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Introduction




    From the beginning, sculpture seems to have held a role beyond that of aesthetics. Indeed, the first statues found give the impression of deliberate crudeness and were probably used during mysterious mystical rituals. Prehistoric or primitive peoples, therefore, leave behind them only small quantities of relics, since the statues were most often made of clay, wood or bone, these silent witnesses of their unrecognised civilisations. Zoomorphic representations develop hand-in-hand with the evolution of settlement; evidence of early domestication. As for anthropomorphic forms, they are mainly women, and may have been objects of worship dedicated to the goddess of fertility (fig. 1). Likewise, while the first sculptures found in Egyptian tombs are often the effigies of the deceased, many of them represent deities, Anubis, Hathor and Isis, the necessary and obligatory last rites required for the journey of the deceased and access to the afterlife. The Egyptians appear to have been the first to develop a concept of idealised and well-proportioned human figures and a narrative tradition in painting and relief sculpture, as well as temple architecture incorporating a variety of sculptural elements.




    The ancient Greeks, at first an isolated and provincial people among many population groups in the Mediterranean basin, rose to cultural, military and political prominence, but they stood on the shoulders of giants and learned from the traditions of other ancient Mediterranean and Near Eastern civilisations. In the sphere of the arts, the Egyptians, in particular, had already developed a culture of idealised, well-proportioned human figures, a narrative tradition in painting and relief sculpture, and temple architecture that incorporated the display of a variety of sculptural elements. Yet the Greeks, in altering the static forms of the Egyptians, sought to craft sculptural figures that expressed life, movement, and a more fundamental and humane sense of moral potential. This development is seen in its early phase in the growing naturalism and subtlety of facial expression in sculpture produced in the Archaic period of the 7th and 6th centuries BCE. Greater freedom of invention appeared during that time in vase painting, but sculptors, restrained by the intractability of stone and by convention, lagged somewhat behind. Reflecting a philosophical search for the ideal, the sculptors aimed at achieving timeless beauty. Just as Greek philosophers considered the nature of the ideal republic, perfect justice or the ideal Good itself, artists brought forth a host of perfected forms. In their subject matter, sculptors often favoured the naked, youthful male body, a reflection of the Greek penchant for athleticism and military prowess, and an indication of the fluid boundaries of their range of sexual appreciation. A widespread and important form was the kouros, a free-standing male figure often placed at tombs in honour of the deceased. Kore, female equivalents of the kouroi, were clothed, following the convention of the time, but equally focused on youth, charm and ideal beauty.




    During the 5th century BCE, a mood of great confidence developed among the Athenian people, spawned by their victory over the Persians in 490-479 BCE and by continued Athenian leadership among the collected Greek city-states. Indeed, the Athenian leader Pericles, in his famous oration (431 BCE) for soldiers fallen in the Peloponnesian War, affirmed the superiority of Athens in cultural affairs, stating that their dedication to citizenship, sacrifice and intellect formed the moral core of Athenian greatness. This was a moment of revolution in artistic style. Ever more explicitly based on the ideals of the perfect body, sculptured figures expanded in movement and emotion, but always with a moderating balance of weight, proportion and rhythm. Equally important was the sense of palpable reality; sculpture, rather than being made of unadorned marble or bronze, was often enhanced by details in other media to achieve, in restrained fashion, an extra degree of naturalism. In later eras, a belief in the ‘purity’ of the art of the Greeks led critics to overlook these additions, but the Greeks themselves gave life to their figures by painting key features, such as lips or eyes, onto the marble. In bronze sculpture, the highest and most enduring form of artistic technique, one found such additions as glass eyes and silver eyelashes. Later, Greeks and Greek colonists would make a specialty of coloured terracotta figurines. The realm of ancient Greek sculpture was a lively and, at times, colourful world.




    In Classicism, beauty has a numerical component. Just as musical intervals and chords could be defined proportionally through the ratio of numbers, and geometry and mathematics informed planetary movements, similar proportional aspects found a place in Greek sculptural and architectural design. Polykleitos’ Canon, or Spear-bearer, was only the most prominent of many works informed by proportional ideals: the ratios of lengths of fingers, hands, arms, legs and heads were adjusted to stand in relationship to other parts and the whole. We know of his system in part from a description by Galen, a medical doctor who lived in the 2nd century CE. Galen discussed Polykleitos’ artistic system, and seemed to accept the idea that the human body truly comprises a set of ideal proportions. This principle would endure throughout the history of art; Classicism in the Renaissance and neoclassical periods would also incorporate some kind of mathematical or numerical system of proportionality.




    The Greek city-states were weakened by warfare during the 4th century BCE. Although striking developments in their sculptural traditions continued unabated, the works of that time were enhanced by a new sense of elegance and spatial play. By the end of the century, faced with powerful opposition, the Greek city-states had lost their independence and were united by the Macedonians under Philip II and Alexander the Great. Greek citizens were incorporated into a far-flung empire that occupied lands from Italy to the edge of India, and even after the division of this empire into various kingdoms, the various Greek city-states remained parts of larger political entities. Such dramatic changes could only lead to a changed perception of one’s place in the universe, and it is hardly surprising that novel artistic developments resulted in all of the visual arts. One new strain was a pragmatic, realistic attitude that seemed to respond to the new realpolitik of changing conditions, in which the ideal of local democracy was shattered. In the new state of things, the individual had to get by in a difficult, changing and dynamic world. The Hellenistic period saw the diffusion of genre scenes, some of which held great pathos: an old woman struggling to walk to market, tired boxers, children tussling, dwarves dancing. New expressionistic details can be found in Hellenistic figures, particularly in the distinctive muscular types, with large muscles, thick proportions, deep-set eyes, and thick, curling, moving hair. The older types of sculptural project – frieze reliefs, tympanum sculpture, and free-standing figures – continued, but new settings and types arose. In the great Altar of Zeus at Pergamon (fig. 206), rather than a narrow frieze set above, there is a large-scale relief scene below, bringing the gigantic battle scene down to the viewer’s own level. The size of public sculpture increased over earlier periods of Greek art, and the Colossus of Rhodes, dominating the harbour, became an early tourist site.




