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Introduction

HE HISTORY OF The Metropolitan Museum of Art can be told
in many ways—as the evolution of a vast cultural institution
that has become New York City’s most popular tourist
attraction; as an architectural palimpsest that has grown and
changed over the years to house its collections of nearly
three million objects; as the story of personalities that have
conspired, clashed, and cooperated with one other to estab-

lish the most comprehensive art museum in the Western
Hemisphere. All of these stories make fascinating reading and have, in fact, been the
basis of several publications.

The purpose of this book is not to retell history but to present in one volume a
selection of the works of art that are, after all, the Museum’s raison d’étre. In 1905 the
trustees issued a statement stipulating that in future the goal of the Metropolitan
Museum would be “to group together the masterpieces of different countries and times
in such relation and sequence as to illustrate the history of art in the broadest sense.” It
is in that spirit that this publication, the most recent in a long series of “masterpiece”
books based on the Museum’s holdings, is presented.

Selecting one tenth of one percent of the Museum’s collection for this book was not
an easy task, but it was a necessary one. A format designed to provide a pleasurable
visual experience for the reader can accommodate only a few objects; anything more
would be exhausting. Many visitors to the Museum realize that, after only two or three
hours of intensive gazing, they simply cannot absorb another work of art.

In an institution as wide-ranging as the Metropolitan, it would have been easy to
choose three hundred masterpieces from the Department of European Paintings alone.
But such a publication, as beautiful as it might be, would ignore the resources of
seventeen other departmentsin the Miuseum. The American Wing, for example, houses
the world’s most comprehensive collection of American paintings, sculpture, and
decorative arts, including twenty-four period rooms. The Egyptian holdings in the
adjoining wing are vast, thanks to the Museum’s own archaeological expeditions, as
well as generous gifts and discerning purchases, with about thirty-six thousand
objects, including many treasures that have not even yet appeared in print. On the floor
below the Egyptian galleries is the Costume Institute, a repository of many thousands
of costumes that are stored in cabinets or lie carefully folded in drawers, seen only
occasionally by scholars because of their fragility. The same precautions are taken with
drawings, prints, photographs, and other works on paper that must be kept safe from
the damaging effects of light, humidity, and other environmental conditions. These
objects are occasionally put on public view, but only for brief periods of time and on a
rotating basis.

I was tempted in preparing this book to choose masterpieces that are less well known
to the general public, rather than the “warhorses” that the Museum’s audience expects.
How delightful it would be to reproduce for the first time in full color a magnificent
watercolor by Delacroix or a tiny Assyrian cylinder seal. But that is a better idea for a
second volume. Leaving out Goya’s portrait of Don Manuel Osorio or Rembrandt’s
Aristotle with a Bust of Homer would both annoy and puzzle those who come regularly to
the Museum to see those old favorites and would wish to have them in a book at home.
And it is true that the works in this volume are among the greatest treasures we have.



Picking only two Vermeers from the Museum’s five, when the oeuvre of the master
includes fewer than forty paintings, is in fact a task more pleasurable than difficult.

A true measure of the Museum’s scope is the fact that while this book does not
present a complete and balanced history of art, nearly every culture and period are well
represented by objects of the highest quality. We have not organized the book by
curatorial departments, as we did the Museum’s guide book, but by cultures, with the
works arranged chronologically, so that the reader may be led logically through the
history of human artistic accomplishment. Appearing alongside paintings and sculpture
are works of decorative art, such as ceramics, tapestries, arms and armor, musical
instruments, costumes, and great pieces of furniture.

Thousands of words of exacting scholarship have honored the works of art re-
produced in this book, and the brief descriptions that appear here can only hint at what
we know of them. But scholarship is a continuing process, and ideas about artists and
the works they create are constantly being challenged and revised or replaced. The
information presented in this book is the result of a vast collaborative effort on the part
of the Museum’s curatorial staff members, who have over the years studied, researched,
and written about the objects in their care. I am grateful to them all for having reviewed
yet again the material compiled to document the images you see here.

A final word of gratitude must go to those whose names you see on every page of this
book in what we refer to as credit lines, which accompany each object. These are the
names of the donors who have made possible the acquisition of the masterpieces in the
Museum, either by having collected and donated the works or by having given funds for
purchases. The incredible energy and drive that propelled these men and women to
gather up the world’s great works of art is honored in the subtext of our credit lines. The
names of such individuals as J. P. Morgan, Benjamin Altman, Jules Bache, H. O. and
Louisine Havemeyer, Stephen C. Clark, John D. Rockefeller, Jr., Philip and Robert
Lehman, Nelson A. Rockefeller, C. Douglas Dillon, Charles and Jayne Wrightsman, and
the Honorable Walter C. Annenberg tell the history of American collecting.

No less important to our history has been the long line of generous donors of funds
that enable our curators to purchase objects for the Museum. Many of these individuals
have been members of the Board of Trustees or staff members, collectors in their own
right. A silver Cypriot bowl in the chapter on Greek and Roman art, for example,
entered the Museum only four years after its founding, in 1874, from the collection of
the Museum’s first paid director, Louis P. di Cesnola. Others have been little known in
the art world except for their financial support of the Museum. Jacob Rogers, a New
Jersey businessman, established a fund in 1910 that continues to be an important
resource today. The credit lines reading simply “Rogers Fund” are perhaps the most
numerous in this book.

Although times are difficult today, and many of the incentives for donating works and
funds to public institutions are less than compelling, there are still masterpieces to be
found. It is a tribute to the energy and drive of the Museum’s curatorial staff and to the
unwavering support of its supporters that a number of works in this book are very
recent additions to the Museum’s holdings, such as a brilliant Turkish sword (page 78)
and a major painting by Lucien Freud that entered the collection early in 1993.

But this book is not about the collectors or the curators or the history of the
Museum’s acquisitions. It is about the works of art, presented, as the trustees once
dictated, “in such relation and sequence as to illustrate the history of art in the broadest
sense.” And it is with great pleasure that I let the works now speak for themselves.

Philippe de Montebello
Director
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Egypt

THE ANCIENT KINGDOMS OF Upper and Lower Egypt were

‘ unified about 3000 B.c. under Menes, the king from whom
o) @» /\? : . . :
ﬂ

e\ thirty dynasties of Egyptian monarchs would claim descent.
g

S\ The seat of royal power was located in the northern city of
__f\ . Memphis during the Old Kingdom, the period when the
‘ i g \ N massive pyramids at Giza were built to enshrine the majesty

of the deceased ruler. Owing to the disintegration of central

authority and to economic crisis, the Old Kingdom col-
lapsed in about 2130 B.c. There followed a time of political fragmentation, the First
Intermediate Period, which lasted for about a hundred years, after which Mentuhotpe II
of the Eleventh Dynasty reunified the kingdom from his capital at Thebes in the south.
Egypt regained its prosperity during the Middle Kingdom (about 2040-1650 B.c.) under
the powerful rulers of the Twelfth Dynasty (Amenembhat I, Senwosret I, Senwosret II,
and Amenembhat III). During the Second Intermediate Period (about 16501550 B.C.),
which followed the end of the Thirteenth Dynasty, Egypt was dominated by a group of
foreign invaders. In about 1550 B.C. the foundation of the Eighteenth Dynasty inaugu-
rated the New Kingdom, when Egypt entered the period of its greatest military
strength, territorial expansion, and material prosperity. The last great pharaoh of the
New Kingdom was Ramesses III (about 1184-1153 B.C.), but Egypt’s military and
economic decline had begun and by 1075 B.c. Egypt was effectively split in two. The Late
Period (712332 B.C.) saw a substantial influx of foreign settlers, including Syrians, Jews,
and Greeks, and the Egyptians turned to their own past to revive earlier traditions in
religion and the arts. In 332 B.c. Egypt was conquered by Alexander the Great, and when
his short-lived empire came apart at his death in 323, Egypt was claimed by one of his
generals, Ptolemy, who became the first of thirteen Ptolemaic kings. Ptolemaic Egypt
became part of the Roman Empire after the Battle of Actium in 31 B.C., in spite of the
opposition of Cleopatra VII.

The qualities that characterize the art of ancient Egypt—such as rigidity of pose and
the use of contradictory perspectives in portraying the human figure—remained
consistent for the greater part of Egyptian history. They originated in the Early
Dynastic Period (about 3000 B.c.) and exerted a powerful influence long after the
conquest of Egypt, first by Persia, then by Macedonia, and finally by Rome. Significant
differences appear from period to period, but the reasons why a consistent aesthetic
endured for some three thousand years lie in the Egyptian conceptions of time and
space, which can be linked significantly with the physical setting that gave birth to one
of the most splendid civilizations of the ancient world: the Nile Valley.

The annual succession of the agricultural seasons was marked by the slow pro-
gression of stars and constellations, punctuated by the movements of the sun and
moon. Time moved in a never-ending, ever-renewing cycle. The conception of divine
kingship, and the order it guaranteed, served as a counterpart to these recurrent natural
patterns. In such a world, reassurance was found in the repetitiveness of life. The
unusual or the unpredictable would introduce an unwelcame note of chaos into a well-
ordered universe. In religion, art, politics, and social behavior, moderation and con-
stancy were the supreme virtues, since these recalled the perfection of the world at “the
time of the god,” the moment of creation.

