually
emperors or generals.

The Ara Pacis One of the most symbolic marble monu-
ments of Augustus’s reign was the Ara Pacis (Altar of
Peace; fig. 9.20), located on the exercise ground, the Cam-
pus Martius (literally the “field dedicated to Mars,” god
of war). Its purpose was to celebrate the pax Augusta, or
“Peace of Augustus,” after the emperor had made peace
with the Gauls and returned to Rome. Like the later Pan-
theon, the Ara Pacis resolves the conflict between native
tradition and Greek culture.

The actual altar (visible here through an opening in the
enclosure), which was originally not covered, stood on a
podium. While the altar recalled the primitive open-air
altars of early Roman times, the reliefs on the exterior of
the marble frame were executed in Classi-
cal Greek style. They depict Greek motifs,
such as the processional frieze, but the
subjects of the reliefs are Roman.

Elegant vine-scroll traceries, indicat-
ing peace and fertility under Augustus,
are represented on the lower half of the
frame, while the upper half illustrates the
actual procession that took place at the
founding of the altar. On the north side,
senators and other officials, some with
wives and children, are shown proceed-
ing to the entrance. The south side rep-
resents members of the imperial family
(fig. 9.21). Not seen in this illustration, the
figure of Augustus has his head draped in

9.20 West side of the Ara Pacis (Altar
of Peace), Rome, 13-9 B.c. Marble, outer
wall approx. 34 ft. 5 in. x 38 ft. x 23 ft.
(105 x 11.6 x 7m).

9.21 South side of the Ara
Pacis, showing part of an
imperial procession. Marble
relief, approx. 5 ft. 3 in.
(1.6 m) high.




the manner of the Pontifex Maximus, the title denoting his
role as the state’s religious leader. Visible at the left are his
wife, Livia, and Agrippa, whose covered head indicates that
he is carrying out a religious rite. The presence of children
(fig. 9.22) refers to the dynastic aims of Augustus, who
hoped to found a stable system of political succession. He
also wanted to encourage aristocrats to reproduce, and he
granted tax relief for large families.

In contrast to the Parthenon frieze, which illustrated the
Panathenaic procession that took place every four years,
the Ara Pacis commemorates a onetime event and portrays
it with almost journalistic precision. The Ara Pacis frieze
includes portraits of individuals (priests and others) who
participated in the ritual.

Techniques of carving also differ, for the Ara Pacis is
in higher relief than the Panathenaic procession, satisfy-
ing the Roman taste for spatial illusionism. Higher relief
is reserved for the more prominent foreground figures,
whose feet project from the base.

Visitors approached the altar by a stairway located on
the western side. Each year, magistrates, priests, and vestal
virgins (virgins consecrated to the service of Vesta, god-
dess of the hearth) made sacrifices on it. They ascended the
stairs, entered the sacred space, and performed the sacri-
fices while facing east, toward the sunrise.

Trajan’s Column Single, freestanding, colossal columns
had been used as commemorative monuments from the
Hellenistic period onward. The unique Roman contribution
was the addition of a ribbonlike documentary narrative
frieze, first used and best exemplified in Trajan’s Column
(fig. 9.23), which was completed by A.D. 113. It was erected
in honor of his victories over the Dacians, the inhabitants
of modern-day Romania. There were originally two librar-
ies flanking the column, one for Greek texts and the other
for Latin.

9.22 (Left) Ara Pacis,
showing a detail of a child
tugging at an adult’s toga.
Note the artist’s careful
observation of human na-
ture in the child’s dimpled
elbows and knees and the
chubby rolls around his
ankles. He is tired of walk-
ing and wants to be picked
up and carried. Such accu-
rate psychological char-
acterization of specific
age-related behavior is
consistent with the Roman
interest in portraiture.

9.23 Trajan’s Column, Trajan’s Forum, Rome, dedicated A.D. | 13.
Marble, 125 ft. (38 m) high, including base; frieze 625 ft. (190 m)
long. Although the upper scenes could not have been seen from
the ground, they would have been visible from the balconies of
nearby buildings. A gilded bronze statue of Trajan, since destroyed,
originally stood at the top of the column. It has been replaced by

a statue of Saint Peter.
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The column consists of marble drums cut horizontally
and imperceptibly joined together. Supporting it is a podium
decorated with sculptures illustrating the spoils of war and
containing a repository for Trajan’s ashes. Inside the column
shaft, a spiral staircase was illuminated by openings cut into
the marble. The exterior shaft is covered with a continuous
low-relief spiral sculpture over 625 feet (190 m) long and con-
taining some 2,500 figures. In the first four
bands of the spiral, at the beginning of the
narrative (fig. 9.24), the Roman army pre-
pares its campaign. On the first level, a giant
bearded river god personifies the Danube.
He watches as Trajan leads the Roman army
out of a walled city. Boats and soldiers fill
the river. The second level contains army
camps, war councils, reconnaissance mis-
sions, and the capture of a spy. Background
figures are raised above foreground figures,
virtually eliminating any unfilled space. Zig-
zagging buildings faced with brickwork pat-
terns and the diagonals of the boats enhance
the sense of surface movement. The formal
crowding conveys the bustling activity of
armies preparing for war. In addition to its
power as a commemorative statement, the
frieze on Trajan’s Column is an informative
historical record of life in the Roman army.

9.25 Arch of Titus, Rome, A.D. 81. Marble over
concrete core, approx. 50 ft. (15 m) high, approx.
40 ft. (12 m) wide. The arch stands on the Via
Sacra (Sacred Way) leading into the forum in
Rome. The Latin inscription on the attic pro-
claims that “the senate and people of Rome
(SPQR) [dedicate the arch] to divine Titus,
Vespasian Augustus, son of divine Vespasian.”
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9.24 The three lowest bands of Trajan’s Column (detail).
Marble relief, each band 36 in. (91.4 cm) high.

The Triumphal Arch The triumphal arch was another
Roman innovation that commemorated the military exploits
of a victorious general or emperor. It marked a place of
ritual passage into a city at the head of an army. These
symbolic triumphal arches stood alone and were different
from arches cut into city walls, which served as entrances
for the populace. The earliest surviving examples of the tri-
umphal arch precede the reign of Augustus by a century.
They typically consisted of a rectangular block enclosing
one or more round arches, and a short barrel vault like
those on the Pont du Gard (see fig. 9.14). Most had either
one or three openings, with two being quite rare. Pilasters
framed the openings and supported an entablature, which
was surmounted by a rectangular attic. This usually bore
an inscription and supported sculptures of chariots drawn
by horses or, occasionally, by elephants (of which none are
extant). Elephants, in ancient Rome, were imported from
Africa and owned only by emperors. Because of their bulk,
strength, and long life, they were symbolic of the emperor’s
power and immortality.