    The Greek colonies in the Italian peninsula had set the stage for the advance of the figural arts there. The Etruscans, a still relatively mysterious people, adopted some of the figural modes learned from the Greeks. The spectacular rise of the Romans started out as one of military and political triumph. The story is well known of how a small city-state grew to dominate the peninsula, and then came to create a great empire that stretched from Scotland to North Africa and Mesopotamia. The most striking of the Roman sculptural products during the centuries before the Empire were in portraiture; the unflinching realism of Roman republican portraiture reveals the character and moral fibre of those who were developing a political and social system of great strength and promise.




    Iconographic change in sculpture followed the political development and expansion of the Empire. The establishment by Augustus (died 14 CE) of an imperial regime called for a new manner of imperial portraiture, and the changing styles and approach of these images of rulers stand at the core of the development of Roman portraiture. The divine status of the emperor and the propagandistic display of his likeness in public spaces provided opportunities for Roman sculptors and designers of coins and medals. There arose a vast new array of new monument types, and sculpture appeared on triumphal arches, on towering columns, and at the baths, fora, and elsewhere. The Romans were willing, when they were not relying on their own inventions, to erect copies of Greek works, or proudly to display the originals themselves, which had been purchased or plundered from Greece. These Greek copies and originals, in turn, served as artistic inspirations and helped maintain a high standard of quality in Roman sculpture. Some Roman emperors, such as Marcus Aurelius, consciously appropriated Greek ideals; he sported a beard in the Greek fashion and adopted Stoic philosophy, and his sculptors responded with idealising and classicising works, the most memorable being the equestrian monument placed on the Capitoline Hill. This work is in bronze, a favoured material of the Greeks, which also became highly desirable to the Romans.




    Roman people of all social classes were surrounded by high-quality sculptural originals, as the Roman state wanted to leave its stamp on public sites, including provincial ones. The baths (terme) were a frequent location for sculptures, many of them free-standing figures on athletic themes. The exterior of the Coliseum was adorned with sculptural figures standing in its open arches and a colossal statue of the Emperor Nero adjacent to the amphitheatre (later turned into a sun god by Nero’s unadmiring successors). The rediscovery of the buried cities of Pompeii and Herculaneum in the 18th century led to an increase in knowledge of the placement and type of sculptural figures used in Roman cities, and confirmed the literary evidence that much statuary was displayed in the atria of urban homes, as it was in the villas and vast country gardens of the aristocratic classes. Cicero, like other cultured contemporaries, formed what were essentially small museums in his villas, inside and out, and these served as places of retreat and philosophical contemplation. Emperors, too, populated their villas with grottoes, fountains and reflecting pools that were surrounded by sculpture. Knowledge of these villas from ruins and from verbal descriptions was vital in shaping the gardens of Europe in the Renaissance and later. The Romans developed a vigorous sculptural tradition surrounding the rituals of death and mourning, and their funerary portraits and sarcophagus reliefs provide a rich legacy of artistic history.




    During the last centuries of its existence, the Roman Empire slowly went into decline militarily, economically, culturally and morally. The amphitheatres and their bloody games gained in popularity, while traditional athletics (running, javelin throwing, discus throwing) fell into decline. Dramatic theatre in the traditional sense all but disappeared, and poetry and prose lost much in the way of refinement. For its part, Roman sculpture of the 2nd to the 5th centuries CE showed a gradual decline, and figural ideals and proportions ultimately handed down from the Greeks gave way to blunt, mundane and stocky types that conveyed stature and power. Constantine the Great (died 337 CE) was the first Roman emperor to accept Christianity, which had hitherto, with varying degrees of intensity, been persecuted in the empire. The early Christians generally shared the artistic materials and style of the secular Romans, while introducing religious imagery.




    The destruction of the civilisation of the Roman Empire at the hands of the tribal Visigoths, Ostragoths, Vandals and others in the 5th and 6th centuries CE brought an end to long cultural traditions. Some of the migratory peoples brought with them a kind of art based on small-scale, intertwining and animal motifs, with only a rather stylised human presence. The Vikings, no less than the others, practiced a style alien to ancient Mediterranean traditions. For its part, the Roman tradition remained dormant for over two centuries before being revived by Charlemagne (Charles the Great; died 814 CE), who deliberately restored ancient Roman styles of script, architecture, sculpture and manuscript illumination, all in what seems to us as provincial variation at best, and hardly taking a new direction. The Ottonian style of a century or so later was less linked to Roman models, but perhaps equally vigorous and forcible in attempting new narrative force and figural presence.




    Although Europe was weakened by invasions from Vikings, Magyars and others towards the end of the first millennium after Christ, a great stabilisation of European society took place around the year 1000, and civilisation began to flourish. The feudal system was well established, and Christianity had become mature in its institutions and was leading the way in education and in shaping the codification of both civil and canon law. Society was secure enough that trade could take place on land and sea, and the faithful could take long pilgrimages to distant sites. Places where holy relics were located – blood from the body of Christ, pieces of the True Cross, the mantle of the Virgin, bones of a saint – became pilgrimage destinations, and the internationalisation of culture grew as pilgrims travelled the continent. The holy destinations for these religious tourists called for a new manner of sculptural presentation, and there was a re-adaptation of the ancient Roman system of using abundant sculptural decoration on exteriors, as occurred early in the Romanesque period at the Cathedral at Modena. Builders turned also to a utilisation of Roman architectural ideas, including the construction of thick masses of wall and the use of rounded arches and barrel vaults, and thus the later word ‘Romanesque’ is used to indicate this use of ancient Roman ideas in a new context. For their part, certain sculptors made very close copies of Roman works, or even (with architectural sculpture) re-used Roman ‘spoils’, that is, items salvaged from the rubble and prized for their beauty. At the church of Santi Apostoli, the Florentines used one ancient capital found in local Roman ruins and made faithful copies to create a nave in the antique taste. This was a rebirth of the arts, if not a Renaissance, but the movement was international and there was a recognisable similarly of style, despite local variations, from Spain to England.