(OVERLEAF)
Dynasty 18, ca. 1391-1353 B.C.
AMENHOTPE III

Quartzite; H. 13%in. (35 cm)
Rogers Fund, 1956 (56.138)

This great example of New Kingdom
sculpture emphasizes beautiful youthin a
pharaoh who ruled Egypt at the pinnacle of
its political power and economic prosperity
and was a great builder and patron of

the arts.

(OPPOSITE)
Dynasty 12, ca. 1920-1880 B.C.
RITUAL FIGURE

Gessoed and painted wood; H. 227 in.
(58.1cm)
Rogers Fund and Edward S. Harkness Gift,

1914 (14.3.17)

This statuette, a masterpiece of ancient
Egyptian wood carving, was found by the
Museum’s excavators in a high official’s
funerary precinct at Lisht, along with a
companion piece now in Cairo. Both figures
wear royal crowns and show the facial
features of the reigning king.

(LEFT)
Dynasty 12, ca. 1890—-1880 B.C.
PECTORAL OF SENWOSRET II

Gold, amethyst, turquoise, feldspar,
carnelian, lapis lazuli, and garnet;

H. 1%in. (4.5 cm)

Purchase, Rogers Fund, and Henry Walters
Gift, 1916 (16.1.3)

This pectoral, found in the tomb of Princess
Sithathoryunet, apparently the daughter of
Senwosret II, is a masterpiece of
goldworking and lapidary craftsmanship.
The princess’s treasure includes some of the
finest pieces of royal jewelry preserved from
the Middle Kingdom, a period of Egyptian
history unsurpassed for its elegance and
workmanship in the minor arts.

II



Egyptian art reflected and reinforced the attitudes of the Egyptians toward their
physical and spiritual environment and was intimately related to the hieroglyphic
system of writing, along with which it developed at an early period. The predominance
of funerary objects may foster the misapprehension that the ancient Egyptians were
obsessed with preparing for their burial and with the preservation of their bodies. In
fact, this impression of a “morbid” concern with the afterlife is based on the great
numbers of funerary objects that have survived. This endurance is largely an accident of
Egypt’s geography: the desert—where funerary monuments were erected—offers an
ideal climate for the preservation of artifacts.

Egyptian art was by no means a monolithic tradition. The most dramatic innova-
tions were made in the reign of Akhenaten (about 1353-1335 B.C.), who imposed his
personal deity, the Aten, over all other gods in the Egyptian pantheon. The art of
Akhenaten’s reign illustrates, in a manner rarely demonstrated in other historical
periods, the intimate correlation between Egyptian art and religion.

The Museum’s collection of Egyptian art is one of the largest outside the Cairo
Museum, and virtually all of its approximately thirty-six thousand objects are on
permanent display. Many of the works were obtained by the Museum through its own
extensive program of excavations, which began in 1906 and ended in 1936. After a hiatus
of nearly fifty years, the department is once again excavating in Egypt.

Early Dynasty 12, ca. 1990 B.C.
MODEL OF A BOAT

Gessoed and painted wood; H. 14%in.

(37.1¢cm)
Rogers Fund and Edward S. Harkness Gift,

1920 (20.3.1)

A 1920 expedition led by the Metropolitan
Museum uncovered in Thebes in the tomb
of Mekutra, a chancellor who served
Mentuhotpe Il and IIl and Amenembhat 1, 23
painted wooden replicas of the chancellor’s
house and garden, the shops of his estate,
his fleet of ships, his herd of cattle, and his
servants bringing offerings to his tomb. All
of these models were executed in miniature
but with the utmost accuracy and attention
to detail and were found in a state of almost
perfect preservation. Probably no single
find has contributed so graphically to our
knowledge of the estates and other

possessions of a wealthy Egyptian of the
Middle Kingdom or provided us with such
rich material for a general study of daily life
in ancient Egypt.



Dynasty 12, ca. 1900—1800 B.C.
COFFIN OF KHNUMNAKHT

Painted wood; L. 82 in. (208.3 cm)
Rogers Fund, 1915 (15.2.2)

The brilliantly painted exterior of the coffin
of Khnumnakht, an individual unidentified
except for his inscribed name, displays the
multiplicity of texts and decorative panels
characteristic of coffin decoration of the
second half of Dynasty 12. It has at least one
feature—the figure of a goddess on the head

end—that is rare before the late Middle
Kingdom. Painted at the end of one side is

an architectural fagade with a doorway for
the passage of the soul, from which two
eyes look forth onto the world of the living.
The rest of the exterior is divided into panels
framed between inscribed invocations to,
and recitations by, various primeval deities
and gods, particularly those associated with
death and rebirth, such as Osiris, primary
god of the dead, and Anubis, god of
embalming.



Dynastys, ca. 2350 B.C.
MEMISABU AND HIS WIFE

Painted limestone; H. 24%in. (61.9 cm)
Rogers Fund, 1948 (48.111)

The statues placed in Egyptian tombs of the
Old Kingdom provided habitations for the
ka, or spirit, of the deceased. Customarily
the wife is represented embracing her
husband, but here Memisabu and his wife
each embrace the other, which suggests that
she—not her husband, a steward and keeper
of the king’s property—was the tomb’s
owner. This statue can be linked stylistically
with monuments from the cemetery west
of the great Pyramid of Khufu (Cheops) at
Giza.



Dynasty 18, ca. 1479—1429 B.C.
SANDALS AND BRACELETS

Gold, carnelian, and turquoise glass; sandals:
L.10in. (25.4 cm); bracelets: Diam. 7%in.
(19.7 cm), 7%1n. (19.4 cm)

Fletcher Fund, 1926 (26.8.146ab; 26.8.125,127)

The treasure of the three minor wives of
Thutmosis I is the most spectacular group
of royal jewelry of Dynasty 18 before the
reign of Tutankhamun (ca. 1333-1323 B.C.).
Cut from sheet gold, the sandals closely
imitate tooled leatherwork, but their fragile
construction is typical of objects made to
adorn a mummy.
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Dynasty 18, ca. 1473—1458 B.C.
QUEEN HATSHEPSUT

Painted indurated limestone; H. 76%in.
(194.9 cm)
Rogers Fund, 1929 (29.3.2)

With the ascension of King Thutmosis III
and Queen Hatshepsut, Egypt entered
upon what must be regarded as the most
glorious period in its long history—the
period of its greatest military strength,
territorial expansion, and material
prosperity. When Thutmosis Il died, his
rightful heir, Thutmosis III, was still a child,
and so Hatshepsut, the boy’s stepmother,
became regent. Within a few years, she had
contrived to have herself crowned king,
with full pharaonic powers. Her
magnificent funerary temple at Deir el
Bahri in western Thebes was intended both
to legitimize and commemorate her rule.
Statues of Hatshepsut were placed
throughout the temple, including this one
showing the great queen in masculine
guise. Not only the royal kilt and headdress,
butalso the bare if admittedly soft torso, are
those of a man. Though certainly idealized,
the delicate face gives us one of the finest
representations of Hatshepsut extant. We
know her subjects were fully aware of the
anomaly of a female king; it is easy to
believe that the sculptor here tried, with
some success, to reconcile the political
myth with human reality.

Dynasty 18, ca. 13911353 B.C.
FRAGMENTARY HEAD OF A QUEEN

Yellow jasper; H. 5% in. (14 cm)
Purchase, Edward S. Harkness Gift, 1926
(26.7.1396)

This extraordinary fragment, polished to a
mirrorlike finish, is both sensual and elegant
in expression, reflecting the sophistication
of the court of Amenhotpe III, to whose
reign it can be assigned on stylistic grounds.
When complete, this head probably
belonged to a composite statue, in which

the exposed flesh parts were of jasper and
the remaining elements of other
appropriate permanent materials. The use
of yellow stone for the skin indicates that
the person represented is female; the scale
and superb quality of the work imply that
she is a goddess or a queen of Amenhotpe
IIL. The similarity of the full, curved lips
with down-turned corners to known
representations of the Great Royal Wife,
Tiye, suggest that it is she who is

depicted here.

EGYPT 17
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Amarna Painted Reliefs
Dynasty 18, ca. 1345-1335 B.C.

AKHENATEN PRESENTING A DUCK
TO ATEN

Painted limestone; H. 9%in. (24.4 cm)
Gift of Norbert Schimmel, 1985 (1985.328.2)

TWO PRINCESSES

Painted limestone; H. 8%in. (22 cm)
Gift of Norbert Schimmel, 1985 (1985.328.6)

THE KING MAKING AN OFFERING

Painted limestone; H. 8%in. (21 cm)
Gift of Norbert Schimmel, 1985 (1985.328.3)

During his 17-year reign, Amenhotpe IV,
who changed his name to Akhenaten,
radically altered the official state religion by
proscribing the worship of any god but
Aten, the power embodied in the sun.
Whatever may have motivated Akhenaten,
Egypt’s experiment in qualified mono-
theism really impinged only upon the
courtiers who surrounded the king, and at
his death the traditional forms of worship
reasserted themselves. For his unorthodoxy
Akhenaten was to suffer the destruction of
his monuments and his name at the hands
of posterity. These reliefblocks are carved in
the mannered and expressive style peculiar
to Akhenaten’s reign. In the relief at the
upper left the king is shown making an
offering of a pintail duck to Aten, whose
rays, ending in hands, stream down on him.