The Arch of Titus (fig. 9.25), erected in A.D. 81 to com-
memorate Titus’s capture of Jerusalem and his suppression
of a Jewish rebellion in A.D. 70-71, has a single opening.
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9.26 Relief from the Arch of Titus, detail showing The Spoils of the Temple of Jerusalem Exhibited in Rome. Marble, 6 ft. 7 in. (2 m) high.

Its columns are of the Composite Order, a Roman Order
combining elements of Ionic and Corinthian. On the curved
triangular spaces between the arch and the frame, winged
Victories hold laurel wreaths. Reliefs on either side of the
piers (large rectangular supports) forming the passageway
depict Titus’s triumphs.

A relief on the inner wall (fig. 9.26) shows Titus’s sol-
diers carrying off their booty from the Jewish Wars (see

Box). As in the frieze of the Ara Pacis, the figures project
illusionistically from the surface of the relief. Soldiers raise
the menorah (the sacred Jewish candelabrum with seven
candlesticks), whose weight and prominence reflect its
importance for the Jews and hence its role as a symbol of
the Roman victory. The base of the menorah and the arch
are carved in perspective, reflecting the Roman taste for
spatial effects and optical illusion.

PRIMARY SOURCE
Josephus and the Jewish Wars

Josephus (A.D. c. 37-100), a Jewish soldier and historian, wrote
a history of the Jewish Wars that describes the capture of Jeru-
salem by Antiochus Epiphanes in 170 B.C. and Titus’s seizure of
Jerusalem in A.D. 70 (which he witnessed). Under the Flavian
emperors (Vespasian, Titus, and Domitian, who together ruled
from A.D. 69 to 96), Josephus was granted Roman citizenship,
and he favored cooperation with the Romans.

Josephus’s history includes a description of the trium-
phal procession celebrating the victory of Vespasian (ruled
A.D. 69—79) and his son Titus (ruled A.D. 79-81) after the sack
of Jerusalem. His account reflects the Romans’ love of material
splendor and its role in projecting an image of imperial power.

He was struck by the abundance of gold and silver objects,
which flowed “like a river,” by the Babylonian tapestries, and by
the jeweled crowns. “The most interesting of all,” he wrote:

were the spoils seized from the temple of Jerusalem: a
gold table weighing many talents, and a lampstand, also
made of gold. . . . There was a central shaft fastened to
the base; then spandrels extended from this in an ar-
rangement which rather resembled the shape of a tri-
dent, and on the end of each of these spandrels a lamp
was forged. There were seven of these, emphasizing the
honor accorded to the number seven among the Jews.?




More than two hundred years after the dedication of
the Arch of Titus, the emperor Constantine the Great
(ruled A.p. 306-337) erected the largest triumphal arch in
Rome, near the Colosseum (fig. 9.27). It commemorated his
assumption of sole imperial power in 312, after defeating
his rival Maxentius at the Battle of the Milvian Bridge, at
which time Christianity was first recognized. This elabo-
rate arch with three openings is decorated both with origi-
nal reliefs and with spolia, which are reliefs removed from
earlier monuments in honor of other emperors (Trajan,
Hadrian, and Marcus Aurelius).

9.28 Bacchus and the Four Seasons (the so-called Badminton
Sarcophagus, named for the residence of its former owners
in Great Britain), c. A.D. 220. Marble, 3 ft. 3 in. (99.1 cm) high.
Metropolitan Museum of Art, New York (Joseph Pulitzer
Bequest).
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9.27 Arch of Constantine, Rome,
c. AD. 313. Marble, 70 ft. (21.3 m) high,
85 ft. 8 in. (26.1 m) wide.

Sculptural Types
The Sarcophagus

The Romans produced three basic types of funerary art.
Like the Etruscans, they used cinerary urns for crema-
tion. Graves were marked in the Greek style by stelae or
tombstones with inscriptions, reliefs, or both. But the most
typical item of funerary art for the Romans was the sar-
cophagus, which had been used by the Etruscans and
became an expression of status under Hadrian.

The early third-century sarcophagus in figure 9.28 reflects
the symbolic use of Greek iconography in Roman art. Four
standing nude males representing the seasons occupy poses
reminiscent of the Doryphoros (see fig. 7.14), but these are
somewhat more self-consciously affected, and the anatomy is
differently proportioned. At the center, Bacchus sits astride a

panther and holds a thyrsos (a phallic

staff surmounted by a pine
cone). The other figures
are traditional partici-
pants in Bacchic rites—
satyrs, goats, Cupids, and
maenads (frenzied female
followers of Bacchus).

Foliage motifs refer to

vines and Bacchus’s role

as the god of wine.
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MEDIA
Color Symbolism in Roman Marble

The Roman interest in marble is evidenced by Augustus’ repu-
tation for having turned Rome from a city of concrete into a
city of marble buildings. But sculptors as well as architects used
marble, which was quarried throughout the Mediterranean
—in Greece, Libya, Egypt, and Asia Minor—and imported by
Rome. Different geological conditions produced marble in
various colors. For example, a heavy concentration of iron in
the earth produced red marble, and colliding plates of earth
produced green serpentine; yellow marble is found in North
Africa, white marble in Greece, and veined marble (pavonaz-
zetto) in Phrygia.

Over time, Roman artists associated the nature and color
of marble with specific types of figures and certain symbolic
meanings. Red porphyry (the origin of the word purple) was
the marble of choice for emperors and monumental cult
statues. White was used for skin color and nudes. But in
some imperial portraits, the skin is black, as it is in statues
of Nubians. Figure 9.29 shows a third-century-A.D. bust of
the emperor Caracalla wearing red porphyry; his head and

e PR

9.29 Caracalla, 3rd century A.D. Marble, 2 ft. 4 in. (72 cm)
high. Sala degli Imperatori, Museo Capitolino, Rome, Italy.

neck are of white (lunense) marble. The barbarian in figure
9.30, in contrast, has black skin and a costume carved from
pavonazzetto (white with purple veins). This represents a cap-
tive Near Easterner, possibly a Parthian, a member of the
culture defeated by Augustus in A.D. 20. The figure has been
reconstructed as one support of a tripod; he kneels to show
his submission to the Roman emperor. The veined marble
reflects the ancient Western view of Easterners as given
to luxury and elegant dress—the term pavonazzetto means
“peacocklike.”

9.30 Unknown Barbarian (Parthian?), Augustan period.
Marble, 5 ft. 3% in. (1.62 m) high. Museo Archeologico
Nazionale, Naples, Italy.
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9.31a A Young Flavian Woman, c. 90 B.C. Marble, 25 in. (63.5 cm)
high. Museo Capitolino, Rome, Italy.

Portraits

Just as earlier tomb effigies were a metaphorical way of
making the dead seem alive, so portraiture is often intended
as a means of keeping the deceased alive in memory.