    The Gothic period in the arts continued under many of the same social and cultural conditions as the Romanesque. The Church increased its strength, economies continued to grow, and the aristocratic feudal class continued to exert dominance. A number of artistic forms did change, however. Now rejecting antiquity as a model, the builders of this new age came up with their own solutions, an ars nova that differed from the heavier, stable Romanesque style. The development of the pointed arch, ribbed vaulting, flying buttresses and great masses of fenestration in ecclesiastical architecture was in response to the desire for light, to create a jewel-studded Heavenly Jerusalem in building interiors. Abbot Suger (died 1151) of Saint-Denis (outside the walls of medieval Paris) led the way intellectually with his architectural patronage, and over time the new style swept Europe. Another ecclesiastical institution that gained in stature during the Gothic period was the monastery. Fairly powerful in earlier times, monasteries made even greater gains in moral and economic influence. The growth of monasteries, built with orderly planning and hierarchical and sensible arrangement of buildings, was one of the striking developments of the period, although this is often overlooked because the material remains of these great establishments have survived in rather poor or fragmentary states. Throughout this period, the monarchies of Europe continued to strengthen, and the fabulous wealth achieved by the French kings and their relations, such as Jean, Duc de Berry, found an outlet in ambitious artistic commissions.




    The Church continued to have a dominant role in education, and it oversaw the development of the universities. There was a growing voice for nominalism, in which the primacy of the senses and the priority of material existence played a leading role, and this philosophy was ideologically linked to a growing naturalism in the visual arts. The softening of the features of carved figures and the rendering of ease of posture show a new sharpness of vision and a willingness to consider the real as well as the ideal aspects of the visual world. The Church’s assertive role included moral leadership during the Crusades, and the raising of armies to occupy the Holy Land. Despite the Crusades, and in part because of them, the medieval period saw the introduction of ideas in philosophy and science from Islamic thinkers, enriching Western thought. The revival of formal types located in the Holy Land, especially as found in the church of the Holy Sepulchre in Jerusalem, left a lasting mark on medieval and Renaissance architectural iconography.




    The later Middle Ages played out against a backdrop of great drama: the Black Death, the plague that destroyed much of the population of Europe, occurred between 1348 and 1351 and, in many places, threw society into upheaval. The ruling feudal class survived, but the labouring class gained some social strength, and the growth of cities and the influence of the bourgeoisie increased greatly. This power of the merchant classes was especially strong in Italy, where the city-states flourished, and feudal and agricultural power waned, and Italian cities saw the rise of a new secular and urban class of leader. This was also accompanied by a secularisation of society, which took place alongside the growth of vernacular Italian literature (Dante, Petrarch, Boccaccio) and the influence of explorers and travellers such as Marco Polo. This was the proto-Renaissance, which would explode in the 15th century into a powerful surge of secular and classical revival ideas.




    The world of Renaissance Europe was dominated by the spirit of humanism. Humanists, that is, scholars interested in the moral and literary values found in ancient Greek and Roman literature, turned their attention to the rediscovery of ancient texts, useful not only for the study of good grammar and writing, but newly valued for the content itself, throwing light on the past experiences and thoughts of an elevated, lost civilisation. Renaissance critics regarded the Gothic style as a corruption, and gave us the word Gothic itself, which is historically inaccurate but reflected the belief that those who developed the pointed arch and the ‘barbarous’ accretion of ornaments on the exteriors of the great northern European cathedrals were of the same low level as those who had earlier destroyed the Roman Empire.




    Following the lead of the humanists themselves, others – businessmen, lawyers, political rulers and eventually church leaders and clerics – rediscovered the marvels of antiquity. For certain fields of endeavour, such as medical science and painting, there were scant remains from ancient societies, but sculpture was one field where the remains were plentiful, from triumphal arches to sculpture fragments, from sarcophagi to small bronzes. Those 15th-century sculptors who wanted to turn to antiquity for inspiration could easily do so. To their credit, nearly all Renaissance artists, in whatever medium they worked, tended to re-interpret and re-use material from the past rather than slavishly copy. There were isolated instances where artists repaired (and therefore matched the style of) ancient works, and some artists made close versions of them, as did the aptly named Antico (Pier Jacopo Alari-Bonacolsi), a sculptor in the employ of Isabella d’Este, or the young Michelangelo, who made certain youthful pieces close enough to antiquity to deceive connoisseurs. Moreover, it was not only antiquity that served as a model: many artists turned to nature itself for inspiration, as recommended by contemporary humanists, and they also benefited from knowledge of other European artistic traditions closer to their time. Many sculptors, in fact, kept alive to some extent the spirit of the Gothic style, as did Luca della Robbia and Andrea del Verrocchio, whose art possesses a sweetness and elegant turn of line that owes something to late Gothic traditions.




    The Renaissance was the age of investigation, travel accounts, map-making, history writing, and nature poetry, among other new secular trends, part of what the historian Jacob Burckhardt called the ‘rediscovery of the world and of Man’. In the sphere of the sculptor, life models, careful observation of human movement, and anatomical study all helped the artistic cause. That a sculptured figure appeared alive and ready to speak was what gained the highest praise from critics of the time. Contemporary humanists recommended that artists look at nature, but look at it in its best forms: sculptors and painters were asked to choose the finest parts of different sources to create a beautiful work of art. Nor should good proportions be overlooked; as in antiquity, the harmony between part and part was an essential goal of a sculptor. Leon Battista Alberti, whose small treatise On Sculpture was the first of its kind since antiquity, set out in detail how to create a finely proportioned sculptural figure.




    There were different phases of the Renaissance, and the kind of classical art that inspired and was re-utilised differed according to the time and the interpreter. In the early Renaissance, the art of Roman republican sculpture was admired. Donatello and Nanni di Banco liked the details and the tough moral character of these prototypes and re-interpreted this in their sculptures. Later on, Michelangelo turned to Hellenistic Greece and its broad, muscular figures and extravagant theatricality. When the Laocoön, one of the prime works of antiquity, was rediscovered in 1506, Michelangelo sketched it, and soon incorporated the serpentine twists and anguished expressions into his Judeo-Christian subject matter. Other Renaissance sculptors were interested in the calm, classical style invented in the 5th century BCE and its later variants from antiquity.