One of the hands holds an ankh—the
symbol of life—to the king’s nose. In the

relief below the demonstration of affection
between two of Akhenaten’s daughters is
typical of the intimacy allowed in
representations of the royal family in the art
of the Amarna Period. Although
affectionate gestures are not entirely
unknown in royal art of other eras, the
naturalism of this pose and the frontal
treatment of the torso of the older (larger)
sister are unparalleled among royal

figures and extremely rare in any type of
representation in other periods of
Egyptian art.
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Dynasty 18, ca. 1340-1330 B.C.
CANOPIC JAR LID

Alabaster, obsidian, and blue paste; H. 7%in.
(18.1cm)

Theodore M. Davis Collection, Bequest of
Theodore M. Davis, 1915(30.8.54)

Although the canopic jar to which this lid
belongs was designed for a practical
purpose (as a container for an embalmed
human organ), the lid is an unusually fine
representation of a royal woman that can be
dated to the reign of Akhenaten or shortly
thereafter. The massive wig of layered curls
isa headdress favored by Akhenaten’s
queen, Nefertiti, their six daughters, and a
minor queen, Kiya. The jar was found in
Thebes in a tomb in the Valley of the Kings
that has aroused a great controversy
concerning the events surrounding
Akhenaten’s death and succession.
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Asyut, Early Dynasty 19, ca. 1290—1270 B.C.
STATUE OF YUNY

Painted indurated limestone; H. 50%in.
(129 cm)
Rogers Fund, 1933 (33.2.1)

The statue of Yuny—a beautiful example of
post-Amarna art—was found in the tomb of
his father, Amenhotpe, a chief physician.
Yuny’s own titles indicate that he too
belonged to the medical profession. Here he
kneels, holding an elaborately carved shrine
containing a small figure of the god Osiris.
The necklace of lenticular beads was a
decoration given by the king for
distinguished service. Yuny’s eyes and
eyebrows, once inlaid with semiprecious
stones, were gouged out by an ancient thief.
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Dynasty 30, 360-343 B.C.
THE METTERNICH STELA

Graywacke; H. 327%in. (83.5 cm)
Fletcher Fund, 1950 (50.85)

The kings of Dynasty 30 were the last native
Egyptian rulers. This stela is dated to the
reign of the last king of this dynasty,
Nectanebo II. Carved of graywacke by a
master of hard-stone sculpture, it is the
finest and most elaborate example of
Egyptian magical stelae. The child Horus
standing on two crocodiles is the dominant
motif. Above him are representations

of the sun’s nightly journey through the
netherworld. The inscriptions are a set of 13
spells against poison and illness. These were
designed to be said by a physician treating a
patient, but their effectiveness could also be
absorbed by drinking water that was
poured over the stela. The inscription
around the base contains part of the myth
of Isis and Osiris, describing how the infant
Horus was cured of poison by Thoth in the
delta marshes. Thus Horus serves as the
divine prototype for this sort of cure. The
stela was made by the priest Esatum to be
erected in a necropolis of sacred bulls. In
1828 the stela was presented by Muhammad
Ali to the Austrian chancellor, Prince
Metternich.

Dynasty 21, ca. 1070-945 B.C.
OUTER COFFIN OF HENETTAWY

Gessoed and painted wood; L. 79%in.
(202.9 cm)
Rogers Fund, 1925 (25.3.182)

During the Third Intermediate Period, an
unsettled time, the individual private tomb
was abandoned in favor of family shafts (or
caches) that could be more easily guarded
from thieves; often tombs that had already
been robbed were reused for this purpose.
Henettawy, a mistress of the house and
chantress of Amen-Ra, was buried in such a
tomb. Since her burial chamber, like most
others of the time, was undecorated, the
paintings on her coffin, with their emphasis
on elaborate religious symbolism and
imagery, replaced the wall decorations of
previous periods and reflect a style and
iconography developed during the last years
of the New Kingdom.
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Early Roman Period, ca. 15 B.C.
TEMPLE OF DENDUR

Aeolian sandstone; L. of gateway and temple
82 ft. (25 m)

Given to the United States by Egypt in 1965,
awarded to The Metropolitan Museum of Art
in 1967, and installed in The Sackler Wingin
1978 (68.154)

This Egyptian monument, originally
erected in Nubia, would have been
completely submerged as a result of the
construction of the Aswan High Dam,
begun in 1960. Instead, the temple was
given to the United States in recognition of
the American contribution to the
international campaign to save the ancient
Nubian monuments. The temple was built
by the Roman emperor Augustus and
honors the goddess Isis and two deified sons
of alocal Nubian chieftain. The complex,
reassembled as it appeared on the banks of
the Nile, is a simplified version of the
standard Egyptian cult temple.

Ptolemaic Period, 304—30 B.C.
COFFIN FOR A SACRED CAT

Bronze; H. 11in. (27.9 cm)
Harris Brisbane Dick Fund, 1956 (56.16.1)

Since the beginning of Egyptian history,
many deities were represented in the form
of animals or as human figures with animal
heads. The cat was understood to be the
sacred animal of Bastet, a goddess
worshiped in the eastern delta town of
Bubastis. In the fifth century B.c., the Greek
historian Herodotus described the great
annual festival of Bastet and her beautiful
temple, near which mummified cats were
interred in large cemeteries. This hollow
figure, a fine example of the ancient
Egyptian art of bronze casting, served as a
coffin for a mummified cat.
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The Ancient Near East

THE ORIGIN OF MANY features of Western civilization lies
in the lands of the Near East, where small villages of
hunters, gatherers, and farmers evolved into the first
true cities. “Ancient Near East” is a general term that
embraces both an enormous geographical territory and
a long chronological span. The Museum’s holdings of
ancient Near Eastern art represent cultures from west-
ern Turkey east to the valley of the Indus River and
from the Caucasus Mountains as far south as the Gulf of

Aden. From this enormous geographic area come
works of art that date from the late Neolithic period of the seventh millennium s.c. to
the Islamic conquest in the middle of the seventh century a.p.

Mesopotamia, which lay between the Tigris and the Euphrates rivers, was the heart
of the ancient Near East. As early as the seventh millennium B.c., these great rivers were
major routes of communication, connecting distant regions. They were the source of
water that, through irrigation, transformed the arid plains into fertile soil suitable for
grazing and for growing crops. Urban civilization began in southern Mesopotamia
during the fourth millennium B.c. Specialized full-time occupations, such as architect,
artist, scribe, craftsman, farmer, and institutions such as the priesthood and kingship
came into existence. The people responsible for this urban revolution, as it has been
called, were the Sumerians, who are thought to have developed the first known script, a
system of pictographs that later evolved into wedge-shaped cuneiform signs.

The Sumerians were succeeded by the Akkadians, a Semitic people who had
entered southern Mesopotamia, probably from the west, during the centuries of
Sumerian control. This dynasty was founded by Sargon of Akkad (2334—2279 B.C.), who
was the first Mesopotamian ruler to have truly imperial aspirations. In 2154, however,
the empire collapsed under invasions of tribesmen from western Iran. The period that
followed is called Neo-Sumerian because the rulers and priests consciously returned to
pre-Akkadian artistic forms and to the use of the Sumerian language. By the beginning
of the second millennium, the kings of Assyria began to consolidate their power in
northern Mesopotamia and within a few centuries dominated vast territories in the
Near East.

The first millennium B.c. was a period of great empires, first in Assyria and later in
Babylonia and Achaemenid Iran. The imperial palaces constructed in the Assyrian cities
of Nimrud, Nineveh, Khorsabad, and Ashur were lavishly decorated. During the three
decades of its development, the art of the Assyrian Empire reflected an increasing
concern with secular themes, which elaborated and glorified the royal image.

Ancient Anatolia (modern Turkey) was an area with an abundance of metal
resources and a trading center for merchants from Mesopotamia and Syria in the early
second millennium B.c. During this period the Hittites entered the region and gained
control of the Anatolian plateau. In the period of their empire (15th-13th century B.c.)
the Hittites produced monumental architecture and sculpture and fine metalwork and
ceramics. After the Hittite collapse at the turn of the millennium, a number of smaller
kingdoms gained power in the region, notably Urartu, centered around Lake Van in
eastern Anatolia, and Phrygia, known best from the site of Gordion in central Anatolia.

(OPPOSITE)
Iranian, Proto-Elamite, ca. 2900 B.C.
KNEELING BULL HOLDING A VASE

Silver; H. 6%in. (16.2 cm)
Purchase, Joseph Pulitzer Bequest, 1966
(66.173)

This small silver bull from southwestern
Iran is of exceptional technical quality and is
composed of many parts carefully fitted
together. The figure shows a curious blend
of human and animal traits: the large neck
meets distinctly human shoulders, which
taper into arms that end in hooves. Animals
in human posture are known in Iranian
Proto-Elamite sculpture and can be seen
engraved on contemporary cylinder seals.
The purpose and meaning of this small
masterpiece remain enigmatic, although it
is thought that the bull acting like a human
is drawn from a contemporary religious
myth. Traces of cloth found affixed to the
figure suggest that it was wrapped and
intentionally buried, perhaps as part ofa
ritual or ceremony.

(LeFT)

- Iranian, Sasanian,

late sth—early 6th century a.p.