One of the portrait types most characteristic of Rome
was the head detached from the body, or bust. It had never
been part of Greek tradition, but it was common among the
Etruscans. Busts were usually carved in marble, often from
a wax death mask, so that even the most specific physiog-
nomic details were preserved.

Portraits of upper-class Roman women became popular
in the first century A.D. The one illustrated here (fig. 9.31)
wears the elaborate, fashionable coiffure of a young Flavian
lady. Curls frame the face and rise upward. Deep carving
creates strong oppositions of light and dark that add to the
sense of mass supported by the delicate, smoothly carved
surfaces of the face and neck.

One of the most important subjects of Roman sculpture in
the round was naturally the emperor himself. In the Augus-
tus of Prima Porta (fig. 9.32), the emperor is portrayed as a
general addressing his troops. Even though the head is a like-

9.31b Back view of 9.31a.

ness, it is idealized. Augustus was seventy-six when he died
after a long reign, but this statue represents a self-confident,
dominating, and above all youthful figure. A possible source
for this idealization is the Doryphoros of Polykleitos (fig. 7.14).
The similar stance suggests that the artist who made Augus-
tus was familiar with the Greek statue—probably from Roman
copies, if not from the original.

The iconography of this statue again emphasizes the
power of Rome embodied in Augustus as emperor. By his
right leg, Cupid (Venus’s son) rides a dolphin and serves
as a reminder that Augustus traced his lineage to Aeneas
(also a son of Venus) and was thus descended from the
gods. Among the little reliefs carved on Augustus’s armor
is Mother Earth with a cornucopia. This refers to the em-
peror’s identification with the land as a source of plenty
and divine favor that has conferred power on Rome, giv-
ing it dominion over the earth. The association of Augustus
with the earth also alludes to Roman territorial conquests.
Another scene depicts a Parthian returning a military stan-
dard looted from the Romans. The canopy spread out by a
sky god at the top of the breastplate indicates that the sky
gods protect Rome.
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CONNECTIONS

See figure 7.14.
Polykleitos, Doryphoros
(Spear Bearer), c. 440 B.C.

9.32 Augustus of Prima Porta, early |st century A.D. Marble, 6 ft. 8 in.
(2.03 m) high. Musei Vaticani, Rome, Italy. The back is unfinished,
indicating that the statue was intended for a niche. The fact that
Augustus is barefoot may be a reference to his divinity, which was
not official during his lifetime, and indicates that the statue occupied
a private space (the home of his wife, Livia, at Prima Porta) or was in
an Eastern city, where the divinity of a ruler was taken for granted.
The Romans’ deification of Augustus after his death harks back to
the traditional equation of god and ruler that persisted throughout
the ancient Mediterranean world.
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9.33 (Above) Equestrian statue of Marcus Aurelius (before
restoration), A.D. 164—166. Bronze, || ft. 6 in. (3.5 m) high.
Piazza del Campidoglio, Rome. In this statue the emperor is
unarmed, and his right arm is extended in the conventional
gesture of an orator. But domination and conquest are
implied by equestrian iconography. Documents indicate that
a conquered enemy originally cowered under the horse’s
raised foreleg.

9.34 Monumental head of Constantine, from the Basilica of
Constantine, Rome, A.D. 313. Marble, 8 ft. 6 in. (2.59 m) high.
Palazzo dei Conservatori, Rome, Italy. The statue’s original
location on the throne in the apse of the basilica reflected the
emperor’s power over the Roman people and the empire.

A type of imperial portrait invented by the Romans is the
equestrian monument. The most impressive surviving example
is an equestrian bronze statue of the emperor Marcus Aurelius
(reigned A.D. 161-180) (fig. 9.33; see Box). His beard reflects the
Greek fashion set by Hadrian and indicates that he is a philoso-
pher. Also suggesting Greek influence is the artist’s represen-
tation of convincing organic form in both emperor and horse.
Veins, muscles, and skin folds of the horse are visible as he
raises his right foreleg, turns his head, and lifts his left hind leg
so that only the toe of his hoof touches the ground. His appar-
ent eagerness to set out is controlled and counteracted by the
more sedate emperor, who originally held reins that have since
disappeared.

Later, in the fourth century, the emperor Constantine was
depicted in a colossal marble statue. The head, over 8 feet (almost
3 m) high, is detached from the body (fig. 9.34). It is clearly a
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portrait, as evidenced by such features as the long nose,
cleft chin, clean-shaven cheeks, and thick neck. But the pre-
dominant impression left by this sculpture is derived from
its monumental size, the staring geometric eyes, and the
stylized hair. The restrained Classical character of earlier
imperial sculptures has disappeared, giving way to a new
style, which expresses the emperor’s power and makes him
seem aloof from his subjects.

Pictorial Style

Painting and Mosaic

Roman murals are among the most significant legacies of
the eruption of Mount Vesuvius in A.D. 79. Hundreds of
wall paintings and mosaics have been discovered among
the ruins of Pompeii and Herculaneum. They provide the
greatest evidence of Greek Hellenistic painting, most of
which no longer survives.

Roman mural paintings were executed in buon fresco,
but with small amounts of wax added to increase the sur-
face shine. As a result of the durability of this technique,
as well as the covering of volcanic ash, many murals from
Pompeii and Herculaneum have survived in relatively good
condition, and they provide a remarkable panorama of
Roman painting.

Scholars have divided the wall decorations of Pompeian
houses into four styles, which are more or less chronologi-
cal, although there is some overlap. The First Style is found
during the period of the Republic (B.c.) and typically simu-
lates the architecture of the wall itself. The Second Style
begins under the Republic and continues into the early
empire. The Third and Fourth Styles are imperial, end-
ing with the eruption of Vesuvius. Each
house was painted according to a partic-
ular style, depending on its chronology.

9.35 Soothsayers, from Villa of Cicero,
Pompeii, Period of the Republic. First Style
mosaic, 14 x 17 in. (35 x 42 cm). Museo
Archeologico Nazionale, Naples, Italy.

As a result, the context of the house is necessary in order
to determine the style of its wall paintings.

The First Style mosaic in figure 9.35 was created during
the Roman Republic. As with the Issos mosaic (see fig. 7.7),
this was made of small colored stones and tiles embedded
into a grout surface and polished when dry. It illustrates a
figure at the right consulting three soothsayers (witches)
about the future. Their theatrical quality—this may be a
scene from a comedy—and exaggerated expressions are
characteristic of the Hellenistic style that influenced Roman
art in this period. Such mosaics were popular decorations
in private houses as well as in public buildings.