    An important aspect of the social and artistic fabric of Renaissance Europe was formed by the papacy. During the later Middle Ages, the papacy was divided. This was the Great Schism of the western Church and, at times, multiple popes were recognised; the Palais des Papes in Avignon superseded the Vatican in Rome as a papal site. In 1417, the schism was healed and Martin V brought the papacy back to Rome. For centuries, strong papal leaders – Nicholas V, Innocent VIII, Julius II, with Leo X perhaps chief among these as art patrons – became leaders in art patronage. Later in the baroque period, this rebuilding would continue, and the popes continued to act like secular rulers, with large incomes to spend on art works, distribute to favourites or divert to military campaigns. In the fields of sculpture, the bronze doors of St Peter’s by Filarete, the tomb of Innocent VIII by Antonio Pollaiuolo, and the commissioning of medals and other figures by Benvenuto Cellini were part of this papal re-establishment in Renaissance Rome.




    The Mannerist style, the stylised art of Italy in the 16th century, was unthinkable without the idealising lead of the high Renaissance masters, but the goals of the Mannerists were somewhat different. Fostered especially by connoisseurs and by courtly patrons, the Mannerist sculptors achieved a cool elegance and sometimes an icy formalism rather different from the more emotive and effectively passionate works of the earlier 16th century. Giambologna experimented with the creation of sculpture meant to be seen from multiple directions, whereas most earlier sculptors had concentrated one’s attention on a single effective viewing point, or a constricted range of viewing stances. Along with the Mannerist artistic attitude went a social attitude that favoured variety, extravagance, inventiveness, grace, and self-consciousness. The autobiography of Benvenuto Cellini, filled with colourful events, bravado and bragging, is the perfect complement to his artistic career. The line between Mannerism and the high Renaissance is not easy to draw, and the ‘Mannerists’ themselves were not always aware of their place in the artistic scheme later codified by modern art historians. The Mannerists thought that they were surpassing nature with idealising, well-studied and varied figures, goals also shared by earlier artists.




    The 17th century, the age of the baroque, was marked by a number of social changes: the struggles between religions led to the Counter-Reformation, the spread of Catholic missions around the world, scientific exploration of the heavens and into the newly discovered microscopic world, and continued discovery of the peoples and places of the earth, all of which increased mankind’s sense of its own potential. The expansive and new investigative mentality was echoed by an underlying naturalism in sculpture and a rejection of the artificialities of Mannerism, which were swept away by dramatic baroque figures in action, sometimes realistically ‘staged’ in grand palatial, urban or ecclesiastical settings. Gian Lorenzo Bernini dominated the sculptural scene in baroque Rome with his sculptures of swooning saints, complex fountains, and army of saints at the piazza of St Peter’s, a project carried out by Bernini and his large workshop. Throughout Europe, Mannerist niceties and clever details were replaced by the broader and more emotional new style.




    As in politics, Louis XIV of France had a major impact on the arts. The Sun King, who effectively ascended to power in 1661, fancied himself the paragon or spiritual heir of Apollo and Alexander the Great, and favoured Classicism in the arts; this was reflected in his sculptural commissions as well as those for architecture and painting. Louis favoured a rather bombastic and heavy version of Classicism, as evinced by the extant architecture, interior decoration and garden design at Versailles, a glorified hunting lodge that he turned into a centre of power. When Louis died, a certain relief set in among the aristocrats of France. Courtiers moved from Versailles to newly constructed hôtels particuliers in Paris. A smaller-scale taste took over, and decorations became lighter and airier, the style of the so-called rococo. This word, which was coined later by, it seems, pupils in the circle of the neoclassicist Jacques-Louis David, indicates that the art was a cross between barocco, the baroque, and rocaille, or pebble (or shell) work, and was a light version of the baroque. Practised by Clodion (Claude Michel) and an army of craftsmen who formed the interiors of the period, the rococo flourished particularly in noble country houses, city dwellings, and – perhaps most memorably – in church interiors. Born in France, the style flourished across Europe, and achieved its zenith in the Catholic church interiors of Austria and southern Germany.




    The 18th century was an age of scientific advancement and discovery, and it turned out that the frilly rococo was not suited to every locale and patron. It never took root in England or America, where the taste in sculpture was leaning heavily towards copies of the antique, a taste gained from the Englishman’s exposure to antiquity while on the Grand Tour. Copies after the Italian Renaissance sculptors were also in vogue in England, and when the native genius expressed itself, it was, not surprisingly, in forms reminiscent of antiquity, as in the art of John Flaxman. The English made a specialty of forming natural and apparently spontaneous gardens, and sculptures after the antique often found their place in these landscape gardens.




    The emphasis on virtue in the 18th century was hardly compatible with the delights of the rococo, and eventually something had to change. As it turned out, Classicism was once again seen as the salvation of Western art. Neoclassicism became widespread, inspired in part by the rediscovery of Herculaneum and Pompeii, and fostered by the thirst for Virtue, which was deemed to be embodied in the calm and moderate sculpture of antiquity. The neoclassical movement was ripe for success, and it swept across Europe and America and beyond. It was fed and fostered by a number of events and movements: the Grand Tour, the rediscovery of buried Roman cities, an education system that put an emphasis on the study of the antique, the sheer exhaustion with the late baroque and rococo. All of this nurtured a movement that dominated in architecture, sculpture, and the decorative arts, and had a major impact on painting.