PLATE WITH PEROZ OR KAVAD I
HUNTING RAMS

Silver with mercury gilding and niello;
H. %in. (4.5 cm)
Fletcher Fund, 1934 (34.33)

Many vessels made of silver survive from
the Sasanian Empire (A.D. 224-642) and
attest to the great wealth of the royal court.
One of the finest examples is this silver
plate, which shows a king in full ceremonial
dress hunting a pair of rams. The raised
design is made from a number of separate
pieces fitted into lips that have been cut up
from the background of the plate. The
theme of the king as hunter symbolized the
prowess of Sasanian rulers and was often
used to decorate royal plates sent as gifts to
neighboring courts.
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During the seventh century B.c., before the Achaemenid Persian conquest that reached
into western Anatolia, Scythian invaders to this area, as well as Mesopotamia and Iran,
brought with them a distinctive style and repertory of designs featuring stags, panthers,
birds of prey, and griffins.

Syria, to the south of Anatolia and west of Mesopotamia, was a crossroads between
the great civilizations of the ancient world and was often disputed by rival powers.
Despite the continuous presence of foreigners, the art of the region had its own
distinctive character. At times during the second and first millennia s.c., however, truly
international styles developed in this region. Motifs and designs from Egypt and the
Mediterranean world were adopted and, in time, passed from Syria into Mesopotamia.

Southwestern Iran, known as Elam in antiquity, was Mesopotamia’s closest neigh-
bor, both geographically and politically. Contacts with lands as far to the north and east
as the area known today as Afghanistan, and with the peoples living in the valley of the
Indus, exposed the artists of Iran to cultures that were unfamiliar to their Mesopotamian
neighbors, and this is reflected in the character and appearance of their works of art.

By the middle of the first millennium B.c., Mesopotamia and Iran, under the rule
of Achaemenid kings, were part of an empire that exceeded in its geographical extent
any political entity that had come before. Influences from lands throughout the
empire, including Assyria, Babylonia, Egypt, and Greece, are apparent in both the style
and iconography of the art of the Achaemenid court. The Greek conquest of the
Achaemenid Empire in 334 B.c. under Alexander the Great interrupted the cultural
development of the Near East and altered the course of civilization in that region. For
the next thousand years, in times of peace and war, the kingdoms of the Near East and
the Roman and Byzantine empires in the West maintained political and economic ties
as well as common cultural traditions.
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Indus Valley, ca. 2000 B.C.
RECUMBENT MOUFLON

Marble; L. 11in. (27.9 cm)
Purchase, Anonymous Gift and Rogers Fund,
1978 (1978.58)

The artist who carved this powerful
sculpture, which represents a type of wild
sheep native to the highland regions of the
Near East, has achieved a realistic rendering
of an animal at rest. The animal’s head, now
partially broken away, is held upward and
turned slightly to the right, creatinga
naturalistic impression of alertness. The
entire body is contained within a single
unbroken outline. This combination of
closed outline with broadly modeled
masses and a minimum of incised detail is
characteristic of animal sculpture from this
period in the art of the Indus River valley.

Iranian, ca. 3400—3100 B.C.
JAR

Terracotta; H. 207%in. (53 cm)
Purchase, Joseph Pulitzer Bequest, 1959
(59.52)

An abundance of fine painted pottery has
survived from ancient Iran, and this ovoid
storage vessel is a particularly good
example. The dark brown geometric
decorations divide the upper part of the jar
into three panels that contain the stylized
figure of an ibex. Each animal is shown in
profile against the buff-colored background
to highlight the great arch of its exaggerated
horns.






A reassertion of a Near Eastern identity, an Iranian renaissance, is apparent in the
arts of the beginning of the first century B.c., and it developed under the Parthian and
Sasanian dynasties. From the last centuries before Christ to the coming of Islam, the
history of the ancient Near East was one of almost continual warfare as the great
empires of Byzantium and Iran battled and ultimately exhausted their resources in the
éffort to control the rich trade routes and cities of Anatolia and Syria.

The Museum’s collection of ancient Near Eastern art has been acquired by gift and
purchase and by participation in excavations in the Near East. Its strengths include
Sumerian stone sculptures, Anatolian ivories and metalwork, Iranian bronzes, and
Achaemenid and Sasanian works in silver and gold. An extraordinary group of Assyrian
reliefs and statues from the palace of Ashurnasirpal II at Nimrud, as well as fine stamp
and cylinder seals and ivories, can be seen in the Assyrian art galleries.

30 THE ANCIENT WORLD



Mesopotamian (Babylon), Neo-Babylonian,
ca. 605—562B.C.
PANEL WITH STRIDING LION

Glazed brick; 38% X 89%2in. (97.2 X
227.3 cm)
Fletcher Fund, 1931 (31.13.1)

During the reign of Nebuchadnezzar (605-
562 B.C.), the Neo-Babylonian Empire
reached its peak. This was largely due to his
ability as a statesman and a general. He
maintained friendly relations with the
Medes in the east while vying successfully
with Egypt for the control of trade on the
eastern Mediterranean coast. During this
period a tremendous amount of building
took place, and Babylon became the city of
splendor described by Herodotus and the
0ld Testament Book of Daniel. Because
stone is rare in southern Mesopotamia,
molded glazed bricks were used to decorate
buildings, and Babylon became a city of
brilliant color. The most important street in
Babylon was the Processional Way, leading
from the inner city through the Ishtar Gate
to the Bit Akitu, or House of the Near Year’s
Festival. This relief of a striding lion is one of
many from friezes that covered the walls of
the Processional Way. The lion, symbol of
Ishtar, goddess of war, served to directthe
ritual procession from the city to the
temple.
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Mesopotamian, ca. 2600—2500 B.C.
CHAPLET OF GOLD LEAVES

Gold, lapis lazuli, carnelian; L. 15%in.
(38.4cm)
Dodge Fund, 1933 (33.35.3)

This wreath of gold beech leaves, suspended
from strings of lapis lazuli and carnelian
beads, encircled the crown of the head. It
was part of an important collection of
Sumerian jewelry found in one of the
richest graves in the Royal Cemetery at Ur,
which was excavated in 192728 by Sir
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Leonard Woolley. The headdress adorned
the forehead of one of the female attendants

in the so-called King’s Tomb. She also wore
two necklaces of gold and lapis lazuli, gold
hair ribbons, and two silver hair rings. Since
gold, silver, lapis lazuli, and carnelian are
not found in Mesopotamia, their presence
in the royal tombs attests both to the wealth
of the Early Dynastic Sumerians and to the
existence of a complex system of trade that
extended far beyond the Mesopotamian
river valley.



Anatolian, Hittite Empire Period,
ca. 1sth—-13th centuryB.c.

VESSEL IN THE FORM OF A STAG

Silver with gold inlay; H. 7%41n. (18.1cm)
Gift of Norbert Schimmel Trust, 1989
(1989.281.10)

Anatolia is rich in metal ore, and the
consummate skill of Hittite metalworkers is
amply demonstrated by this fine silver
rhyton, which is thought to be a rare
example of art produced by court
workshops. Of particular interest is the
frieze depicting a religious ceremony that
decorates the rim of the cup section.
Although the precise meaning of the frieze
remains a matter of conjecture, it is possible
that the vessel was intended as a dedication
to or the personal property of the stag god.
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Iranian?, ca. 2000 B.C.
HEAD OF A DIGNITARY

Arsenical copper; H. 13%21n. (34.3 cm)
Rogers Fund, 1947 (47.100.80)

This magnificent copper head is
reminiscent of the head of an Akkadian
ruler found at Nineveh in northern
Mesopotamia. Hollow cast, a dowel on the
plate at the base of the neck presumably
served to join the head to the body. The
heavy-lidded eyes, the prominent but
unexaggerated nose, the fulllips, and
enlarged ears all suggest that thisisa
naturalistic portrait of a real person, a rare
phenomenon in the art of the ancient Near
East. Its costly material and impressive
workmanship, size, and appearance are all
indications that this is a representation of a
ruler whose identity remains unknown. In
any case, the head is one of the great works

of art preserved from the ancient Near East.

Mesopotamian (Nimrud), Neo-Assyrian,

8th century B.c.
NUBIAN TRIBUTE BEARER

Ivory; H. 5% (13.3 cm)
Rogers Fund, 1960 (60.145.11)

In contrast to the grand stylized reliefs that
flanked the walls of the palace of
Ashurnasirpal Il at Nimrud (see page 39) are
the delicate ornamental ivories that once
adorned the royal furniture. Ivory, prized

throughout the ancient world, was carved
in rich detail and decorated with colorful
inlays and gold. The ivories found at
Nimrud were executed in several styles that
reflected regional differences. This beautiful
example has traits of the Phoenician style,
characterized by the slender form of the
tribute bearer and his animal gifts, the
precision of the carving and intricacy of
detail, and the distinct Egyptian flavor of
both pose and features.
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Mesopotamian, Neo-Sumerian, ca. 2100 B.C.
SEATED GUDEA

Diorite; H. 17%1in. (44.1 cm)
Harris Brisbane Dick Fund, 1959 (59.2)

Atthe end of the 22nd century B.c., the city-
state of Lagash in the extreme south of
Mesopotamia experienced a cultural
renaissance under the leadership of the
Sumerian governor Gudea and his son Ur
Ningirsu. The works of art produced by this
Neo-Sumerian culture are pervaded by a
sense of pious reserve and calm, beautifully
exemplified by this image of the ruler. It is
thought that this statue was originally
placed in a temple, as the inscription in
cuneiform along the front of his robe reads:
“Gudea, the man who built the temple,
may it make his life long.” Although there
are many extant statues of Gudea, this is the
only complete example in the United States.



