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In "Famous European Artists," Sarah Knowles Bolton intricately weaves an engaging tapestry of biographical sketches that illuminate the lives and works of some of Europe'Äôs most renowned artists. The book'Äôs eloquent prose captures both the historical context and the artistic movements that shaped each figure'Äôs career, from the Renaissance to the modern era. Bolton, through her keen insights, masterfully delineates the complexities of each artist'Äôs personal life while situating their contributions within a broader cultural framework, thus inviting readers to appreciate not just the artworks but the tumultuous journeys that inspired their creation. Sarah Knowles Bolton was a prolific author and lecturer, particularly noted for her exploration of art and biography. Her extensive engagement with both scholarly works and the burgeoning art scene of her time granted her a unique perspective on the interplay between an artist's life and their legacy. Bolton's dedication to uncovering the human stories behind artistic genius offers profound context to the enduring significance of these notable figures in European art history. This book is a must-read for art enthusiasts, students, and anyone intrigued by the lives behind the masterpieces. Bolton's insightful narratives serve both to educate and enchant, making "Famous European Artists" an invaluable addition to any library dedicated to understanding the rich tapestry of European art.
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In "Sir Joshua Reynolds' Discourses," the esteemed art critic and painter Joshua Sir Reynolds articulates his profound understanding of painting, skillfully weaving theoretical insights with practical advice derived from his extensive experience. Comprising a series of lectures delivered to the Royal Academy, these discourses delve into the artistic principles of portraiture, the role of imagination, and the importance of historical reference. Reynolds employs an eloquent yet accessible literary style, characterized by didactic clarity and a persuasive tone, which situates the work firmly within the 18th-century Enlightenment context, fostering a dialogue around aesthetics and creativity that still resonates today. Reynolds, a pivotal figure in British art and the first president of the Royal Academy, drew deeply from classical traditions and contemporary practices, blending them with his unique vision. His background as a portrait painter allowed him to perceive the nuances of representation and the psychological undercurrents of his subjects. Driven by a desire to elevate British art to the levels of its European counterparts, Reynolds sought to provide foundational insights to aspiring artists, reflecting his commitment to education and artistic development. "Sir Joshua Reynolds' Discourses" stands as a crucial reference for anyone excited by the evolution of art theory, as well as students of painting and art history. This work invites readers to engage with Reynolds' aesthetic philosophy, offering timeless lessons that transcend centuries, making it indispensable for both scholars and practitioners aiming to deepen their artistic comprehension.
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In "Dutch Art in the Nineteenth Century," Gerharda Hermina Marius offers a comprehensive exploration of the evolution of Dutch artistic expression during a transformative era. Employing a meticulous blend of historical context and stylistic analysis, the book delves into the works of prominent figures such as Vincent van Gogh, Piet Mondrian, and Jan Toorop, highlighting their contributions to the national identity and global art landscape. Marius's keen eye for detail and her ability to interweave artistic movements, such as Romanticism and Impressionism, with socio-political developments create a rich tapestry that illuminates the intricate relationship between art and society in the Netherlands during this period. Gerharda Hermina Marius is an esteemed art historian whose academic background and personal experiences have profoundly influenced her research interests. With a Ph.D. in art history and extensive travels throughout the Netherlands, she has cultivated a deep appreciation for Dutch culture and its artistic heritage. Marius draws upon her expertise to present a well-rounded and insightful narrative about the challenges and triumphs faced by artists against the backdrop of a rapidly modernizing society. This book is an essential read for anyone interested in the intersection of art, culture, and history. It appeals not only to scholars and students but also to general readers who seek to enrich their understanding of the pivotal shifts in Dutch art during the nineteenth century. Marius's engaging prose and detailed research will undoubtedly pique the interest of both art enthusiasts and historians alike.
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In "The Arts in the Middle Ages and at the Period of the Renaissance," P. L. Jacob offers a comprehensive exploration of artistic evolution from the medieval era through the Renaissance, delving into the intricate relationship between culture, spirituality, and creativity. The book's analytical narrative style is marked by a scholarly examination of artistic movements, emphasizing various art forms, including painting, sculpture, and architecture. Jacob situates these developments within the broader socio-political contexts of the times, revealing how art served as both a reflection of and a catalyst for societal change. The blending of descriptive and analytical prose invites readers into a nuanced understanding of how art shaped and was shaped by the historical periods in question. P. L. Jacob, a noted art historian and scholar, draws upon a wealth of knowledge from his extensive studies in art history and cultural anthropology. His academic background, combined with a lifelong passion for the visual arts, has provided him with a unique lens through which to view the complexities of medieval and Renaissance artistry. Jacob'Äôs research not only highlights key artistic figures and movements but also reflects on the broader implications of art as a vehicle for human expression and connection across generations. This book is an essential read for students, scholars, and enthusiasts of art history alike. Jacob's meticulous research and thought-provoking insights encourage readers to consider the transformative power of art across time. Whether you are looking to deepen your understanding of artistic heritage or seeking inspiration from the past, "The Arts in the Middle Ages and at the Period of the Renaissance" offers an enriching journey through two of the most pivotal eras in Western art.