    A number of political regimes utilised the classical style to garner public support. This was hardly a new practice, as a number of Italian Renaissance rulers had done the same. Such a practice linked the new regimes to a long-standing tradition that was enlightened, virtuous, steeped in democratic values, favourable to education, and stood at the apex of secular culture among world civilisations. The French revolutionaries immediately embraced the developing neoclassical style, and Napoleon continued to do so, linking himself to Roman imperial iconography. The American Revolution and its aftermath led to an adoption of classical reference to the Greek and Roman form of government, but the English themselves provided the background for this and had already incorporated the new classical ideas into their sculptural traditions and other art forms. Every country or regime, in somewhat nuanced versions, shared in this neoclassical style. Its international character of was the product of the exchange of artistic ideas and the mining of the same ancient sources.




    Another international style, Romanticism, unfolded during the 19th century against a backdrop of growing industrialism, democracy and disillusionment by some with the results of those economic and political developments. The romantics explored the world of the irrational, the distant and the bizarre, and their art often appealed to those disenfranchised by the societal progress and change being experienced in Western culture. Some of this thinking continued later in the century and beyond, and one can argue that romanticism continued – and continues – to inform modern thinking and artistic solutions.




    The late 19th century world of thought put forth a number of attempts to explain the world, and the recognition of the power of irrational or hidden forces, whether by Freud, Nietzsche, Jung or Marx, generated artistic manifestations. Paul Gauguin, who explored (and exploited) the stylistic and iconographic world of the South Pacific islands, is an example of this anti-bourgeois trend. Even before Darwin, the world of animals had great appeal among the romantics. Darwin, in his On the Origin of Species (1859), linked Homo sapiens to the animal world genealogically, and during his time and earlier one could read of the importance of animals and animals’ spirits in the works of Romantic poets and prose writers; animals were recognised as knowing and passionate, and their emotions linked to those of humans, a theme already explored by Leonardo da Vinci, Charles Le Brun and other artists. The sculptures of Antoine-Louis Barye express this interest in the passions of the animal world, in a vivid trend also explored by painters such as George Stubbs, Eugène Delacroix, and Henri Rousseau.




    The late 19th century was a time of great cultural and societal change, and some artists seemed to respond to this and produce an art as revolutionary as the new ideas in science, philosophy and psychology.




    Auguste Rodin, for example, moved in the direction of modernism in the later 19th century, but many sculptors in different countries favoured a more studied, academic and traditional approach. Throughout Europe and America, traditional, academic sculpture found an admiring public, and many of these works still dominate their public sites, from the so-called Eros by Alfred Gilbert in London’s Piccadilly Circus, via Edvard Eriksen’s Little Mermaid in the harbour of Copenhagen, to New York’s Statue of Liberty by Frédéric-Auguste Bartholdi (fig. 745). This last colossal work is a remarkable specimen of academic Classicism, produced at a time when even the less avant-garde American school was ready to explore a variety of manifestations of early modernism.




    The 20th century was marked by a new subjectivity of thought, and old paradigms gave way to new. Einstein’s theory of relativity overthrew more static beliefs in physics. The atonalist musical composers overthrew the old common system of four hundred years and shifted aural attention away from the keynote and musical scale. Psychoanalytical thinkers continued to undermine confidence in conscious thought and reason.




    Even economists introduced new ideas of subjectivity into economic thinking, and saw prices as the result of shifting sentiment of supply and demand rather than based in firm factors such as the costs of production.




    All of this was part of a new mentality that saw a dynamic universe, and artists shared in this new vision. Cubism is the most obvious participant of this novel thinking, and the focus on fragmentation, changing viewpoint, and the re-assessment and re-evaluation of traditional artistic ideals continued to be widespread in the 20th century.




    From the abstractions of Umberto Boccioni and Jacques Lipchitz to the work of David Smith and Donald Judd, there was a nearly unbroken line of shared modernist taste. Yet such modernism was not without opposition in the 20th century.




    Indeed, even early in the century, in the midst of paradigm shift away from academic art and towards modernist solutions, the tragedy of World War I occurred, with tremendous loss of life bringing little change or advantage for either side. The war left a generation disillusioned, and the artistic movements of Dada and even Surrealism can be traced to this fall in confidence and darker vision. The value of modernism itself was questioned; a challenge that would continue to the end of the century in the work of the post-modernists, who found in Dada a spiritual forerunner.




    The abstract features of modernist thinking were also challenged by the Pop Artists in the 1950s and 1960s, who used everyday objects (or facsimiles of them) to comment on, among other things, modern consumer society. Indeed, today’s sculpture often finds expression in the form of ephemera that are raised to the level of high art: the found object of the early 20th century is being renewed in the art of contemporary installations.




    What is needed now is for architectural sculpture to return. Long banished by most modern architects, sculptural ornamentation has all but disappeared, to the detriment of society. The sense that form should follow function leaves little room for sculptural ornamentation, which had long been the jewel in the crown of architectural construction. Perhaps a new generation of architects will once again embrace the use of carved or moulded ornament as a means to convey a sense of grace, beauty and nobility.
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      1. Anonymous, The Venus of Willendorf, around 30,000-25,000 BCE. Palaeolithic. Limestone and red traces of polychrome, height: 11.1 cm. Naturhistorisches Museum, Vienna.


    




    Discovered in 1908 in the town of Krems, Lower Austria, the Venus of Willendorf is a limestone statue dating from the Gravettian. It represents a standing nude woman with a steatopygous form. The head and the face, finely engraved, are completely covered and hidden by what appear to be coiled braids. Traces of pigment suggest that the original sculpture was painted in red. In fact, this statuette is the most famous example, and one of the oldest sculptures of the Palaeolithic, described by modern prehistorians as ‘Venus’. Indeed, the corpulence of her forms (breasts, buttocks, abdomen and thighs) can easily be equated to the symbols of fertility, the original feature of femininity, of which Venus has been the pure incarnation since antiquity. However, the interpretation of these works remains enigmatic and cannot really be verified. Some say the Venuses were elements of a religious cult, for others they were the ‘guardians of the home’ or, more simply, the expression of an ‘ideal of Palaeolithic beauty’.