Iranian, ca. 1000 B.C.
CUP WITH FOUR GAZELLES

Gold; H. 2% in. (6.4 cm)
Rogers Fund, 1962 (62.84)

The tradition of making vessels decorated
with animals whose turned heads project in
relief has along history in the Near East.
This exquisite cup probably comes from
northern Iran, near the Elburz Mountains.
The four gazelles walk in procession to the
left, framed by guilloche bands. The bodies
are fashioned by repoussé and details of
body hair and muscles are clearly defined by
finely chased lines. The heads, ears, and
horns were made separately and fastened in
place by colloid hard-soldering, a process
much practiced in Iran involving copper salt
and glue.

Iranian, Achaemenid, 6th—sth century B.c.
HEAD OF AHORNED ANIMAL

Bronze; H. 13%in. (34 cm)
Fletcher Fund, 1956 (56.45)

This stylized rendering of a mythical
animal—part goat, part sheep—is an
eloquent example of Iranian art of the
Achaemenid period, still untouched by the
influence of classical Greece. Cast of bronze
by the lost-wax process, it is made of five
separate pieces joined by fusion welding.
The angle of the neck suggests that the head
was not attached to an animal body but was
perhaps joined to a support as an element of
furniture or architectural decoration.
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Mesopotamian (Khorsabad), Neo-Assyrian,

late 8th century B.c.
MAN LEADING HORSES

Limestone; 20 X 32in. (50.8 X 81.3cm)
Gift of John D. Rockefeller, Jr., 1933 (33.16.1)

From the ninth to the seventh century B.c.,
the kings of Assyria ruled over a vast
empire. Assyrian sculptors often depicted
the victories of their monarchs in war and in
the chase. Richly detailed and full of vitality,
these scenes expressing regal power and
triumph are among the masterworks of
Assyrian art. This fragment, which comes
from the palace of the king Sargon II
(721~705 B.C.) at Khorsabad, shows a
mountaineer, probably from Iran, bringing
two handsomely caparisoned horses as
tribute to the king.
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Mesopotamian (Nimrud), Neo-Assyrian,
ca. 883—859 B.C.

HUMAN-HEADED WINGED LION

Limestone; H. 122}21in. (311.2 cm)
Gift of John D. Rockefeller, Jr., 1932 (32.143.2)

During the ninth century B.c. the great
Assyrian king Ashurnasirpal Il built a new
capital at Nimrud, where the palace was
decorated with large stone slabs
ornamented with low-relief carvings and
with sculptural figures guarding the
doorways. The Neo-Assyrian sculptor of
this limestone guardian gave the beast five
legs so that it stands firmly in place when
seen from the front, but appears to stride
forward when seen from the side. The
horned cap attests to the creature’s divinity
and the belt signifies its power.
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Greece and Rome

THE BEGINNINGS OF CLASSICAL art may be discerned long
before the people known as Greeks settled the lands bear-
ing their name. Datable as far back as the sixth millennium
B.C., the remains of cultures found in Thessaly, central
Greece, the Peloponnesos, Crete, the Cycladic Islands, and
Cyprus are sparse, but they include figural representations
that can be seen as antecedents of Greek art. From the very
outset, clay and marble were the preferred materials for

artistic creativity, human figures were the preferred sub-
' jects, and a pronounced sense of measure governed the
“ forms that were produced.

Consideration of the earliest cultures in Greece from a purely artistic standpoint
entails a more selective field of vision than would a balanced, archaeological inquiry
into the rich record of the region as a whole that is now coming to light. It was in the
Cycladic Islands that the first great flowering of marble sculpture took place during the
third millennium B.c. For much of the second millennium, between about 2000 and
1400 B.C., the Minoan culture developed and flourished in great palace complexes on the
island of Crete.

The Mycenaean civilization, named after its preeminent center on the Greek
mainland, reached a height during the fourteenth and thirteenth centuries B.c. The
martial spirit of the Mycenaeans, so foreign to the Minoans, appears in the extent to
which skilled craftsmanship was applied to objects of war or representations of
warriors. Widespread cultural and political upheaval led to the downfall of the My-
cenaean civilization and to a period of some three hundred years during which artistic
activity diminished significantly. The renewal, which began about 1000 B.c., took place
in mainland Greece, principally Athens. Its artistic manifestation is the Geometric style,
a term derived from the curvilinear and rectilinear shapes that are used either as
decorative motifs or as components in the depiction of more complex subjects, i.e.,
figures.

During the eighth century, renewed contacts with and imports from the east began
to broaden the Greek repertoire of subjects, and by the end of the seventh century the
oriental stimulus had been assimilated. The Archaic period (about 700480 B.C.) saw an
efflorescence of all the arts throughout Greece. Perhaps the single most important
development was the emergence of monumental stone sculpture, in the round and in
relief. Compared with Geometric renderings, the body is lifelike, becoming ever more
so as sculptors acquired the ability to render not only how it looked but also how it
moved.

If the Archaic manner of representation depicted the appearance of a subject with
maximum clarity, artists of the Classic period (480-323 B.C.) began to introduce the
realities of space, time, and character. The medium of sculpture reached its most
exalted expression in the friezes, metopes, and pediments of the Parthenon in Athens.
The aspects of human activity that Classic artists favored were those emphasizing
human strengths: nobility in victory, valor in battle, restraint in mourning. It is in the
succeeding, Hellenistic phase of Greek art (323-31 B.C.) that individual features—such as
the characterization of a person, the marks of old age, a detail of deformity—acquire
unprecedented importance.

(OpPOSITE)
Argos, mid-sth century B.c.
MIRROR

Bronze; H. 16 in. (40.6 cm),
Bequest of Walter C. Baker, 1971 (1972.118.78)

One of the achievements of sculptors of the
Classic period is the successful integration
of every component part into a whole. The
diverse elements in this mirror have been
composed into a magnificent utensil and
unified by the perfectly balanced
composition of the supporting figure.
Inserted into the crown ofher headisa
palmette ornament that supports the
mirror disk. Along the beaded border of the
disk two hounds each pursue a hare. At the
top, the siren constitutes a presence that is at
once fearsome, with her lion claws and
deployed wings, and feminine, with a
coiffure and physiognomy corresponding to
those of the caryatid below. This object of
exceptional quality was made for the
toilette of alady of means.

(LEFT)
Detail from the Euphronios krater (see
page 47)
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With the rise of Macedon under Philip II and Alexander the Great, the Hellenistic
period saw the fields of creative energy displaced from the Greek heartland—Attica and
the Peloponnesos—to the periphery, including southern Italy and Asia Minor. The
great age of Athens was past. When the Romans conquered and destroyed Corinth in
146 B.C., the transfer of primacy was consummated.

During the Republic, the expansion of Rome over Italy, Spain, North Africa, and
Asia subjugated cultures upon which the Greeks had left their mark. By the time the
empire was established under Augustus (27 B.c.), Rome had achieved the power and
organization to administer a realm whose greatest extent, under Trajan (a.D. 53-117),
reached from Britain to Mesopotamia. The qualities and capacities of each successive
ruler influenced not only the political but also the artistic world. Through architecture,
sculpture, and coinage, the Roman presence was asserted in far-flung regions. Edward
Gibbon observed that the hallmarks of civilization are art, law, and manners. It was the
Roman achievement to hold its vast and diverse domains by a formal system of laws.
Moreover, by endowing the symbols of its jurisdiction with the qualities so ardently
assimilated from the Greek world, they became an integral part of what is called
Western civilization.

Although the Department of Greek and Roman Art was not formally established
until 1909, the first accessioned object in the Museum was a Roman sarcophagus from
Tarsus, donated in 1870. Today the strengths of the vast collection include Cypriot
sculpture, painted Greek vases, Roman portrait busts, and Roman wall paintings. The
department’s holdings in glass and silver are among the finest in the world, and the
collection of Archaic Attic sculpture is second only to that in Athens.
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Cypriot, 7th century B.C.
SILVER BOWL

Silver with gold; Diam. 6% in. (16.8 cm)
The Cesnola Collection, Purchased by
subscription, 1874—76 (74.51.4554)

The prosperity of the island of Cyprus
between the late eighth and fifth centuries
B.C. is reflected in the silver and gold of this
splendid bowl] and in the quality of its
decoration. Various oriental images of
power and other decorative motifs were
derived from Egypt and Assyria. In the
central medallion, a figure in Assyrian dress
with four wings attacks a lion, and Egyptian
and Assyrian figures can be seen in the
surrounding friezes. An inscription on the
object indicates that it belonged to a king of
the city of Paphos. It probably served to
pour liquid offerings or as a drinking cup.