HISTORY
Marcus Aurelius:
Emperor and Philosopher

Marcus Aurelius (ruled A.D. 161-180) was a Stoic philoso-
pher and author of Meditations, which he wrote in Greek.
He had been interested in the arts from his youth and had
the greatest respect for artists. “In their devotion to their
art,” he wrote, “[they] wear themselves to the bone, and
immersing themselves in their tasks, go without washing or
eating.”® Despite Marcus Aurelius’s admiration for artists,
however, he agreed with Plato (see p. 84) that art was mere
imitation (mimesis) and therefore inferior to nature.
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9.36 Second Style frescoes, Villa of the Mysteries,
near Pompeii, c. 65-50 B.C.

The best examples of Second Style paintings are found
in the country villa near Pompeii known as the Villa of
the Mysteries (fig. 9.36). In the southwest corner, painted
pilasters separate each section (oecus) of a long narrative
illustrating what is thought to be a mystery rite in honor
of Bacchus. The wine god is represented on the back wall
together with his wife, Ariadne; the preparation of a bride
for her wedding appears on the adjacent wall. Above the
pilasters is an intricate meander pattern with panels imi-
tating marble graining. Nearly life-size figures enact the
ritual on a shallow, stagelike floor, which projects illusion-
istically beyond the surface of the wall. The vivid red back-
ground, known as Pompeian red, was made of pigment
ground from cinnabar, which was expensive and had to
be imported from Spain. The narrative continues around
the walls of the room, uninterrupted by shifts in the actual
architecture.

Although neither the exact meaning of these scenes
nor their narrative order is agreed upon by scholars,
it is clear that some kind of sacred ritual is taking place.
Its mysterious character is enhanced by the inconsistent
sources of light and the absence of cast shadows, which
are at odds with the naturalism of the figures and the per-
spectival space.

Figure 9.37 is a good example of the Third Style, which
creates an illusion of a framed painting on a flat wall. The
artist focuses on thin, delicate ornamentation and sets a
miniature arrangement of trees, architecture, and human
figures against a monochrome background.
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In the still life in figure 9.38 of around A.D. 50, objects
are placed on steps or shelves in the foreground. Spatial
projection is indicated by abrupt shifts from light to dark.
The spherical shape of the peaches is indicated by their
gradually shaded surfaces. Patches of white on the glass
jar suggest light bouncing off a shiny, transparent surface.
There is a further implication that the source of light is at
the left, since the jar and peaches cast shadows to the right.
The highlights, together with the shading, create an illu-
sion of volume, which is characteristic of the Fourth Style.

A more complex narrative mural painting, from the
House of the Vettii in Pompeii, represents the Greek myth
in which the infant Hercules strangles a pair of snakes
(fig. 9.39). Hercules was the son of Jupiter and the mortal
Alkmene. Juno was jealous of her husband’s infidelity and
tried to kill the infant by sending two snakes to his nursery.
Her plot failed when Hercules killed the snakes instead.

In this painting, the toddler-age Hercules is the focus
of attention. At the right, Alkmene’s mortal husband,
Amphitryon (who believes himself to be Hercules” father),
watches in amazement. Alkmene’s reaction to her son, how-
ever, is more ambivalent. Her pose takes her away from the
event, as she seems to be running out of the picture. But
she turns to stare at Hercules, her riveted gaze enhanced
by her wide-eyed expression. The shading of Hercules and
Amphitryon defines the natural structure of their bodies
as well as their positions in space. The figure at the left is
rendered from the back, as if he, like the observer, has just
happened on the scene.
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The architectural elements within the picture (such as
the slightly receding row of Ionic columns) add to the illu-
sion of depth. The floor of the room is horizontal, enabling
the viewer to determine the spatial locations of figures and
objects. Amphitryon’s footstool and the altar behind Her-
cules are placed at oblique angles to the picture plane. By
darkening one side of the altar, the artist creates the illu-
sion that both sides recede.

Although the painting represents a Greek myth, cer-
tain iconographic details refer to the imperial concerns
of Rome. Amphitryon is clearly a ruler, wearing a laurel
wreath, enthroned, and holding a scepter. Perched on the
altar is the eagle, which is a reference to both Jupiter and
the Roman army. Likewise, the divine origins of Hercu-
les recall the Roman legends tracing the origins of Rome
to Aeneas and through him to the Greek gods. Hercules’
formal similarity to the Hellenistic sculpture Laocoon (see
fig. 7.41) relates the image, like Aeneas on the Ara Pacis,
to the fall of Troy.

9.37 (Above) Columns and pediment with pavilion, from villa
at Boscotrecase, near Pompeii, late Ist century B.C. Third Style
fresco, 7 ft. I lin. x 4 ft. (2.41 x 1.22 m). Metropolitan Museum
of Art, New York (Rogers Fund, 1920).

9.38 Still Life, from Herculaneum, c. A.D. 50. Early Fourth
Style fresco, 14 x 13 in. (35.6 x 34.3 cm). Museo Nazionale
Archeologico, Naples, Italy.



9.39 Hercules Strangling the Serpents, House of the Vettii,
Pompeii, A.D. 63-79.

The painting is shown in situ—that is, in its original con-
text. Like the architectural paintings in the room, Hercu-
les Strangling the Serpents has the effect of a window cut
into the wall. The scene at the right illustrates the death of
Pentheus, a Greek ruler torn apart by Maenads because he
rejected the rites of Bacchus.

300 B.c.

ROMAN REPUBLIC
509 B.C-27 B.C.

. 52) (9.4) - (9.38)

During the course of the Roman Empire, a new religion
was born. Christianity was legally sanctioned by Con-
stantine the Great in A.D. 313. According to Constantine’s
biographer Eusebius, bishop of Caesarea (in Samaria, now
Israel) and the first historian of the Christian Church, the
emperor was himself baptized. For well over the next thou-
sand years, Christianity was to dominate Western art and
culture, and new conventions of style would develop to
express its new message.

ROMAN EMPIRE
27 B.C—AD. 476

Edict of Milan
(AD.313)

Fall of the
Roman Empire
(AD. 476)

Crucifixion
of Jesus
(AD. 33)

First Punic War between Caesar Caesar
Rome and Carthage conquers Gaul  assassinated
(264241 B.C) (58-50 B.C.) (44B.C)

Augustus Virgil,
becomes Aeneid
first emperor (30-19B.C)

(27 B.C)
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A New Religion

esus Christ died in about A.p. 33, during the reign of

the emperor Tiberius, who ruled from A.p. 14 to 37. He

was crucified outside the city of Jerusalem, then part of

the vast Roman Empire. The teachings of Jesus and his
followers led to the establishment of the Christian religion,
whose impact on Western art after the fall of Rome cannot
be overestimated.

Christianity began as one of many Eastern cults in the
Mediterranean world and in Rome itself during the first
century after Christ. The roots of Christianity were in Juda-
ism since Jesus himself was a Jew. Like Judaism, Christi-
anity was founded on written texts, was monotheistic, and
taught a code of ethics. Like certain other cults, Christianity
offered a promise of eternal salvation for the faithful. But it
differed from these cults in two crucial respects.