    
Prehistory




    Prehistory is defined as the period between the appearance of man (about three million years BCE) and the invention of writing (about 3000 BCE). A distinction is usually made between three main prehistoric periods: the Stone Age (split between the Palaeolithic and Neolithic), the Bronze Age and the Iron Age. As evidenced by their traces, each period has its specific features, including its own artistic point of view. The first few traces of creative activity found date from the Palaeolithic (about 3,000,000,000-300 BCE). Then it is essentially an artistic craft. Tools, for example, are cut with a regularity and a concern for symmetry more aesthetic than practical. However, it is only in the Upper Palaeolithic (40,000-10,000 BCE) that sculpture actually develops. It operates in conjunction with rock art, with which it has many similarities. Indeed, in painting as in sculpture, a true unity is found in both iconography and style, which raises the same questions about the meaning of these mysterious representations. In prehistoric sculpture, there are two main types of figuration: human figures and animal representations, with the latter predominating. Most often seen are species in the environment of the artists, such as bison, aurochs, deer or horses. While the 19th-century researchers saw in these illustrations of the animal kingdom a magico-religious cult of hunting, we now know that the species represented are not necessarily those that were hunted. The anthropomorphic figurines, meanwhile, are far less numerous and are almost exclusively women. These are the famous Venus, so called by analogy with the Roman goddess of beauty and because the prehistory of the early 20th century saw in these statues a kind of feminine ideal. Almost 250 Venuses have been found, dating from 27,000 to 17,000 BCE, and from all over Europe. The most famous is The Venus of Willendorf (fig. 1), found at Krems in Austria, and the Lady with the Hood of Brassempouy (fig. 12), discovered in the Landes, which is one of the earliest realistic representations of a human face. Many interpretations have been advanced to define the exact role of the Venuses, whose rounded shapes evoke those of pregnant women. Were these goddesses part of a religious cult or just symbols of motherhood, reflections of a matriarchal society? The contrast between the female statuettes and animal figurines is striking. Fauna are made with great attention to detail and a deep attention to detail, revealing a close observation of the animal world. In contrast, the curves suggest a caricature of women exaggerated to suggest fertility, which is exacerbated by the extreme stylisation of their faces, usually non-existent.




    A particular case in prehistoric sculpture was revealed by the discovery of two figurines, The Lion Man (fig. 3), with similar characteristics to some paintings of ‘witches’, found in the cave of Altamira, Spain, or one of the Trois Frères caves in Ariège. These sculptures, which are formed as a body topped with a lion’s head, are among the oldest known to date (they are estimated at 32,000 BCE), and are an enigma to researchers: are they the remnant of one of the first deities created by man? Is this a ritual costume dedicated to shamanic practices? Finally, there is megalithic art in the same style as in figurative art furniture. Dolmens and menhirs – prehistoric megalithic stones erected by the great ancestors for religious purposes, often sepulchral, between the fifth and sixth millennium BCE – are among the earliest monuments of Europe. They are a preferred medium of artistic expression: there are a large number of dolmens adorned with intricate carvings, including at Newgrange in Ireland. Some are carved to suggest a human form: breasts and rows of necklaces are shown in the block of stone, related to a real statue. The late Neolithic period also saw the emergence of ‘statue menhirs’: megaliths carved in the round with engravings, often very advanced, evidence of the association in men of prehistoric art with the sacred. The subjects represented are almost exclusively zoomorphic and anthropomorphic. However, this restricted theme meets an extraordinary diversity in the techniques and materials used. Etching, bas-relief, round: from 32,000 BCE, man mastered the art of sculpture. Although the statuettes are mainly clay, sandstone, limestone, bone or wood, raw materials that are readily available, the use of rare media, such as ivory, jasper and dyes shows a real aesthetic. Thus, at Swanscombe, England, palaeontologists have discovered a series of bifaces almost 200,000 years old, which already have a very special artistic interest. These tools are in fact carved from stones containing fossils of bivalves and sea urchins that have been respected and saved by the author of these artefacts. A shift in the artistic vocation of prehistoric art furniture can also be observed. From the Middle Palaeolithic, the artists are no longer content to carve and engrave their tools (spears, axes, propellants, etc.). We can begin to recognise the first purely aesthetic works, which are devoid of any functional role, including the symbolism that still eludes us. Thus, prehistoric sculpture demonstrates a sophistication, and although the distinction is anachronistic here, we are already differentiating between decorative art (beautification of functional objects such as weapons or tools) and fine art (creation of beautiful objects in themselves, without use). The settling of man, and the discovery and mastery of new materials, such as iron and bronze, enabled growth and development.
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      2. Anonymous, Female Character, around 3500 BCE. Neolithic, Cernavoda (Romania). Clay, height: 11.5 cm. Muzeul Municipal Bucureti, Bucharest.
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      3. Anonymous, The Lion Man, around 32,000 BCE. Palaeolithic, Cave Hohlenstein Stadel (Germany). Mammoth ivory, height: 28 cm. Ulmer Museum, Ulm (Germany).


    




    

      [image: ]




      4. Anonymous, The Venus Galgenberg, around 30,000 BCE. Palaeolithic, Site of Lower Austria. Serpentine green, height: 7.2 cm. Weinstadtmuseum, Krems.
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      5. Anonymous, Horse, around 30,000 BCE. Palaeolithic, Cave Vogelherd (Germany). Mammoth ivory, height: 5 cm. Institut für Urgeschichte, Tübingen.
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      6. Anonymous, Venus in Clay, around 29,000-25,000 BCE. Palaeolithic, Dolní Vistonics (Czech Republic). Clay, 11.1 x 4.3 cm. Private collection.
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      7. Anonymous, Rhombic Body of a Woman, around 26,000-18,000 BCE. Palaeolithic. Green steatite. Private collection.
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      8. Anonymous, The Venus of Monpazier, c. 23,000-20,000 BCE. Palaeolithic. Steatite, height: 5.5 cm. Musée d’Archéologie nationale, château de Saint-Germain-en-Laye.
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      9. Anonymous, Phallus, site of the Devil’s Furnace, Bourdeilles (France), around 17,000 BCE. Palaeolithic. Reindeer antler, height: 8 cm. Musée national de préhistoire, les Eyzies-de-Tayac.
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      10. Anonymous, Two Ibex Facing Each Other, around 16,000 BCE. Palaeolithic, The Cave of the Trois-Frères, Enlène (France). Reindeer antler, 9 x× 7 cm. Musée de l’Homme, Paris.
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      11. Anonymous, Fragment of Goat Carved in Bone, around 15,000 BCE. Palaeolithic, Cave Saint-Michel, Arudy (France). Bone, height: 4 cm. Musée d’Archéologie nationale, château de Saint-Germain-en-Laye.
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      12. Anonymous, The Venus of Brassempouy or The Lady with the Hood, c. 21,000 BCE. Palaeolithic, Cave of the Pope, Brassempouy (France). Mammoth ivory, height: 3.65 cm. Musée d’Archéologie nationale, château de Saint-Germain-en-Laye.