Cycladic, ca. 2700 B.C.
HARP PLAYER

Marble; H. 11%in. (29.2 cm)
Rogers Fund, 1947 (47.100.1)

The figures and vases produced in the
Cycladic Islands between about 4500 and
2200 B.C. represent the first flowering of
marble sculpture in Greece. Little is known
about their function and meaning, but they
come to light primarily in burials. Usually
made of marble and originally painted,
these figures are predominantly
representations of women. This exceptional
example shows a male musician seated on a
sturdy chair, accompanying himself on a
harplike instrument. Simple as the forms
are, such details as the muscles of the upper
arm or the articulation of various parts of
the chair give this work extraordinary
immediacy.
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Attic, second half of 8th century B.c.
FUNERARY VASE

Terracotta; H. 42%in. (108.3 cm)
Rogers Fund, 1914 (14.130.14)

This large vase, which was originally a
grave marker, is a superb example of work
of the Geometric period in Greek art (ca.
1000700 B.C.) and a precious source of
information about early Greek funerary
rituals. At the broadest part of the vase,
framed by the handles, the deceased is
represented lying on a bier surrounded by
mourners. In the zone below warriors in
chariots alternate with foot soldiers
carrying great figure-eight shields.
Although the decoration is schematic,
Geometric art from Attica and its center,
Athens, shows extraordinary inventiveness
and often monumentality.

Attic, ca. 610—600 B.C.
KOUROS

Marble; H. 76 in. (193 cm)
Fletcher Fund, 1932 (32.11.1)

The tradition of large scale in Geometric
funerary vases continues into both vases
and sculpture of the seventh and sixth
centuries B.c. One of the most important
types of freestanding statue is that of the
kouros (youth), which served as a funerary
monument or as a dedication in a sanctuary.
The figure stands in perfect balance with
absolute serenity. There is no attribute or
detail to introduce any narrative or episodic
dimension. Such sculptures, which were
made through the sixth century B.c., are the
point of departure for the progressive
mastery of the human figure in Greek art.
By about 500 B.c., when artists became
interested in showing “active” movement,
bronze was increasingly used for
monumental works.







Exekias (painter)
Attic, ca. 540 B.C.
NECK AMPHORA

Terracotta; H. 21%1in. (55.2 cm)
Rogers Fund, 1917 (17.230.14)

Exekias is perhaps the greatest of all black-
figure Vase-painters, and this is one of his
finest works. He has covered the entire
surface of this neck amphora, a storage jar,
with decoration, and yet the effect is one of
great order. The scene shows a wedded pair
in the chariot being greeted by a woman or
a goddess while a youth, perhaps Apollo,
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plays the kithara. The floral and geometric
bands on the neck and body emphasize the
measured cadence of the action and the

shape of the pot itself.

Euphronios (painter) and
Euxitheos (potter)

Attic, ca. 515 B.C.

CALYX KRATER

Terracotta; H. 18 in. (45.7 cm)

Purchase, Bequest of Joseph H. Durkee, Gift
of Darius Ogden Mills and Gift of C. Ruxton
Love, by exchange, 1972 (1972.11.10)

This krater is a masterpiece of composition
and a superb example of the red-figure
technique by two of the most prominent
Athenian artists of the late sixth century B.c.
Depicted here is an episode of the Trojan
War in which Sarpedon, a son of Zeus and
leader of the Trojans’ allies, has just been
slain by Achilles’ friend Patroklos. Sleep and
Death, under the direction of Hermes, are
in the process of bearing off the fallen hero
to Lycia, his native land, for burial.
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Greek, ca. 450—440 B.C.
GRAVE RELIEF: GIRL WITH DOVES

Marble; H. 31%in. (80 cm)
Fletcher Fund, 1927 (27.45)

In ancient Greece gravestones were set up
for children as well as adults; boys and girls
were shown engaged in activities by which
their parents wished them to be remem-
bered. This work was found on the island of
Paros, one of the main sources in antiquity
for marble that was used in sculpture. The
sculptor, probably a local artist, conveys the
youth of the child through the pudgy body
and limbs as well as her affection for her pet
doves; the serious expression—well beyond
her years—emphasizes the poignancy of her
early death.

Greek (Alexandria?),
late 3rd—early 2nd century B.c.

VEILED AND MASKED DANCER

Bronze; H. 8%in. (20.6 cm)
Bequest of Walter C. Baker, 1971 (1972.118.95)

The expressive possibilities of drapery,
which Greek artists pursued most
extensively in the female figure, reach a high
point in this statuette of a dancing woman.

The subject has been identified as one of the

professional entertainers—a combination
of mime and dancer—for which the city of
Alexandria was famous in antiquity.
Although the virtuosic conception,
composition, and technical execution place
this work in a special category, the figure
represents as much of an innovation in
Greek art as the deformed, infirm, and
realistically rendered genre subjects that
Hellenistic Alexandria established in the
iconographic repertoire.
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Etruscan, late 6th century B.c.
CHARIOT

Bronze; H.51%2in. (130.8 cm)
Rogers Fund, 1903 (03.23.1)

In the sixth century B.c. chariots were no
longer used in warfare. Found in a tomb in
Monteleone, Italy, this example was
probably put to limited ceremonial use
before being included in the burial. The
richness and quality of the decoration are
exceptional. The pole issues from the head
ofaboarand ends in the head of a beaked
bird. The principal subjects on the three
parts of the chariot box refer to the life of a
hero, probably Achilles. In the central panel
(right ) he is receiving his armor from his
mother, Thetis. While the style and the
subject are from Greek sources, the inflated
appearance of the figures and the
predilection for winged creatures are
distinctly Etruscan.




Augustan, ca. 10 B.C.—A.D. 4

PORTRAIT STATUE, PERHAPS OF
LUCIUS CAESAR

Bronze; H. 48%:in. (123.2 cm)
Rogers Fund, 1914 (14.130.1)

One of the Metropolitan’s finest bronzes
from antiquity, this portrait beautifully
presents the mixed nature of adolescence,
combining the body of a boy with the
demeanor of a self-possessed young man.
The statue was found on the island of
Rhodes and is thought to depict one of the
grandsons of the emperor Augustus,
probably Lucius Caesar (17 B.C.—A.D. 2),
who, with his brother, Gaius, was given a
classical education on Rhodes by Greek
teachers until he was ready for military
service. The richly decorated pallium he
wears is a mark of status, and his hands
probably once held objects connected with
areligious ceremony. Although the work is
a specific characterization, the graceful
classical features and modeling are typical of
Augustan portraiture.
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Roman, 40—30 B.C.
CUBICULUM FROM BOSCOREALE

Rogers Fund, 1903 (03.14.13)

The Metropolitan Museum owns two
superlative groups of Roman wall paintings.
One, from a villa near Boscoreale, about a
mile north of Pompeii, includes a virtually
complete bedroom (cubiculum). Like
Pompeii, the villa was buried by the
eruption of Mount Vesuvius in A.D. 79, and
itis for this reason that the paintings are so
well preserved. The bedroom (now
furnished with a couch made of bone) is
decorated with complex architectural vistas
and various kinds of garden scenes. The
detail above depicts a religious precinct with
a statue of Hecate. The scene below shows
an agglomeration of buildings with a
remarkable variety of verandas and
porticoes.
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Roman, A.D. 260—270
THE SEASONS SARCOPHAGUS

Marble; H. 35in. (88.9 cm), L. 87%in.
(222.9 cm)
Joseph Pulitzer Bequest, 1955 (55.11.5)

Sarcophagi were used in burials throughout
antiquity. This superb example shows the
wine god, Bacchus, riding a panther in the
company of his followers, the satyrs and
maenads, as well as the four seasons. The
last appear as four youths, each bearing
appropriate attributes. While the wine god
and his retinue begin in Greek mythology,
the presentation here exemplifies Roman
art atits best. The density of the figures
perfectly ordered within a shallow space,
the carving of the forms in extraordinarily
high relief, and the restless play of light and
dark over the surface generate an energy
that gives vibrancy to the entire work.

Roman Imperial, first century a.D.
STATUE OF PAN

Marble; H. 26%in. (67.6 cm)
Classical Purchase Fund, 1992 (1992.11.71)

This splendid example of ancient high
baroque sculpture is unique in the
Museum’s collection. The bravura carving
and the high quality of the workmanship
are typical, however, of many Roman
interpretations of Hellenistic baroque
sculpture. Pan, the goat god, is shown
braced against a tree trunk, bent forward
under the weight of an object once carried
on his back. A hole drilled through the
statue suggests that it was designed to be
part of a fountain complex.




Roman, ca. A.D. 325

PORTRAIT OF THE EMPEROR
CONSTANTINE I

Marble; H. 37%1n. (95.3 cm)
Bequest of Mary Clark Thompson, 1923
(26.229)

The third century a.p. was a period of
turmoil and strife within the Roman
Empire that manifested itself artistically
in a diversity of concurrent styles and a
predisposition for representing spiritual
states of being rather than physical
verisimilitude. Christianity emerged asa
significant force at this time and was
decisively strengthened by the conversion of
the emperor Constantine in A.D. 312. This
portrait of Constantine, which originally

surmounted a colossal seated statue,
documents the transfer of ultimate
authority from the mortal ruler to his
savior.
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Medieval Europe

THE CHRISTIAN ART THAT emerged from the Greco-
Roman world is one of the most important achieve-
ments of Western civilization. With the Edict of Milan
in 313 the emperor Constantine the Great (reigned 306—
337) formally recognized Christianity. Although this was
a critical turning point, the transition from classical to
Christian art was not abrupt, since for several hundred
years both cultures coexisted and competed with each
other. Christianity had its roots in Judaism and shared

with it a proscription against images. Christians also
resisted images because of their association with pagan religious practices. These
factors impeded the development of a pictorial language appropriate to the new
religion. Gradually, however, the power of the image became important to the promo-
tion of Christianity and to conveying its message.