Buy now and read (Advertising)




[image: The cover of the recommended book]


Religion and Art in Ancient Greece



Gardner, Ernest Arthur

4057664641724

199

Buy now and read (Advertising)

In "Religion and Art in Ancient Greece," Ernest Arthur Gardner deftly explores the intricate relationship between spirituality and artistic expression in ancient Hellenic culture. Through a meticulous examination of sculptures, pottery, and architectural masterpieces, Gardner elucidates how religious beliefs and practices were intricately woven into the fabric of Greek art. His scholarly approach, characterized by clear prose and a comprehensive understanding of classical themes, forms a bridge connecting the visual arts with the philosophical and theological ideas of the time, offering a nuanced view of how art served not only aesthetic purposes but also acted as a medium to convey religious narratives and communal values. Gardner, a distinguished archaeologist and art historian, dedicated much of his work to the study of ancient civilizations, which profoundly influenced his insights in this volume. His extensive fieldwork in Greece and his scholarly pursuits allowed him to immerse himself in the cultural contexts that birthed these artistic expressions, making him uniquely positioned to analyze such a vital intersection of religion and art. His background speaks to a deep engagement with both the material and spiritual aspects of ancient Greek life, which reverberates throughout this work. "Religion and Art in Ancient Greece" is an essential read for students and enthusiasts alike, inviting them to reflect on a civilization that has shaped Western culture. With Gardner'Äôs depth of knowledge and engaging storytelling, readers will gain a richer understanding of how ancient Greeks viewed the divine through the lens of their artistic achievements, making it a vital addition to the library of anyone interested in classical studies, art history, or the interplay between religion and cultural expression.
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Fig. I.—The Pyramids of Gizeh.
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IT is a curious chance that the most ancient monuments of human civilization should stand upon a land which is one of the youngest geological formations of our earth. The scene of that artistic activity made known to us by the oldest architectural remains of Africa and of the world was not Upper Egypt, where steep primeval cliffs narrow the valley of the Nile, but the alluvion of the river’s delta. It would be difficult to decide whether the impulse of monumental creativeness were here first felt, or whether the mere fact of the preservation of these Egyptian works, secured by the indestructibility of their construction as well as by the unchangeableness of Egyptian art, be sufficient to explain this priority to other nations of antiquity—notably to Mesopotamia. Although no ruins have been found in Chaldæa of earlier date than the twenty-third century B.C., it is not at all impossible that remains of greater antiquity may yet come to light in a country which is by no means thoroughly explored. Nor should we deem the oldest structures now preserved to be necessarily those first erected. The perishable materials of the buildings which stood in the plains of the Euphrates and Tigris, generally sun-dried bricks with asphalt cement, were not calculated to insure long duration, or to prevent their overthrow and obliteration by the continual changes in the course of these rivers, through the silting and swamping of their valleys. Yet, though tradition would incline us to assume that Chaldæan civilization and art were the more ancient, the oldest monuments known exist upon the banks of the Nile.

The changeless blue of the Egyptian sky, the strictly regular return of all the natural phenomena connected with the Nile, that wonderful stream of the land’s life, are entirely in accord with the fixedness of Egyptian civilization in all its branches. Though the high state of advance which we first find in Egyptian art, three thousand years before the Christian era, must necessarily have been preceded by less perfected degrees, it is wholly impossible to perceive such stages of development in any of the monuments known. After Egypt had attained a certain height of civilization, its history, during the thousands of years known to us, shows none of those phases of advance or decline, of development in short, to be observed in Europe during every century, if not during every decade.

The Egyptian completed buildings and statues begun by his remote ancestors without the slightest striving for individual peculiarity. He commenced new works in the same spirit, leaving them for similar execution by his great-grandchildren. Numberless generations thus dragged on without bequeathing a trace of any peculiar character and ability. It is only by the cartouches of the kings in the hieroglyphic inscriptions that it is possible to separate the dynasties, and to group into periods of a thousand years or more, works of art which seem from their style to belong to one and the same age. What gigantic revolutions have affected the civilization of Europe during the fourteen centuries elapsed since the overthrow of the Roman Empire, and how slight are the appreciable changes during the nearly equal number of years of the ancient dynasties of Memphis—the period of the pyramids, or again of the Theban kingdom—from the seventeenth dynasty to the rule of the Ptolemies!