First, Christian rituals did not include animal or blood
sacrifices except in symbolic form. Jesus’s own sacrifice
was symbolically prefigured in the Last Supper, when
the bread stood for his body and red wine for his blood.
This celebration was originally performed by Jesus and his
followers as part of the Jewish Passover, shortly before his
death. He asked his followers to repeat it in his memory,
and at first they did so in private dining rooms. It consisted
of breaking bread, drinking wine, singing hymns, pray-
ing, and reading from the Bible. By the third century, this
re-creation of the Last Supper had become established as
the liturgy of the Mass. In the performance of the Mass,
also called Holy Communion, the Lord’s Supper, or the
Eucharist (Greek for “thanksgiving”), bread and wine are
believed to become literally the body and blood of Christ.

Second, Christians differed from followers of other East-
ern religions by refusing to worship the emperor as the
embodiment of the state. Christian monotheism rejected
the Roman and Greek pantheons and the Near Eastern
and Egyptian gods. These attitudes set Christianity at odds
with the imperial Roman establishment and made its fol-
lowers subject to persecution by Rome. As a result, despite
the rapid growth of Christianity, its special appeal to the
lower classes of society, and the fervor of its adherents, it
remained an underground movement for nearly the first

Early Christian and
Byzantine Art

three hundred years of its existence. Rome was not entirely
safe for Christians before A.nD. 313. In that year, Constan-
tine issued the Edict of Milan, which granted tolerance to
all religions, including Christianity.

Constantine and Christianity

Although Constantine’s precise relationship to Christianity
is not known, he clearly took a personal interest in the new
religion. He established a new capital at Byzantium at least
in part because the eastern regions of the Roman Empire
were gaining in political importance. But it was also there
that Christianity had established the firmest foundations by
the early fourth century.

Apart from Constantine’s letters, his edicts, and what
can be surmised from his actions, the primary source for
his life is the biography by the historian Eusebius (A.D. 265-
340), who describes Constantine’s defeat of his pagan rival,
Maxentius, at the Milvian Bridge in Rome. According to
Eusebius, Constantine saw two visions before the battle. In
one, the Cross appeared against a light with the words “In
this sign you conquer.” In the other, he was told to place
the Chi-Rho—the first two letters of Christ’s Greek name—
on the shields of his soldiers. It was after this victory that
Constantine issued the Edict of Milan because, according
to Eusebius, he recognized the power of the Cross and of
the Christian God. Eusebius is also the source for Constan-
tine’s baptism as a Christian. However, since Eusebius was
the bishop of Caesarea (in modern Israel), his account may
be biased.

The Divergence of
East and West

These events and the controversies surrounding them
reflect the political and religious turmoil following the
birth of Jesus. The title of this chapter is also a reflection
of those uncertain times. The term Early Christian is a his-
torical more than a stylistic designation. It refers roughly
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RELIGION
Christianity and the Scriptures

Scriptures are literally “what has been written.” For Judaism
and Christianity, the most authoritative scriptures are col-
lected in the Bible (which is derived from the Greek biblos,
“book”). The Jewish Bible consists of the Old Testament,
to which Christians have added the New Testament. The
Apocrypha (Greek for “secret” or “hidden”) are Old and
New Testament writings whose authenticity is questioned.

Established by the fourth century, the New Testament
was organized into three sections: the Gospels and Acts,
the Epistles, and the Apocalypse (or Revelation). The four
Gospels are essentially biographies of Jesus, written in about
A.D. 70 to 80 by Saints Matthew, Mark, Luke, and John. The
authors are called the four Evangelists (from the Greek euan-
gelistes, meaning “bearer of good news”). The Acts relate
the works of Jesus’s apostles in spreading his teachings.
The Epistles (or Letters), most of which were written by
Saint Paul, contain further doctrine and advice on how to
live as a Christian. The Apocalypse describes the end of the
world and Christ’s Second Coming as the final judge. When
Jesus was resurrected three days after his death, he became
the Christ.

The most important figures in Christian art are the Holy
Family, saints, and martyrs. The Holy Family consists of Mary
(Jesus’s mother), Joseph (her husband), and Jesus. A saint is
any person noted for piety and faith who has been sanctified
by the Catholic Church. Martyr, from the Greek word mar-
tus, originally meant “witness” and, in a Christian context,
a witness to Jesus’s works. Subsequently, martyr came to
mean one who testifies to a belief with his or her life—in this
case, the belief is Christianity. In Western art, saints, mar-
tyrs, and members of the Holy Family are usually depicted
with a halo—a circle of light around their heads—to indicate
their holiness.

Christians developed a method of historical revision
called typology (from the Greek tupos, “example” or
“figure”), which paired figures and events from the Old
Testament (the Old Dispensation) with those of the New
Testament (the New Dispensation). The purpose of typol-
ogy was to reveal that history before Jesus had foreshad-
owed or prefigured the Christian era. Jesus, for example,
calls himself greater than Solomon, the Old Testament king
known for his wise judgments and temple-building. Jesus
is referred to as the new Adam, together with Mary, the
new Eve. Solomon and Adam are thus types for Jesus,
and Eve is a type for Mary. As Christianity developed, this
typological view of history was expanded to include pagan
antiquity and contemporary events as well as the Old and
New Testaments.

to the first four centuries A.D. and to Christian works of
art made during that period. “Byzantine,” derived from the
city of Byzantium, is the name of a style that originated in
the Eastern Roman Empire. It is also used to include works
made in Italy, Greece, and the Balkans under Byzantine
influence. As Rome and the Western Empire were over-
run by northern European tribes, and as the East rose to
prominence under Justinian, the distinction between the
Eastern and Western empires became more pronounced,
and Early Christian and Byzantine diverged.

The geographical separation and political divergence
of East and West were paralleled by a schism within the
Church itself. In Rome and the Western Empire, the pope
was the undisputed head of the Church. The Eastern
branch of the Church was led by a patriarch, whose power
was bestowed on him by the Byzantine emperor.

Corresponding to the East-West division were the
predominant artistic styles produced by each branch of
the Church. The Byzantine style persisted in the East but
also infiltrated the West—especially Italy—and continued
to influence artists there until the late thirteenth century.
Just as republican and imperial Rome had been able to
assimilate other cultures, so Christianity and Christian art
absorbed aspects of previous religions and their artistic
expression. Greek and Roman myths were endowed with
Christian meaning and interpreted in a Christian light.