    




    Discovered by Edward J. Piette at the end of the 19th century in the cave of the Pope, in France, this fragment of a miniature, almost contemporary with the Venus of Willendorf (fig. 1), is an atypical example of a Palaeolithic Venus. Indeed, the fineness of the representation and the delicacy of the features are not indicative of Palaeolithic buxom goddesses of fertility, and betray the contrary, the frail constitution of the model. Similarly, the relief of the face, triangular and regular, the nose and the eyes, including the right one with an inlaid eye, despite the absence of mouth, is one of the oldest and rarest ‘realistic’ performances of human effigies, whereas the faces of the traditional Venuses were only briefly sketched. However, research has shown that the shape and proportions of the head do not correspond to known populations at that time. According to some prehistorians, it is likely that prehistoric artists, who were able to show such realism in representations of animals, have deliberately distorted the human traits, perhaps to protect themselves from magical powers. The grid of the head, formed by perpendicular incisions, can evoke a wig or braids, or even a hood, which gave the work its name.
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      13. Anonymous, Human Statuette around 10,000 BCE. Palaeolithic. Israel Museum, Jerusalem.
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      14. Anonymous, Bison carved in low relief, around 16,000 BCE. Palaeolithic, Shelter of the Devil’s Furnace, Bourdeilles (France). Limestone, length: 30 cm. Musée national de préhistoire, les Eyzies-de-Tayac.
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      15. Anonymous, The Bison Licking Itself, Cave of La Madeleine (France), around 13,000 BCE. Palaeolithic. Reindeer antler, length: 10.5 cm. Musée d’Archéologie nationale, château de Saint-Germain-en-Laye.
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      16. Anonymous, The Neighing Horse, 13,000 BCE. Palaeolithic. Reindeer antler, length: 5.6 cm. Musée d’Archéologie nationale, château de Saint-Germain-en-Laye.
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      17. Anonymous, Tomb in Porto Ferro, called The White Goddess, around 9000-8000 BCE. Neolithic. Marble. Private collection, Alghero.
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      18. Anonymous, Human Effigy, around 6750-6250 BCE. Neolithic, Ain Ghazal (Jordan). Whitewashed clay, height: 84 cm. Department of Antiquities, Amman.
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      19. Anonymous, Mesolithic Sculpture, around 6000 BCE. Neolithic, Lepenski Vir (Serbia). Sandstone, 16 x 23 cm. Narodni Muzej, Belgrade.
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      20. Anonymous, The Mermaid, 4500 BCE. Neolithic, Lepenski Vir (Serbia), AD Galet Danube. Height: 40 cm. Narodni Muzej, Belgrade.
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      21. Anonymous, Two-Headed Statue, around 6000-5000 BCE. Neolithic, Çatalhöyük (Turkey). Private collection.
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      22. Anonymous, Kourotrophos, Woman Nursing a Child, 3500-3000 BCE. Neolithic, Sesklo (Greece). Clay, 1.65 x 0.65 cm. National Archaeological Museum of Athens, Athens.
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      23. Anonymous, Carved pebble, around 2000-1000 BCE. Bronze Age. Private collection.
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      24. Anonymous, Figurine of a Bird of Prey (?), around 2000-1000 BCE. Bronze Age. Stone. Private collection.
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      25. Anonymous, Figurine of a Bird of Prey (?), around 2000-1000 BCE. Bronze Age. Stone. Private collection.
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      26. Anonymous, Bird (?), around 2000-1000 BCE. Bronze Age. Pebble. Private collection.
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      27. Anonymous, The Gold Mask of Tutankhamun, Dynasty XVIII (1570-1320 BCE). Ancient Egyptian, Tutankhamun’s tomb, Valley of the Kings (Egypt). Lapis lazuli, quartz, gold, obsidian, amazonite and coloured glass, 39 x 54 cm. Museum of Egyptian Antiquities, Cairo.


    




    Tutankhamun’s tomb was discovered in 1922 by Howard Carter, the most famous Egyptologist in the world. Buried during the construction of the tomb of Ramses VI, devoted to the heir of the Amarna period, removed from the royal lists for heresy, Tutankhamun’s tomb was preserved from looting over the millennia. A pharaoh of uncertain ancestry, he died under mysterious circumstances when he was only twenty years old. Tutankhamun, born Tutankhaton, is particularly known for having restored the official religion of the worship of Amun, abolished some years before by the equally famous Amenhotep IV, who became Akhenaten. The death mask is probably the most famous piece of the treasure of Tutankhamen. A full-size replica of the features of the pharaoh, which enabled his soul to recognise him and get back into his mummified body for his resurrection, the mask covered the head of the mummy lying in the sarcophagus. On the shoulders and back of the mask, an engraved magic formula protects the deceased; this protection was reinforced by the royal symbols of the vulture and the uraeus at the top of the skull. an exceptional testimony of the artistic skill that the Egyptians were able to demonstrate, this work is distinguished by the richness of materials, such as gold, obsidian, quartz, lapis lazuli, and the many semi-precious stones and molten glass which is inlaid in the wide necklace of the deceased.