The true age of the monuments of Lower Egypt has not long been known. When Napoleon I. fired the spirits of his troops before the Battle of the Pyramids by the well-known words “Forty centuries look down upon you from the heights of these pyramids,” he must have been aware that, according to the conceptions of the archæological science of the time, he was exaggerating. In fact, however, he was far behind the truth. The pyramids of Abousere, possibly also those of Dashour, are of the third dynasty (3338 to 3124 B.C., according to Lepsius), those of Gizeh of the fourth dynasty of Manetho (3124 to 2840 B.C.). These are structures which have stood for five thousand years. The pyramids of Cochome, referred to as the first dynasty of Manetho, are still older, dating from a time nearly coincident, according to Biblical authority, with the creation of the world itself (3761 B.C.).

It is true we are still so far from chronological certainty that dates often differ astonishingly. Osburn, for instance, places the fourth and fifth dynasties as late as the period between 2228 and 2108 B.C., and notably the two kings of the fourth dynasty, Shofo and Nu-Shofo, about 2170 B.C. The first twelve dynasties of Memphis, dated by Lepsius about 3892 to 2167, and by Osburn as late as 1959 B.C., are now known principally by their monumental tombs. Among these, the sepulchres of the kings are prominent in like manner as the ruler in an absolute and theocratic monarchy is elevated above his subjects.

The enslaved people labored upon the monuments of their masters, often during the entire lifetime of these latter. It may be seen from contemporary wall-paintings that the discipline maintained during the work of construction was not lacking in strictness, but it was certainly not that excessive oppression generally imagined. A body of over one hundred thousand workmen sorely oppressed might, even in Egypt, have been difficult to manage by a hated despot. It was principally during the annual inundations of the Nile that the kings employed and fed the poorer classes, at that time, perhaps, unable otherwise to subsist. During other seasons the rulers could not have taken the tillers of the soil from fields and flocks without great injury to their own interests. It is no mark of a selfish despotism, which builds without reference to the welfare of land and subjects, that the kings removed their enormous sepulchral piles from the vicinity of their residences—from the valuable alluvion of the Nile to the barren edge of the desert. They thus, as Plato recommends, occupied no place with dwellings of the dead where it would be possible for the living to find nourishment. The fertile ground of the valley was not encumbered by the colossal pyramids, which were so numerous in ancient Egypt that Lepsius found the remains of sixty-seven in the forty-eight kilometers alone between Cairo and the Fayoum, on the western bank of the river. Supposing only five score such pyramids, with an average area of one hundred ares each, two elevenths of that of the great pyramid of Gizeh, to have stood in the narrow valley of the Nile, what an enormous loss in the grain production of that most fertile but limited land would so great a reduction of arable surface have caused during the past five thousand years!

The fundamental motive of the pyramid is the funeral mound. A small upheaval above the natural level of the ground results of itself from the earth displaced by the bulk of the buried body. Our present practice of interment clearly illustrates this. Increased dimensions elevate the mound to an independent monument. Many nations, some of a high degree of civilization, have contented themselves with such imposing hills of earth over the grave—tumuli, which, from the manner of their construction, assumed a conical form. Others placed the mound upon a low cylinder, thus better marking its distinction from accidental natural elevations. The Egyptians and the Mesopotamians rejected the cone entirely, and formed, with plane surfaces upon a square plan, the highly monumental pyramid. Peculiar to the former people are the inclined sides which give to the pyramid its absolute geometrical form, as opposed to the terraced structures of Chaldæa. The sand of the desert ebbed and flowed fifty centuries ago as constantly as in our time, when the sphinx, after being uncovered to its base, has been quickly hidden again to the neck. Rulers, unwilling that their gigantic tombs should be thus submerged, were obliged to secure to them great height, with inclined and unbroken sides, upon which the sand could not lodge.

The typical pyramid of Gizeh, near Cairo—the monument of Cheops (Shofo, Suphis), the first or second king of the fourth dynasty—rises above the broad necropolis of Memphis, by far the largest and one of the most marvellous works of mankind. (Fig. 1.) With a ground-line mean of 232.56 m., the great pyramid attained an altitude of 148.21 m., of which the entire apex is now overthrown, leaving a height of about 138 m.[A] The original intention of the builders was doubtless an absolutely square plan. The greatest difference in the length of the ground-lines of the base is 0.45 m. The angle of the upward inclination of the sides has been found, by measurements at various points, to average 51° 51´ 43´´. The entire pyramid is solidly built of massive blocks, pierced by a few narrow passages which lead to small chambers. (Fig. 2.) Like most of these monuments, the entrance is situated somewhat above the ground; it opens to a passage which descends with a gentle inclination. The shaft is covered with stones leaning against each other, so as to present the great resistance of a gable to the superimposed mass. In passing out of the masonry it is continued into the natural rock under the same angle, 26° 27´. Near the point of separation it meets with another passage, which ascends with an inclination of 26° 6´ to the centre of the structure, sending off a nearly horizontal branch at half-way. All three shafts lead to grave-chambers, the highest being the most important. As the ascent continues above the horizontal branch, its importance is emphasized by the passage being increased from 1.2 or 1.5 m. high to a corridor 8.5 m. in height, roofed by gradually projecting blocks, and having upon its floor a slide to facilitate the transport of the sarcophagus. Thereupon follows a horizontal vestibule, closed most securely by four blocks of granite which fell like portcullises. Only three of these had been let down; the fourth remained in its original position, the lower grooves never having been cut to allow its descent. The upper chamber, of polished granite, but otherwise not ornamented, is 10.48 m. long, 5.24 m. broad, and 5.84 m. high.[B] It is ceiled horizontally with nine colossal lintels of granite, a detail which seemed at first surprising, as other voids of far less width were more firmly covered, either by projecting and gradually approaching stones, as in the ascending corridor; or with blocks leaned together so as to form a gable, as in the other passages, and in the middle chamber, called that of the Queen. Yet it was for the security of this upper chamber that the greatest care proved to have been taken. The weight of the half-height of the pyramid remaining above it was by no means allowed to rest upon its horizontal lintels. There are above them five low relieving spaces separated by four stone ceilings similar to the first; mighty blocks are inclined over all these to a gable triangle. In case of rupture the horizontal beams would of themselves have formed new triangles and prevented direct downward pressure. Cheops certainly did not need to fear the ceiling of his chamber falling in upon him. Ventilation was provided for the room by two narrow air-channels, which, inclining upwards, took the shortest course to the outside.
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Fig. 2.—The Great Pyramid of Gizeh. Section North and South, looking West.