RELIGION
Christian Symbolism

Christ means the “Anointed,” “Messiah,” “Savior,” and
“Deliverer.” It is written in Greek as XPIXTOZX. The two
letters X and P (Chi and Rho) are equivalent to the English
Chr and, as Constantine’s symbol, were superimposed and
written as

Ichthus, the Greek word for “fish,” is an acronym for “Jesus
Christ, Son of God, Savior.” The [ is the Greek equivalent
of the English | (for “Jesus”), Ch stands for “Christ,” Th for
theou (Greek for “of God”), U for [h]uios (Greek for “son”),
and S for soter (Greek for “savior”). The ichthus and other
cryptic signs and symbols were used by Christians to main-
tain secrecy during the Roman persecutions. Much of Early
Christian imagery is symbolic in nature and often takes the
form of pictorial puzzles known as rebuses. Even after
Christianity had become the official religion of Rome and
secrecy was no longer necessary, images such as the fish, the
Cross, the Lamb of God, and the Good Shepherd continued
to have symbolic importance in art and liturgy.
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Early Christian Art
Sarcophagi

A good example of continuing Roman imagery in Early
Christian art can be seen on a marble sarcophagus in the
Church of S. Maria Antiqua in Rome (fig. 10.1). The side
visible here includes Old and New Testament scenes as
well as figures combining Roman with Christian meaning.
Reading from left to right, the first character is the Old Tes-
tament Jonah, who has emerged from the whale. Jonah’s
form is based on the idealized Classical nude, while the
whale is represented as a fantastic fish. This story was well
suited to a Christian sarcophagus since Christians inter-
preted it as a typological prefiguration of Christ’s Resur-
rection. Just as Jonah spent three days inside the whale,
so Jesus was entombed for three days before his Resur-
rection. An Early Christian viewer would have recognized
the implications of this iconography as a metaphor for the
salvation of the person buried in the sarcophagus.

To the right of Jonah are Christian transformations of a
Greco-Roman poet and his muse. The seated poet wears a
Roman toga but is shown as a Christian poring over a reli-
gious text. The muse is also in Classical dress. She stands
with her arms raised in a gesture that combines prayer
and mourning with a visual reference to Jesus’s Cross.

Jonah and
the Whale Mlllse

Spreading out from behind her palms are leafy branches
of a tree—a reminder that the Cross was made of wood.
Indeed, trees have replaced columns as architectural divid-
ers between scenes. Because of their relationship to the
wood of the Cross, trees were to become a central motif in
Christian art.

Next on the right is a shepherd carrying a sheep on his
shoulders. This figure was one of many antique images
assimilated into the Christian repertoire, depicting Christ
as the Good Shepherd (see fig. 10.2). On the far right, a
large, bearded John the Baptist stands on the banks of
the River Jordan—indicated by wavy lines—and baptizes
a small, nude Christ. In the upper left corner of the scene
hovers the dove of the Holy Spirit, a traditional feature of
Christ’s Baptism. This is another appropriate scene for a
sarcophagus because baptism signifies rebirth into the
Christian faith and, thus, salvation.

The opposition of the Baptism on the right of the sar-
cophagus and Jonah and the whale on the left demon-
strates what was to become a traditional pairing of left and
right. This associates the old, or pre-Christian, era with the
left, and the new, Christian era with the right. Such pairing
extended beyond the Old and New Testaments to include
good and evil, light and dark, and so forth. (The negative
implications of the Latin word sinister, meaning “left,” sur-
vive in English.)

John the Baptist
Polet the GoodIShepherd

baptizir}g a child

10.1 Early Christian sarcophagus, S. Maria Antiqua, Rome, 4th century. Marble. Although the Christians continued to decorate
their sarcophagi with relief sculptures, as the Greeks, Etruscans, and Romans had done, they omitted the effigy of the deceased
from the cover of the tomb. They also eliminated cremation because they believed in bodily resurrection.



HISTORY
The Catacombs

Christians as well as Jews were relatively safe from Roman
persecution when hiding or performing funerary rites in the
catacombs, which were underground cemeteries. According
to Roman law, burial grounds were sacrosanct, so the Romans
rarely pursued Christians into the catacombs, where some of
the earliest examples of Christian art can be found.

Figure 10.2 shows a fresco depicting Christ as the Good Shep-
herd from the catacomb of Priscilla, dating from the late second
or early third century. Christ carries a goat on his shoulders,
with a second goat, a sheep, and a tree on either side of him.
Each tree is surmounted by a bird. The motif of the Good Shep-
herd, which had been popular in Roman garden statuary and in
the literary bucolic (related to the countryside) tradition, was
assimilated by Early Christian artists as a symbol of compas-
sion. Christ as the Good Shepherd was also incorporated into
Christian liturgy, with the priest being paralleled with Jesus and
the congregation with his flock.

10.2 Christ as the Good Shepherd, catacomb of
Priscilla, Rome, 2nd-3rd century. Fresco.

Basilicas

Christians worshiped in private homes until the early
fourth century. But when Constantine issued the Edict of
Milan in A.D. 313, they were free to construct places of wor-
ship. From that point on, Christianity was legally protected
from persecution, and it soon became the official religion of
the Roman Empire. New buildings were needed to accom-
modate the large and ever-growing Christian community.
Unlike Greek and Roman temples, whose main purpose
was to house the statue of a god, Christian churches were
built so that crowds of believers could gather together for
worship. With the active support of Constantine, many
churches were constructed in very few years—in Constan-
tinople (the new name Constantine gave to Byzantium; it
is now known as Istanbul), in Italy, in the Holy Land, and
elsewhere in the Roman Empire. Churches were modeled
on the architectural design of the Roman basilica, which
was able to hold large numbers of people and could be
adapted for Christian worship. The Early Christian basilica
was to become the basis for church architecture through-
out western Europe.

Old St. Peter’s None of the Early Christian basilicas have
survived in their original form, but an accurate floor plan
of Old St. Peter’s Basilica (figs. 10.3 and 10.4) has been
reconstructed by archaeologists. The architectural design
of the Christian basilica was adapted to the requirements of
Christian ritual; the altar, where the Mass was performed,
was its focal point. The movable communion table used in
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Christian meeting places before A.nD. 313 was replaced by
a fixed altar that was both visible and accessible to wor-
shipers. Both altar and apse were usually at the eastern
end, and the narthex (vestibule) at the western entrance
became standard in later churches.

The altar’s location at the eastern end of the basilica
was symbolic as well as practical. It generally supported
a crucifix with the image of Jesus on the Cross turned to
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10.3 Plan of Old St. Peter’s Basilica, Rome, A.D. 333-390. Interior
approx. 368 ft. (112 m) long. Old St. Peter’s was the largest
Constantinian church and became the prototype for later churches.
Besides being a place of worship, it was the saint’s martyrium

(a building over the grave of a martyr)—his grave was under a
marble canopy in the apse.
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RELIGION
Saint Peter

Saint Peter was Jesus’s first apostle. In Matthew [6:13-20,
Jesus gives Peter the keys to heaven with the words “On
this rock will | build my Church.” That statement became
the basis for the pope’s authority, although it is unclear
grammatically whether “rock” refers to Peter or to his
faith. The name Peter comes from the Greek petros (mean-
ing “rock”), from which comes the English word “petrify,”
meaning “turn to stone.” Rock is also a metaphor for some-
thing strong and lasting, as in “solid as a rock” or “Rock of
Ages,” and here denotes the solid and enduring character
of faith.