Since the reign of Constantine, Byzantium had increasingly become the center of
the Roman Empire, while barbarian invasions disrupted the political and cultural fabric
of the West. By the sixth century the eastern capital of Constantinople became the
nucleus of a brilliant civilization. The emperor Justinian (reigned 527-565) inaugurated a
dazzling building campaign of churches and public structures throughout the empire.
The aesthetic aims of the Golden Age of Byzantium influenced all art forms and can be
witnessed in portraits, ivories, and jewelry. Implements for the celebration of the
Mass—gold and silver chalices, patens, ewers—essentially continued Roman forms of
construction and design but were adapted to new functions.

The most distinctive local art of the Mediterranean developed in Egypt, where
Coptic Christianity evolved. Essentially decorative in character, Coptic art ultimately
was one of the bases of Islamic art. The rise of Islam permanently transformed the
civilization of the eastern Mediterranean, and a violent dispute erupted in 726 over the
permissibility of images, which led to the wholesale destruction of all representations
by the “icon smashers,” as they were called. Simultaneously, the northern European
communities, especially the Frankish kingdoms, began to emerge artistically. During
this critical stage, a truly medieval art was formed.

The barbarian invasions had permanently transformed the classical world and led
to the rise of the Western civilizations of Europe. Following a nomadic life, the
barbarians carried their wealth with them, usually in the form of jewelry. Two principal
styles dominate the artistic forms of the migrating peoples: the polychrome style,
associated with the Goths, Vandals, and Huns, and the animal style that originated in
Scandinavia and northern Germany.

The Franks, who established the only lasting political power in Roman Gaul and
converted to Christianity under Clovis I (reigned 481-511), ultimately founded the
Carolingian Empire, which unified much of Europe. The essential qualities of barbaric
art—its abstract, nonnarrative, geometric elements—were inappropriate for expressing
the revival of the western Roman Empire. A cultural revival was therefore begun by
Charlemagne, who was crowned in 774, and continued by Otto the Great, who in the
tenth century inaugurated the Christianization of central Europe.

The identification of the term Romanesque with architecture is due to the great
explosion of building activity through Europe in the late eleventh and twelfth centuries,

(OVERLEAF)
Detail of the Annunciation triptych (see
page74)

(OPPOSITE)
Pyrenees (Roussilon), ca. 1130—40
THE CUXA CLOISTER

Marble
The Cloisters Collection, 1925

This is a view of the west arcade of the
cloister from the Benedictine monastery of
Saint-Michel-de-Cuzxa, located in the
northeastern Pyrenees. The French closed
the monastery in 1701 and much of the
stonework was dispersed. The portion of
the cloister installed here is remarkable for
the variety of its sculptured capitals, which
range from simple block forms to intricately
carved animals, decorative elements, and
motifs from popular fables.

(LEFT)
Anglo-Saxon (Kent), early 7th century
BROOCH

Gold, silver, garnets, gold wire; Diam.
14in. (4.8 cm)

Purchase, Joseph Pulitzer Bequest, 1987
(1987.90.1)

The geometric decorative and
accomplished metalworking technique
seen in early clasps like this handsome

pin were an important legacy of the
nonclassical tradition in the formulation of
later medieval art.
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as the Church became the principal patron of the arts. Romanesque art, whether it is
monumental church sculpture, manuscript illumination, or the sumptuary arts, is a
synthesis of the preceding epochs, striving for orderly systematization of ideas and
images. Although in some areas the Romanesque survived into the thirteenth century,

its increasing exposure to classicizing forms (mainly as a result of Byzantine influences)
led to its eclipse and to the rise of the Gothic.

Between 1140 and 1270 the Gothic style emerged in France, and it would dominate
the artistic landscape of northern Europe for nearly four hundred years. The principal
catalyst for the miraculous rise of the great cathedrals was the rebirth of the cities,
where new political, commercial, and ecclesiastical wealth was concentrated.

The Late Gothic period, characterized by an increased secularity, gave rise to an
urban middle class as the Church’s political power declined. In this tumultuous
environment, artistic and intellectual achievement advanced with astbnishing inven-
tiveness and expressiveness, its fast pace halted only by the onslaught of the Black Death
in 1348. Recurrent economic recession brought on extremes of poverty and wealth, and
lavish objects of every description were produced in unprecedented quantities. About
1400 the International Style swept Europe. This brief phenomenon produced elon-
gated, elegant figures draped in flowing curvilinear folds, which hint at the anatomical
forms and impart a mystical lyricism to the human image.

If the fourteenth century can be said to have been dominated by sculpture and the
three-dimensional arts, the fifteenth century was one in which the two-dimensional art
of painting flourished along with the decorative arts, including great tapestries—the
mural paintings of the north—and elaborate gold ecclesiastical and secular objects. The
humanistic recognition of individual artistic expression heralded the end of the Middle
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Northern German (possibly Liibeck), ca. 1200
LION-SHAPED AQUAMANILE

Brass with traces of gilding; H. 8% in. (21 cm)
Robert Lehman Collection, 1975 (1975.1.1410)

This superb piece of sculpture is also a
functional object. The holes in the lion’s
ears and nostrils indicate its use as an
aquamanile, a type of water pitcher used for
washing hands. It might have been used at
the dining table or during the celebration of
Mass. During the Middle Ages, lions were
thought to possesé extraordinary powers of
strength, courage, and alertness, quick to
trample the dragons of evil.

Early Byzantine (Constantinople),
late 5th- early 6th century

BUST OF ALADY OF RANK

Marble; H. 20%n. (53 cm)
The Cloisters Collection, 1966 (66.25)

This superb marble bust, made in the
Byzantine capital of Constantinople,
represents the highest quality of stone
carving in the era when the emperor
Justinian led the Byzantine Empire to its
greatest height. More than just a memorial,
the bust captures some of the lady’s gentle
spirit. Her hair is tightly coiffed and covered
by asnood, and she wears an elegantly
draped mantle over a tunic, indicating her
high rank. She carries a scroll emblematic of
her learning. The sensitive carving of her
features gives this portrait a feeling of
naturalism despite its fixed gaze.
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Ages in Italy in the early fifteenth century, but in the north it was not until 1500 that the
lingering indifference to the Italian Renaissance began to fade.

The core of the Museum’s collection of medieval art was formed by a major gift of
J. Pierpont Morgan in 1917 and now numbers over four thousand pieces, which are in
the Museum’s main building. Among the strengths of the collection are Early Christian
and Byzantine silver, enamels, glass, and ivories; Migration jewelry; Romanesque and
Gothic metalwork, stained glass, sculpture, enamels, and ivories; and Gothic tapestries.
The Cloisters, located in northern Manhattan overlooking the Hudson River, incorpo-
rates architectural elements of five medieval cloisters. John D. Rockefeller, Jr., provided
the grounds and the building to house the works he had acquired from George Grey
Barnard for the Museum in 1925, as well as works from his own collection. Known
particularly for its Romanesque and Gothic architectural sculpture, the Cloisters
collection also includes illuminated manuscripts, stained glass, metalwork, enamels,
ivories, and paintings. Among its tapestries is the renowned Unicorn series.
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Syrian? (Kaper Koraon), Early Byzantine,
6th century

THE “ANTIOCH CHALICE”

Silver, silver gilt; H. 7% in. (19.1 cm)
The Cloisters Collection, 1950 (50.4)

The plain silver cup that is the core of this
vesselis encased in an elaborate openwork
container of silver gilt. Recent research has
identified the vessel as part of a large horde
of Early Christian liturgical silver, probably
from the village of Kaper Koraon in Syria. It
has been suggested that the vessel was never
a chalice at all but a standing oil lamp. In its
densely inhabited grapevine Christ appears
twice—seated with a scroll and seated by a
lamb above an eagle with outspread wings.
The other seated figures acclaim Christ,
perhaps in reference to “Tam the light.”



Early Byzantine (Constantinople), 628—630
DAVID AND GOLIATH

Silver; Diam. 19%:in. (49.5 cm)
Gift of J. Pierpont Morgan, 1917 (17.190.396)

This silver plate is the largest of a set of nine
illustrating scenes from the life of the
Hebrew king David that was uncovered in
1902 in Cyprus. This episode shows David
slaying the Philistine warrior Goliath: at the

R R
< ioabee Bl < S

| G
Y

- b’fl‘%&m
LA AR SV
LY 2\

:
N 3
: L)

top of the plate David curses Goliath; in the
center Goliath lunges at him; at the bottom
David beheads the fallen giant. Because

the relief decoration makes these plates
unsuitable for practical use, it is likely that
they were intended for ceremonial display.
They were produced during the reign

of the emperor Heraclius, perhaps to
commemorate his victory over the Persian
general Razatis in 627. Each plate is

made of a solid piece of silver, and the
extraordinarily rich imagery is chased by
hand, making these among the most
spectacular works of Byzantine art in
existence.
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Carolingian, early oth century

PLAQUE WITH SEATED SAINT JOHN
THE EVANGELIST

Ivory; 72 X 3%in. (19.1 X 9.2 cm)
The Cloisters Collection, 1977 (1977.421)

After Charlemagne was crowned Holy
Roman Emperor in the year 800, he sought
to reassert the grandeur of the first
Christian emperors, and the arts played an
important part in this renaissance. This
plaque representing Saint John the
Evangelist probably decorated the wing of
a triptych that may have been made in
Charlemagne’s court school. The saint,
accompanied by his symbol, the eagle,
displays the opening text of his gospel: “In
the beginning was the word.” The deep
layering of the drapery and the architectural
setting reflect Classical imagery.