The perfectly geometrical form of the pyramids of Gizeh has from early times led to speculations upon their having been erected in conformity with mathematical or astronomical calculations; and endless attempts have been made to discover the fixed proportions which they are supposed to embody, and to determine their symbolical or metrical significance. Too much is often assumed upon the strength of accidental coincidences, generally only approximate; but if such proportions indeed existed, whatever may have been their intention, they are evidently beyond the true province of art.

The second great pyramid, built by the successor of Cheops, Chephren (Sophris), seems not to have been so regular in its interior arrangement. The third, that of Chephren’s successor, Mykerinos (Menkera), is of the most beautiful execution. The unevenness of the ground was so considerable that a substructure of masonry was here necessary. The entire kernel is of rectangular courses of stone, and, with the exception of the exterior casing, is built in the form of steps. This manner of construction was employed in most of the pyramids, but is here particularly noticeable. The casing of granite, highly polished, is still partly intact; the joints of its stones are scarcely perceptible, and are not wider than the thickness of a sheet of paper.

The mechanical excellence of all these pyramids is indeed wonderful; they remain as a marvellous proof of the constructive ability of man in ages far anterior to known periods of the world’s history. Nor are they mere piles of masonry which could have been erected by an enslaved people without the guidance of skilled and thoughtful designers. The arrangement of the passages, of the chambers and their portcullises, of the quarried stone and polished revetment, was admirably adapted to the required ends.

In the third pyramid two corridors have been found, one above the other. The upper, opening within from the first chamber, at some height above the floor, does not reach the exterior surface, but ends suddenly against the unpierced outside casings. This peculiarity is explained by, and in turn gives weight to, the statement that this pyramid, as originally built by Mykerinos, was considerably smaller than it is at present, measuring, according to the end of the unfinished upper corridor, 54.86 m. on the side of the plan, and 42.20 m. in vertical height. Nitocris, the last queen of the sixth dynasty, prepared the pyramid to serve also as her own monument by adding courses of stone which increased these dimensions to 117.29 and 66.75 m. respectively. But as the original entrance, by the prolongation of its inclined line outward, would thereby have opened much too high above the ground, a new corridor beneath the first was rendered necessary. The second chamber, which probably once contained the sarcophagus of the queen, was found entirely plundered. The third and lowest, better protected, had been opened; but in it there still remained in position a magnificent coffer of basalt. The exterior of this sarcophagus was sculptured with lattice-work in imitation of a palace-like structure with portals. Fragments of the wooden coffin, with carved hieroglyphics, once within it, and of the mummy itself, were flung about the room. The sarcophagus, of the greatest value as illustrating the architectural forms of its time, sank in the Mediterranean with the ship which was carrying it away to England. The mummy and the lid of the coffin are in the British Museum. Hieroglyphics upon the latter designate the venerable remains as those of King Menkera, the same Mykerinos whom Herodotos, following traditions of the Egyptian priests, mentions as one of the best rulers of the land. The stone ceiling of the Mykerinos chamber was at first thought to be vaulted, it having the form of a low pointed arch. This peculiarity proved, however, to be due to a hollowing-out of the inclined gable blocks.
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Fig. 3.—Section of the Great Pyramid of Saccara.
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Fig. 4.—The Pyramid of Meydoun.