Saint Peter was the first bishop of Rome. Since all popes
are also bishops of Rome, Peter is considered to have been
the first pope. The basilica of Old St. Peter’s became the
prototypical papal church, although it was in fact an excep-
tion to the traditional Christian orientation of churches
toward the east. During the Renaissance, St. Peter’s was
rebuilt by several architects (see p. 281), and it is still the
seat of papal power today.

| Clerestory
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3 Nave
4 Aisle
2
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10.4 Reconstruction diagram of the nave of Old St. Peter’s
basilica. Old St. Peter’s is similar to the pagan or secular basilica
of pre-Christian Rome in having a long nave flanked by side aisles,
clerestory windows on each side, an apse, and a wooden gable
roof. Unlike pagan basilicas, which typically had an apse at each
end, OId St. Peter’s had a single one opposite the entrance. The
building was demolished in the 16th century when work on the
New St. Peter’s began.

face the congregation. Just as the Crucifixion took place
in the East (in Jerusalem), so the Early Christian basilica
and most later churches are oriented with the altar in the
East. According to tradition, Jesus was crucified facing
west; therefore, the altar cross usually faces the western
entrance of the church.

Another symbolic aspect of church design was the new
use of the apse. In Roman basilicas, apses had often con-
tained statues of the emperors, and they were also the
location of legal proceedings. In Early Christian apses,
therefore, the image of Christ as Judge was particularly
appropriate. It referred both to the Roman law courts and
to the Christian belief in a Last Judgment.

An important new feature in Old St. Peter’s was the addi-
tion of a transept to the Roman basilica. It consisted of a
transverse space, or cross-arm, placed at right angles to the
nave, and it separated the apse from the nave. The transept,
which contained a canopy marking Peter’s grave, isolated
the clergy from the main body of the church. With the tran-
sept, the building forms the shape of a cross—hence the
adjective cruciform to describe basilicas with this feature.

The altar and apse at Old St. Peter’s were framed by
a huge triumphal arch—a regular architectural element of
Early Christian basilicas. The architects thus assimilated
the Roman triumphal arch and transformed its meaning to
refer to the triumph of Christ rather than of the emperor.

The exterior of Old St. Peter’s, and of similar churches,
was plain brick. The interior, on the other hand, was richly
decorated with mosaics, frescoes, and marble columns.
Their purpose was not only to exalt God, but also to teach
and inspire the worshipers.

CONNECTIONS

See figure 9.7. Reconstructed cross
section of the Basilica Ulpia A.D. 98—117.
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10.5 St. Paul Outside the Walls, Rome, begun A.D. 385.

St. Paul Outside the Walls The interior of St. Paul Out-
side the Walls (fig. 10.5) gives some idea of the original
appearance of Early Christian churches. Wooden beams
in the ceiling have been replaced by coffers, but the vast
basilica-like space remains. Like Old St. Peter’s it retains
the wide nave, aisles, clerestory windows, and apse of the
Roman basilica. The triumphal arch has become a chan-
cel arch, which is supported by Ionic columns, whereas
those separating the nave from the aisles are Corinthian.
The rich mosaic decoration, its iconography, and the pre-
dominance of gold contribute to the impressive effect of
the interior.

Centrally Planned Churches

Another type of Early Christian structure was the centrally
planned round or polygonal building. It radiated from a
central point and was surmounted by a dome, and it was
often attached to a larger structure. Such buildings were
used mainly as martyria, baptisteries (for performing
baptisms), or mausolea (large architectural tombs). Cen-
trally planned churches included a central altar or tomb
and a cylindrical core with clerestory windows. A circu-
lar barrel-vaulted passage, or ambulatory (from the Latin
ambulare, “to walk”), ran between the central space and the
exterior walls.
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Justinian and
the Byzantine Style

During the fifth century, the western part of the Roman
Empire was overrun by Germanic tribes from northern
Europe. The Ostrogoths occupied the strategic Italian city
of Ravenna until it was recaptured during the reign of the
Byzantine emperor Justinian in A.D. 540. Under Justinian,
the Eastern Empire rose to political and artistic prominence.

San Vitale

Situated on the Adriatic coast, Ravenna was an essential
port for controlling trade between the East and the West.
Because of its strategic location, it became the Italian center
of Justinian’s empire and the focus of his artistic patronage
in Italy. He was striving to restore unity to Christendom,
and one expression of that effort can be seen in his build-
ing programs. Ravenna was the site of interesting devel-
opments in the centrally planned church during the sixth
century. The city’s most important Justinian church (figs.
10.6-10.12) was dedicated to Saint Vitalis—San Vitale in
Italian. He was a Roman slave and Christian martyr who
became the object of a growing cult from the end of the
fourth century.

The exterior of San Vitale (fig. 10.6) is faced with plain
brick, unbroken except by buttresses and windows, and
the interior is richly decorated with mosaics and marble.
In both respects, it is like the Early Christian basilica. In

10.6 Exterior of San Vitale, Ravenna, A.D. 540-547. Brick facing.

Stairs

10.7a, b The domed central core and octagonal plan of San Vitale
diverge from the architecture of Western Christendom. Instead

of having an east-west orientation along a longitudinal axis with the
altar in the east and the entrance in the west, San Vitale is centrally
planned. The narthex is placed on the western side of San Vitale at
an angle to the axis of the apse. The circular central space is equiva-
lent to the nave of Western churches and is ringed by eight large
piers supporting eight arches. Beyond the arches are seven semi-
circular niches and the cross vault containing the altar. Each niche

is surrounded by an ambulatory on the floor level and a gallery
(perhaps reserved for women) on the second story. All three levels
—sground, gallery, and clerestory—have arched windows that admit
light into the church.
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figure 10.8—looking east toward the apse and the altar—
the large rectangular piers that support the main arches
and the columns at the base of the smaller arches are vis-
ible. The interior is suffused with a glow of yellow light,
resulting from the prevalence of gold mosaic decoration
(see Box, p. 163).