Ly v

Mosan, third quarter of 12th century

PLAQUE SHOWING THE
PENTECOST

Champlevé enamel on copper gilt;
4% X 4%in. (11.4 X 11.4 cm)
The Cloisters Collection, 1965 (65.105)

Artists of the Meuse valley (in modern-day
France and Belgium) were traditionally
renowned for their beautiful works in
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champlevé enamel. This jewel-like plaque is
the crowning piece of a number of Mosan
enamels in the Museum’s collection, part of
an extensive series that once decorated a
large object, perhaps an altarpiece or foot of
a cross. The plaque illustrates the descent of
the Holy Sprit on the disciples of Christ at
the Pentecost. This event became viewed as
the birth of the Christian Church.
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French (Troyes), ca. 1170—80
PANEL WITH CENSING ANGELS

Pot-metal glass; 18% X 17%in.

(47 X 44.1cm)
Gift of Ella Brummer, in memory of her
husband, Ernest Brummer, 1977 (1977.346.1)

The stained glass produced in the city of
Troyes during the late 12th century

represents a major development in the
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transition from the Romanesque to the
Gothic style. This panel, probably from the
church of Saint-Etienne, is from a window
of connected semicircles whose overall
subject was the Dormition of the Virgin. Its
meticulous painting style is unlike that
usually found in stained glass of this period
but bears a resemblance to techniques used
in Mosan enamelwork and manuscript
illuminations from Champagne.

English (Bury Saint Edmunds?), ca. 1150—60
ALTAR CROSS

Walrus ivory with traces of polychromy;
2278 X 14%in.

(57.5 X 36.2cm)

The Cloisters Collection, 1963 (63.12)

This extraordinary ivory cross is assembled
from seven pieces of walrus ivory and is
carved on both sides with more than 100
figures and 60 inscriptions in Latin and
Greek. Its complex imagery centers on the
promise of salvation through Christ’s
sacrifice; this front view shows the cross as
the Tree of Life, with holes still visible
where the hands and feet of the missing
body of Christ were originally attached.
The sophistication of style and theological
imagery suggest that the cross, among the
finest in Romanesque art, was probably
produced at the Abbey of Bury Saint
Edmunds in eastern England, a thriving
monastic center in the r2th century.
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French (Auvergne), 1150—1200
VIRGIN AND CHILD

Oak with polychromy; H. 31in. (78.7 cm)
Gift of J. Pierpont Morgan, 1916 (16.32.194)

This majestic sculpture of the Virgin and
Child enthroned probably served as an
object of devotion on an altar and perhaps
also in processions. The Virgin represents
the Throne of Old Testament Wisdom, and
the figure of Christ, which would originally
have held a scroll or book, imparts the
knowledge of the Word of God as continued
in the New Testament. The abstract hieratic
nature of the piece is effectively reinforced
by the rigid, frontal poses, the stern,
expressionless faces, and the calligraphic
pattern of the crisply chiseled drapery folds.

Spanish (Palencia), 1150-1200
CRUCIFIX

White oak and pine with polychromy,
gilding, and applied stones; H. 102%in.
(260 cm)

The Cloisters Collection, 1935 (35.36ab)

According to tradition, this crucifix hung in
the convent of Santa Clara near Palencia in
northern Spain. The figure of Christ,
crowned as King of Heaven, is made of
white oak; the cross is of pine. It was
probably intended to be hung high above
the altar in front of the choir. Although the
triumphant Christ is indicated by the open
eyes and golden crown, the expression is
one of profound pathos. Its great size, the
strong face, and the preservation of much of
the original polychromy and cross establish
this as one of the most beautiful and
important crucifixes of the Romanesque
period.
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Spanish, late 12th century

LEAF FROM A BEATUS
MANUSCRIPT: CHRIST IN MAJESTY
WITH ANGELS

Tempera, gold, and ink on parchment;

17% X 11%1n. (44.8 X 29.8 cm)

Purchase, The Cloisters Collection, Rogers,
and Harris Brisbane Dick Funds, and Joseph
Pulitzer Bequest, 1991 (1991.232.3 recto)

About 776 a Spanish monk, Beatus of
Liébana, compiled passages from the
Apocalypse with his interpretations cast as
Christian allegories. Beatus manuscripts
were as important in Spain as gospels and
bibles were elsewhere in Europe
throughout the Romanesque period. This
leafand 13 others now in the Metropolitan
came from a manuscript made in the
Benedictine monastery of San Pedro de
Cardefia; the manuscript was broken up in
the 1870s and divided between museums in
Madrid and Gerona. The pictorial style is
notable for vibrant and dramatic color
contrasts with refined linear treatment of
figures and their draperies.

Rhenish (Boppard-on-Rhine), 1440—47
WINDOWS WITH SAINTS

Pot-metal, white glass, silver stain; H. of
entire panel: 148%in. (377.2 cm), W. of each
window: 28%in. (72.7 cm)

The Cloisters Collection, 1937 (37.52.4—6)

These three windows of stained glass from
the Carmelite church of Saint Severinus at
Boppard-on-Rhine are part of an ensemble
of six that were originally installed three
over three to form a single tall window.
After Napoleon invaded the Rhineland and
secularized its monasteries, the stained glass
of the church was removed and dispersed.
The Cloisters panels constitute the only
complete window of the extensive cycle at
Boppard to have survived intact. Saint
Catherine of Alexandria is depicted with the
wheel and sword of her martyrdom in the
panel at the left; Saint Dorothea receives a
basket of roses from the Christ Child in the
center; and at the right Saint Barbara holds
the tower in which she was imprisoned.
These lancets are one of the most brilliant
ensembles of Late Gothic stained glass in
the United States.
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Pol, Jean, and Herman de
Limbourg

French, active ca. 1400—1416

THE BELLES HEURES OF JEAN,
DUKE OF BERRY

Tempera and gold leaf on parchment;
9% X 6%4in. (23.9 X 16.8 cm)

The Cloisters Collection, 1954
(54.1.1.fol. 191 recto)

Jean, duke of Berry, was one of the greatest
art patrons of the Middle Ages, and he
commissioned this exquisite book of hours
from Pol de Limbourg and his brothers,
who worked exclusively for him. The duke
demanded exceptionally high quality, as
seen in the perfect vellum, the unusual and
elaborate decoration, and above all in the
luminous, vibrant paintings. The book has
94 full-page miniatures, and many smaller
ones, including calendar vignettes and
border illuminations. The Limbourgs’ style
is characterized by meticulous detail,
beautiful color, and masterful narration.
This scene shows Saint Paul the Hermit
watching a young Christian tempted by a
lewd woman, an episode that so horrified
Paul he abandoned the world and fled to
the desert.

Southern Netherlandish (Brussels), 1475—1500

THE UNICORN TAPESTRIES:
THE UNICORN IN CAPTIVITY

Wool, silk, metallic threads; 12 X 8 ft. 3in.
(366 X 251.6 cm)

The Cloisters Collection, Gift of John D.
Rockefeller, Jr., 1937 (37.80.6)

This tapestry, showing the unicorn enclosed
in a garden fence under a pomegranate
tree, is the seventh in a series of seven
representing the Hunt of the Unicorn. The
legend of the unicorn, in which it is
captured as it rests its head in the lap of a
virgin, parallels the Passion of Christ, who
surrendered his divine nature and became
human through the Virgin. This scene
shows the resurrected unicorn after the
hunt is over. The mingling of Christian
symbolism, popular legends, and flora and
fauna associated with love and fertility
suggests that the tapestries may have been
designed to celebrate a marriage.
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Robert Campin
South Netherlandish (Tournai), ca. 13781444

TRIPTYCH WITH THE
ANNUNCIATION

Oil on wood; central panel:

25% X 247 1n. (64.1 X 63.2 cm); each wing:
25% X 10%in. (64.5 X 27.3cm)

The Cloisters Collection, 1956 (56.70)

This small triptych dates from about 1425
and is innovative in showing the
Annunciation not in a portico or
ecclesiastical setting but in a middle-class
room of the patron’s own time. In the
center panel the archangel Gabriel
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announces to the Virgin Mary that she will
miraculously conceive Jesus Christ; her
spouse, Joseph, toils in his workshop in the
right panel. The patron and his wife appear
kneeling in the panel at the left. Although
the artist, using the then-new technique of
painting in oil on wooden panels, clearly
delighted in his ability to paint objects of the
real world with an emphasis on their form
and texture, he also exploited their symbolic
implication. The brass basin and the
Madonna lily in the vase, for example,
signify Mary’s purity. The candle is a symbol
of Christ and the candlestick represents the
Virgin who bore him. This altarpiece was

painted at about the same time as The
Crucifixion a<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>