Princes and princesses of these early dynasties appear to have been buried in smaller pyramids, like those which stand in groups of three near the first and third great pyramids of Gizeh. Prominent subjects were allowed to take a place in the royal necropolis; but their pyramids were always truncated, in form resembling the Egyptian footstool—the pyramidal point remained the peculiar privilege of the kings. It appears to have been customary to commence all these structures with a few large terraces of masonry, which were not fully developed into the perfectly pyramidal structure until the last stones, the revetments, were put in place. These terraces generally had vertical sides. Occasionally this construction was varied by being formed with sloping sides, which repeated the obtuse ascending angle of the footstool, so that the separate steps, elsewhere with a vertical rise, were here somewhat inclined. It is not certain whether the absolute pyramidal form was always intended to be carried out upon the completion of these latter monuments. The examples of the inclined terraces which have been preserved rather seem to show that various attempts were made to develop architecturally upon the exterior the peculiarity of its inner construction. The arrangement and line of the kernel were more or less strictly adhered to, so that the last course of facing-stones showed the original angle of the interior masonry. The increasing of the terraces by successive courses—coats, as it were—seems to have been generally continued as long as the reign of a Pharaoh would permit. The layers, when inclined, were most numerous at the foot of the pyramid, decreasing in number as they ascend, that the mass might not take the proportions of a tower. This manner of building is displayed by the section of the first pyramid of Saccara (Fig. 3.), which, if the courses had been continued in equal number, would have reached a height of at least one hundred and fifty meters, instead of the 57.91 m. effected by its terrace-like contractions. The pyramid of Meydoun shows that this contraction did not necessarily take place in regular and equal steps. (Fig. 4.) There the layers were added, without decreasing in number, to a considerable height, when the structure was quickly completed by broad and low terraces. Similar to this must have been those pyramids which ended in a platform and served as the mighty pedestals of colossal figures, described by Herodotos as existing in Lake Moeris. A remarkable variation from these forms is finally to be noticed in the stone pyramid of Dashour. (Fig. 5.) Rising at first with steep inclination, 54° 14´, it changes its slant at half-height to reach, with a smaller angle, 42° 59´, a more rapid conclusion. This artistically unfortunate form seems to have been owing to a change of plan during the execution of the work; it was doubtless originally designed to have been finished like the pyramid of Meydoun. It is hardly necessary to seek the origin of the double angle in the analogous obtuse termination of Egyptian obelisks. This pyramid of Dashour is further remarkable on account of its magnificent revetment of polished Mocattam limestone, which is almost entirely preserved.

There is as great a difference in the material as in the form of the pyramids. As early as the third dynasty King Asychis (Asuchra) built a pyramid of what Herodotos terms Nile mud; that is to say, of sun-dried bricks. It is not improbable that the great pyramid of Dashour may be identified with this. Besides this peculiarity of material, it is of unusual construction, not having been immediately built upon the natural ground, but standing on a thick layer of sand, which, enclosed by retaining-walls, forms an excellent foundation.
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Fig. 5.—Southern Stone Pyramid of Dashour.

One of the group of pyramids at Abousere is built of rubble-stones, quarried from the high plateau of the desert itself, and roughly cemented with Nile mud. The builder of this irregular masonry held it the more necessary to insure the ceiling of his grave-chamber with the greatest care, and three gables of stones, 10.90 m. long and 3.66 m. thick, provide a resistance as sufficient against the imposed mass as does the sixfold roofing of the King’s Chamber at Gizeh. (Fig. 6.) The exterior layers were carefully constructed of blocks from the quarries of Tourah. Immense dikes, forerunners of our modern causeways, led from these quarries to the buildings at Abousere. Although intended only for the conveyance of materials, they were yet so firmly built that they exist at the present time. Egyptian wall-paintings show in the clearest manner the transportation of colossal monolithic statues along these ways upon sledges, either moved upon rollers or dragged over an oiled slide, as in Fig. 7. The pyramid of Illahoun, like the northern pyramid of Dashour and others, is built of brick; its masonry was additionally strengthened by walls of stone, the thickest being upon the diagonals of the plan. The pyramid of Meydoun is built of alternate horizontal courses of variously quarried stone. The following are the most important pyramids still standing, with their dimensions in meters:




	 
	Name of Pyramid.
	Original

Height.
	Present

Height.
	Side of Plan.
	Angle of Ascent.



	1.
	Great pyramid of Gizeh
	148.21
	137.34
	232.56
	51° 52´



	2.
	Second pyramid of Gizeh
	139.39
	136.37
	215.09
	52° 21´



	3.
	Northern stone pyramid of Dashour
	104.39
	99.49
	219.28
	43° 36´



	4.
	Southern stone pyramid of Dashour
	103.29
	97.28
	187.93
	{above 54° 14´

{below 42° 59'