San Vitale’s large apse mosaic (fig. 10.9) depicts a young,
beardless Christ, based on Western Apollonian prototypes.
His halo contains an image of the Cross, and he wears the
purple robe of royalty. He sits on a globe, flanked by two
angels, and hands a jeweled crown to San Vitale. On the

right, Bishop Ecclesius holds up a model of the church.
Although there are still traces of Hellenistic and Roman
naturalism—for example, in the landscape and suggestions
of shading in figures and draperies—the representation is
more conceptual than natural. The draperies do not convey
a sense of organic bodily movement in space, and the fig-
ures are essentially, if not exactly, frontal. The absence of
perspective is evident in Christ’s seated pose—he is not log-
ically supported by the globe and hovers as if in midair.
On the two side walls of the apse are mosaics represent-
ing the court of Justinian and his empress, Theodora. On

10.9 Apse mosaic showing Christ with San Vitale, Bishop Ecclesius, and two angels, San Vitale, c. A.D. 547.



10.10 Court of Justinian, apse mosaic, San Vitale, c. A.D. 547. 8 ft. 8 in. x 12 ft. (2.64 x 3.65 m).

the viewer’s left, and Christ’s right, is Justinian’s mosaic
(fig. 10.10). The central figure, the emperor, wears the
same royal purple as Christ in the apse. On Justinian’s
left (the viewer’s right), Archbishop Maximian wears a
gold cloak and holds a jeweled cross. He is identified by
an inscription and surrounded by three other members
of the clergy. On Justinian’s right are two court officials
and his military guard. The large green shield is decorated
with Constantine’s Chi-Rho. The intention of this mosaic
was clearly to depict Justinian as Christ’s representa-
tive on earth and to show him as a worthy successor to
Constantine—to express his power as head of both church
and state.

Opposite Justinian’s mosaic, Theodora stands in an
abbreviated apse with her court ladies on the right and
two churchmen on the left (figs. 10.11 and 10.12). Like
her husband, she wears a royal purple robe, and her head
is framed by a halo. She offers a golden chalice, and her
gesture is echoed by the three Kings bearing gifts that are
embroidered in gold at the bottom of her robe. The figures
in this mosaic, like those in Justinian’s, stand in vertical,
frontal poses. Their diagonal feet indicate that they are
not naturally supported by a horizontal, three-dimensional
floor. An illusion of movement is created by repetition and
elaborate, colorful patterns, rather than by figures turning
in space. A good example of this typical Byzantine disre-
gard of perspective appears in the baptismal fountain on
top of a Corinthian column at the left of the scene. The

bowl tilts forward; in a natural setting, this would cause
the water to spill out, but here the water forms an oval,
creating some degree of three-dimensional illusion. In con-
trast, Theodora’s completely flat halo is a perfect circle.

The importance of light in Christian art is expressed in
Byzantine mosaics such as these by the predominance of
gold backgrounds and the reflective surfaces of the tes-
serae. Christ as “light of the world” provided the textual
basis for such light symbolism in Christian art. The con-
cept echoes various Eastern sun cults of earlier periods.
Constantine, too, used the designation Sol Invictus, or
Invincible Sun, for himself. So when the Byzantine art-
ist depicted Justinian and Theodora with halos, it was to
emphasize their combined roles as earthly and spiritual
leaders.

The style of Justinian’s and Theodora’s heads is far
removed from the type of Roman portraiture that pre-
served the features of its subjects. However, the stylistic
distinction and positioning of figures according to their
status have been retained. For example, the prominent
position of Theodora’s mosaic is a function of her status
as co-regent with her husband. It is subordinate to Jus-
tinian’s by virtue of being on Christ’s left—traditionally a
less exalted position than his right, and Theodora herself is
placed farther back in the picture space than Justinian. As
aresult, her image is less imposing. The emphasis on rank
and hierarchy rather than on personality or portraiture
reflects the highly structured nature of Byzantine society.



10.11 Court of Theodora, apse mosaic, San Vitale, c. AD. 547. 8 ft. 8 in. x 12 ft. (2.64 x 3.65 m).

Theodora had lived a dissolute life as a courtesan before
her notorious romance with Justinian. They were married
in A.D. 523 and became co-regents of the Eastern Empire
four years later. Theodora was a woman of great intelli-
gence. Once in power, she devoted herself to a campaign
of moral reform and advised Justinian on political and reli-
gious policy.

MEDIA AND TECHNIQUE
Mosaics

Unlike Hellenistic mosaic, made by arranging pebbles on the
floor, Christian mosaic was made by adapting the Roman
method of embedding tesserae in wet cement or plas-
ter. Tesserae (from a Greek word meaning “squares” or
“groupings of four”) are more or less regular small squares
and rectangles cut from colored stone or glass. Sometimes
rounded shapes were used. The gold tesserae of the Byz-
antine style were made by pressing a square of gold leaf
between two pieces of cut glass.

The term mosaic comes from the same word stem as
museum, a place to house works of art, and muse, someone
—usually a woman—uwho inspires an artist to create. When
we muse about something, we ponder it in order to open
our minds to new sources of inspiration. Music, another art
form, is from the same stem as mosaic.

The symbolic character of these images is evident not
only in their style and iconography but also in the virtual
absence of any reference to the biographies of the emperor
and empress. Since Justinian had never been to Ravenna,
his mosaic had great political importance. It served both
as his substitute and as a visual reminder of his power. At
the same time, the flat gold background removes the scene
from natural space and transports the figures into a spiri-
tual realm. In so doing, the image also signifies Justinian’s
connection with God.

Note that in figure 10.12 there is still an attempt at shad-
ing on the side of the nose and under the chin. Removing
the image from the illusion
of naturalism, however, is
the black outline. The tilted,
irregular placement of the
tesserae creates thousands
of small, shifting planes,
which reflect the outdoor
light entering the church.

10.12 Detail
of fig. 10.11. 163
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Hagia Sophia

The undisputed architectural masterpiece of Justinian’s
reign is the centrally planned church of Hagia Sophia (fig.
10.13) in Constantinople. It was dedicated to Christ as the
personification of Holy (hagia) Wisdom (sophia). As part of
a massive rebuilding campaign following the suppression
of a revolt in A.D. 532, Justinian commissioned two Greek
mathematicians, Anthemius of Tralles and Isidorus of Mile-
tus, to plan Hagia Sophia. In their design they successfully
combined elements of the basilica with enormous rising
vaults (figs. 10.13 and 10.14).

The central dome is placed above four arches at right
angles to each other. The arches are supported by four
huge piers, which are barely noticeable from the inside
because the arches meet at the corners. Whereas in Roman
buildings domes were placed on drums (see fig. 9.1),
the dome of Hagia Sophia rests on four pendentives—
triangular segments with concave sides. Their appear-
ance of suspension or hanging gives them their name
(from the Latin word pendere, meaning “to hang”). They
provide a transition from a square or polygonal plan to
the round base of a dome or intervening drum, and they
allow the architect to design larger and lighter domes.
Pendentives are the principal Byzantine contribution to
monumental architecture, and the central dome of Hagia
Sophia