	5.
	Pyramid of Illahoun
	—
	39.62
	now, 170.69
	—



	6.
	Pyramid of Meydoun
	—
	68.40
	now, 161.54
	74° 10´



	7.
	Northern Pyramid of Lisht
	—
	20.85
	now, 137.16
	—



	8.
	Pyramid of Hovara
	—
	32.31
	116.92
	—



	9.
	Northern pyramid of Lisht
	—
	27.31
	now, 109.73
	—



	10.
	Southern brick pyramid of Dashour
	81.46
	47.55
	104.39
	57° 20´



	11.
	Great pyramid of Abousere
	69.39
	49.99
	109.60
	51° 42´



	12.
	Third pyramid of Gizeh
	66.83
	61.87
	77.04
	51° 10´



	13.
	Northern brick pyramid of Dashour
	65.25
	27.43
	104.34
	51° 20´



	14.
	Great pyramid of Saccara
	61.06
	57.91
	E. × W. 120.02

N. × S. 107.01
	73° 30´



	15.
	Pyramid of Abou-Roash
	—
	—
	104.39
	—





The Nubian pyramids on Mount Barkal and in Meroe, far more numerous than those of Lower Egypt, have lost much of their interest since investigations have shown that the civilization of Egypt and the prototypes of monumental art did not descend from Nubia, as was at first supposed, but arose in the delta and advanced up the stream. Inscriptions prove these pyramids to be some three thousand years younger than those of Memphis, dating them at as recent an epoch as the beginning of the Christian era. They are generally grouped in an extended necropolis, and differ from those of the ancient kingdom by a steeper angle of elevation, by a roundel-moulding upon the angles, and, above all, by much smaller dimensions.

Though the truncated pyramidal form, as has been seen in a number of tombs at Gizeh, was not excluded from the funeral architecture of Egyptian subjects, it was never general. Rock-cut tombs were much more customary. The upright cliffs which border the banks of the Nile led naturally to such a formation, and in their sides are excavated caverns of very different dimensions, from the prevalent small, square chambers, with a narrow entrance high above the level of the valley, to the most extended series of rooms.
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Fig. 6.—Section of the Middle Pyramid of Abousere.

These tombs were commonly decorated by mural paintings alone, but occasionally by carved architectural details, which always represent a wooden sheathing of slats or lattice-work. The larger chambers, even of the most primitive period, have the roof supported by square piers.

It is from these piers that the Egyptian columns seem to have originated, dividing from the outset into two classes and developing in different directions.

One class of columns arose from chamfering the corners of the square pier, this support being thus transformed into an eight-sided, and, when the proceeding was repeated, to a sixteen-sided, shaft. The first phase of change, with its octagonal plan, was simple and advantageous—a predominance of vertical line was secured to the support, as well as greater room and ease of passage to the chamber. The second, the sixteen-sided figure, offered but few new advantages; on the contrary, the play of light and shade between the sixteen sides and angles was lost in proportion as the edges became more obtuse and less visible. As the sleek rotundity of an absolutely cylindrical shaft was not desirable, the blunt angles of the sixteen-sided prism, of rather coarse stone, were emphasized to avoid the disagreeable uncertainty which is felt when the plan is undecided between a polygon and a circle. This was effected by channelling the sides, making the arris more prominent and giving a more lively variation of vertical light and shade. The pier thus maintained, in some degree, its prismatic character while approaching the cylinder, and the channelled column arose.
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Fig. 7.—Transport of a Colossus. Egyptian Wall-painting.
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Fig. 8.—Section and Plan of the Northernmost Rock-cut Tomb at Beni-hassan.

Rock-cut tombs of the twelfth dynasty (2380–2167 B.C., according to Lepsius) situated at Beni-hassan, and part of the necropolis of the ancient Nus, a city early destroyed, show the polygonal pier in the two phases of eight and sixteen sided plan. The most northern of these has the octagonal unchannelled pier in the vestibule, and the sixteen-sided channelled column within. Only fifteen channels are executed on the latter, the sixteenth side being left plane for the reception of a painted row of hieroglyphics. Both exterior and interior shafts have a base like a large flat millstone, which projects far beyond the lower diameter of the column, its edge being bevelled inward. A square abacus plinth is the only medium between shaft and ceiling, the two columns of the vestibule lacking even this. A full entablature did not exist in the interior, as a representative of the outer edge of roof and ceiling there would naturally have been out of place. The northernmost tomb has no distinct entablature carved upon the exterior; but its neighbor (Fig. 9.) shows, cut from the solid rock, a massive horizontal epistyle above the columns, and upon this the projecting edge of the ceiling, which appears to consist of squarely hewn joists. Lattice-work was found represented upon the stone sarcophagus of Mykerinos. Here the model of a wooden ceiling is truthfully imitated upon the rock. As, in the flat coverings of rainless Egypt, roof and ceiling appear one and the same, this entablature has but two members—epistyle and cornice; while the frieze, in Greek architecture the representative of a horizontal ceiling beneath the inclined roof, does not here exist.

This order of architecture, called, because of the similarity of the shaft, the Proto-Doric, was predominant in the ancient kingdom. But at least as early as the twelfth dynasty another class of columns was in use which had been developed in an entirely different manner. The Proto-Doric columns originated from the mathematical duplication of the prismatic sides and angles of the square pier; these second made the same pier their model, but followed its painted ornament, not its architectural form. The primitive designer enriched his work with flowers, striving to preserve the quickly fading natural decoration by an imperishable imitation. Many of the bands of ornament customary in antiquity may be considered as rows or wreaths of leaves and flowers, although often they do not betray their derivation at first sight, because of the original imperfect representation of nature, the subsequent strict conventionalization, and final degeneracy into formalism.
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Fig. 9.—Second Rock-cut Tomb at Beni-hassan.


In Egypt, ornamental adaptations of the lotos-flowers of the Nile appear at first in long, frieze-like rows, the blossoms being bound together by the stems in much the same arrangement as similar decorations in Assyria, or the better conventionalized anthemion friezes in Greece. When this horizontal ornament was transferred to the narrow vertical sides of a pier, it was necessary to place the flowers closely together, to lengthen the curled stems and bind them; in short, to form of the wreaths, which had answered for the narrow band, a bouquet better corresponding to the tall, upright space to be filled.

Such a bunch of long-stemmed lotos-buds is shown upon the pillars of the tombs near Sauiet-el-Meytin (Fig. 10.), which, certainly of the ancient kingdom, were probably of the sixth dynasty. This bouquet may have been as customary an ornament for the pier as the garlands of lotos-flowers were for the frieze.

The history of architectural decoration shows that the stone-cutter’s chisel everywhere followed in the footsteps of color. The four sides of the pier bore the same painted flowers; if these were to be sculptured, nothing could be more natural than to carry them from four-sided relief into the full round, where they offered the same face to all points of view, and transformed the painted pier into a column formed like a bunch of lotos-blossoms. This development must have taken place early in the ancient kingdom, for we find the floral column in the same tombs of the twelfth dynasty at Beni-hassan which show the so-called Proto-Doric shaft in its various phases. Form and color so work together in the floral column as to leave no doubt of the fundamental idea having been the bunch of lotos-buds painted upon the sides of the pier. Four stems of rounded profile are engaged, rising from a flat base similar to that of the polygonal column. They are tied together under the buds by fivefold ribbons of different colors. Above these the lotos-flowers spread from the stems, showing between their green leaves the opening buds in narrow slits of white. The flowers of the painted bouquet (Fig. 10.) are spread apart; but in the sculptured column they are necessarily united, forming the capital. Even the little blossoms with short stems, represented upon the painting of Sauiet-el-Meytin, are not neglected, although the calyx itself has become much smaller, owing to technical reasons of the execution.




[image: Fig. 10.—Pier Decoration from the Tombs of Sauiet-el-Meytin.]

Fig. 10.—Pier Decoration

from the Tombs of Sauiet-el-Meytin.


Beni-hassan proves that the two orders, the channelled polygonal shaft and the lotos-column (Fig. 11.), had been developed as early as the twelfth dynasty; but as columnar architecture was not general in the ancient kingdom, the examples preserved are isolated. The little temple of that age discovered by Mariette Bey near the great sphinx of Gizeh shows no trace of columns, their place being supplied by monolithic piers. The period between the twenty-second and the sixteenth century B.C., during which the Nile-land was occupied by the nomadic Hycsos, the shepherd kings, enemies to all civilization, was not favorable to the further application and development of architectural genius. The columns do not again appear until the advent of the new Theban kingdom with the eighteenth dynasty (1591 B.C., according to Lepsius), when they were extensively employed, especially in temples. It was then that the typical forms of the orders were determined. The Proto-Doric, the channelled polygonal column of the tombs at Beni-hassan, fell into disuse. Its simplicity suited neither the desire for richness of form, peculiar to the later Egyptians, nor the delight in polychromatic ornament, which found only one unchannelled strip at its disposal.




[image: Fig. 11.—Lotos-column of Beni-hassan.]

Fig. 11.—Lotos-column

of Beni-hassan.


The polygonal shaft received, in certain measure, a new lease of life by the invention of a necessary part, a capital in place of the meagre abacus plinth which had formerly been the insufficient medium of transition between the upright support and the horizontal entablature. The vegetable prototype was deserted, and a female head, or rather a fourfold mask about a cubical kernel, crowned the shaft, being surmounted by an ornament somewhat resembling a chapel. The column thereby became similar to a Hermes, or to a caryatid figure of Janus Quadrifrons, as it were. (Fig. 12.) But the representation of the deity Athor had only a limited application, and seems to have prevented the column from being generally employed.

A far wider field was opened to the floral column, which in its architectural and ornamental development was removed further and further from its original model. The changes were brought about in two ways, the most direct alterations being effected by the sculptor. The four buds and stems of the lotos-columns of Beni-hassan were increased to eight; the latter changed their round cylinders to angular prisms, thus giving up much of the vegetable character. The former straight and stiff shaft, rising directly from the base, was curved near the bottom by a short swelling, which suddenly increased the diameter. This entasis was surrounded by a row of leaves, again characterizing the ascending bundle as stems. Leaves were also added at the foot of the buds, these being out of place and impairing the consequential development expressed in the column of Beni-hassan, though corresponding well enough with the treatment adopted for the similar enlargement at the foot of the shaft. The four little flowers, which were tied in by the bands of the Beni-hassan column, naturally became eight in number with the duplication of the stems and blossoms. They were before much diminished in size, but here became an entirely unorganic, rectangular ornament. The binding ribbons of the neck retained their original variegated colors; but the painting of the capital itself put aside every likeness to the natural colors of the flower. (Fig. 13 a.)




[image: Fig. 12.—Column from Sedinga.]

Fig. 12.—Column from

Sedinga.


An entirely picturesque transformation also affected the lotos-column, and led to the second phase of its development. The stone shaft was cut cylindrically, the memberings being omitted and all reminiscences of stem and bud being abandoned. The wreaths of leaves remained at the lower end of the shaft and of the capital, as did also the binding ribbons with the little flowers, which were still more broadened and distorted. The rest of the column gave space for painted, or rather coilanaglyphic, representations of devotional acts, for the cartouches of the kings and for hieroglyphic inscriptions (Fig. 13 b.) The capital, which had before consisted of four and of eight buds, became consolidated to a single one; the binding ribbon of the neck was retained without a function. It was the more natural to open the single bud to the calyx of a flower, a graceful and satisfactory solution of the problem which retained its sway henceforth in Egypt much as the Corinthian capital, so nearly related in form to this Egyptian calyx, predominated over other Roman varieties. The shaft and the ribbons remained, as in the painted column of the Memnonium. (Fig. 13 b.) So also did the row of leaves at the base of the capital; the little flowers were entirely omitted, and the upper part of the calyx was thickly covered with royal seals painted between upright ornaments, so small that their line does not affect the composition of the whole. (Fig. 14.) A discord resulted from the retention of the abacus plinth of the former bud capital in its original proportions, a defect which in some degree defeated the æsthetic advantages of the boldly projecting calyx as a medium between the vertical support and the horizontal mass above it.




[image: Fig. 13.—Lotos-columns from Thebes. a. Sculptured Column from the Great Temple at Carnac. b. Painted Column from the Memnonium of Ramses II.]

Fig. 13.—Lotos-columns from Thebes. a. Sculptured Column from the Great Temple at Carnac. | b. Painted Column from the Memnonium of Ramses II.


The calyx capital attained no typical and established form in Egyptian architecture, even as the Corinthian capital received no formal development in the Hellenic art which originated it. The decoration of the calyx continued to offer a wide field for the inventive talent of the Egyptian architect, which was here employed with most fortunate results. The ruined buildings, especially of later periods, show hundreds of different capitals, from the simplest upright forms of the papyrus to elaborately turned and rolled leaves; these floral ornaments being almost always composed and conventionalized with admirable taste.

A decided advance was made by separating the upper edge of the calyx, with notches, into four large petals, although the decoration did not have sufficient influence to affect the column as a whole. The most satisfactory among the varieties of the floral column, and that most thoroughly carried out, was certainly the palm; the capital of which was characterized as a crown of leaves, and the shaft, by an imitation of the bark, as a palm-stem. The tall leaves rendered a greater height of the palm capital necessary; thus increased, it most closely approached the Corinthian in beauty of outline. The division of the great calyx into eight lobes was another result of this decoration. As the palm capital was frequently placed among others, especially by the Egyptians of later periods, it naturally had the effect upon the varieties to be brought into harmony with it of lowering the necking of their shafts in the same measure as had been necessary for itself. (Fig. 15.)

The slender proportions prevalent during the time of the Ptolemies caused the abacus plinth upon the calyx to be heightened to a cube, and even increased to twice the height of the capital itself, in which case it was ornamented by the heads of Athor and Typhon, or by the entire dwarfed figure of the latter. In rare cases, piers take the place of columns in the temple courts, and are masked by statues of Osiris or of Typhon. (Fig. 16.) These figures have of themselves no constructive function as supports, and are not to be classed with the caryatides and telamones of Greece.




[image: Fig. 14.—Calyx Capital from Carnac.]

Fig. 14.—Calyx Capital from Carnac.


The great variety of form in the column and capital is not shared by the entablature. This consists, as seen at the tombs of Beni-hassan, of two members. The lower stretches from pier to pier, or from column to column, as a connecting epistyle. The upper, representing the horizontal ceiling, reposes thereupon, and is crowned by the universal cornice-moulding—a boldly projecting Egyptian scotia. Between these two members there is a continuous roundlet, often characterized, by its ornament of an encircling ribbon, as a bundle of reeds. The cornice is sometimes marked by rows of reed-leaves bent forward at the top, the epistyle covered with hieroglyphics. In later times, the decoration of the entablature became more florid, repetitions of the uræos serpent appearing as a cornice ornament.
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