    
Antiquity




    The cradle of civilisation, Egypt is probably the first culture that mastered statuary art to such an unprecedented degree of refinement (see The Gold Mask of Tutankhamun, opposite page). If the pose of the first efforts is still very simple and almost static, sometimes with tied feet, or one leg in a forward position, Egyptian statuary cannot be reduced to this hieratism, the power and balance of which gave the force to the statues of the first dynasties. Very early, in fact, the Egyptian artist demonstrates his skill in combining the solemn representation of the divine – where solemnity and hieratism are of the essence – and the realism of the subtopics. The ease of the sculptor, still anonymous at that time, is revealed very early, in achievements as well as in intent. Thus, the Seated Scribe (fig. 41), with his swollen belly and saggy look, reveals that the artist is not without humour. However, this art, precise and refined, took a long time to emerge in Mesopotamian statuary. Mesopotamian sculptures, in fact, and over a long period, are too entrenched and too static in proportions compared with Egyptian statuary. It is not until the beginning of the Assyrian dynasty that we see precision and scale reminiscent of Egyptian art.




    As the ancient Greek city-states grew and evolved, literary arts developed somewhat in advance of painting and sculpture. At about the time that Homer was creating his epics, Greece saw the flourishing of the stylistic era identified as the Geometric period, lasting from about 950 to 750 BCE, a style dominated by rigid forms and in which the fluidity of the human figure was only just beginning to reveal itself. As the Greeks were increasingly exposed to foreign customs and material culture through trade, they were able to adapt and alter other artistic styles. The art of the Near East and of the Egyptians helped to shape Greek art of the Archaic period (c. 750 BCE to 480 BCE). During this time, the Greeks began to infuse their figures with a greater sense of life, as with the famous ‘archaic smile’ and with a new subtlety of articulation of the human body.




    The remarkable evolution of Greek sculpture during the 5th century BCE is unparalleled in artistic history. Innovations achieved during that time shaped stylistic development for thousands of years, and belong not to a people in one moment but to all of humankind. The development of weight-shift in a single standing figure and the concomitant torsion and subtlety of bodily stance were major aspects of this new style, but equally significant were the perfection of naturalistic forms, the noble calm, the dynamic equilibrium of movement, the harmony of parts and the regulated proportions. All of this came to characterise the art of what we know as Classicism. The sculptors Polykleitos, Phidias (the sculptural master of the Parthenon project) and Myron worked in slightly divergent but compatible modes to achieve an art of moderation and perfection.




    The 4th century BCE saw an expansion of the artistic goals of the previous generations of Greek sculptors. Lysippos and Praxiteles softened the human form, and a nonchalant grace informs their figures. Artists in this period humanised the gods and added an element of elegance to their movement and expression. Sculptors of the 4th century BCE increased the spatial complexity of the viewing experience: arms sometimes protrude into our space, groups are more dynamic in arrangement, and we benefit from walking around these sculptures and taking in the varied viewpoints.




    The changes of the 4th century BCE can hardly prepare us for the explosion of styles that occurred in the Hellenistic period, which was a time of much exaggeration: extreme realism in rendering details and in capturing moments of daily life; great elegance of the female form, as we see in the memorable Venus de Milo (fig. 205) and Nike of Samothrace (fig. 28); and extreme muscularity of male figures in action. The beauty and refinement of the Belvedere Apollo (fig. 189), now in the Vatican collection, stand as a refined continuation of the earlier Greek ideals. On the other hand, the high-relief figures from the altar of Pergamon, showing the battle of the gods and giants, are powerful in physique and facial expression, with deep-set eyes, thick locks of waving hair and theatrical gestures. Later, Michelangelo and Bernini would draw inspiration from the Hellenistic works, known to them from Greek originals and Roman copies.




    The Romans always remained to some extent in the sway of the Greeks, but developed their own modes of sculptural expression. The most striking of their early modes, not uninfluenced by Hellenistic models, was during the Republican period (until the second half of the 1st century BCE). In an unforgettable development of the portrait type, Roman sculptors rendered searing details of facial particulars and created works conveying a strong sense of moral character, representing such virtues as wisdom, determination and courage.




    Around the time of Augustus, a new kind of idealisation entered Roman art, exemplified by the harmonious and flowing compositional arrangement of the reliefs on the Ara Pacis Augustae (fig. 222). A marble, standing figure of Augustus, the Augustus Prima Porta (fig. 211), is a Romanised version of Greek tradition, with the contrapposto (weight-shift) stance and the idealised, youthful face of the ruler. Less Greek in concept are the details of his armour and the heavy drapery style. Through the rest of the duration of the Roman Empire, there was a continuous artistic struggle, without resolution, between idealism and realism. The background to this battle was formed by the flood of Greek originals and Roman copies of them that filled the gardens, courtyards and fora of the Romans, which ranged in style from the archaic to the Hellenistic.




    Aside from any dependence on the Greeks, the Romans developed their own traditions, and were especially inventive in arriving at new stylistic expressions in their public monuments. The vigorous narrative and variety of the reliefs on the Arch of Titus still impress, and it is not surprising that they inspired Renaissance artists. No less remarkable are the intricate reliefs on the Column of Trajan and the Column of Antoninus Pius. With scroll-like compositions, hundreds of figures adorn these columns in reliefs, showing military and – even more prominently – technological feats of the Roman armies. The figures seem large by comparison with their architectural surroundings, and the beginning of the ‘medieval’ relationship of the figure to its spatial circumstances begins here.




    The decline and fall of the Roman Empire formed a dramatic backdrop to the change of artistic style, including sculpture itself. By the late Empire of the 3rd and 4th centuries CE, at the time of the short-lived barracks emperors and during the experience of a host of troubles, portraiture achieved an extreme expression, sometimes capturing fear or cunning, and corresponding to the mood of the times. The subjective question of the decline in style can be seen by considering the Arch of Constantine (fig. 252): the side-by-side placement of earlier reliefs alongside those of the 4th century is telling in the squat proportions and repetitions of type and stance of the latter. Thus, even before the advent of Christianity, a decline in style and taste was evident. This is no more clear than in the art of portraiture; the noble facial expression and the bodily idealism and harmony of the classical style have disappeared, and one sees instead nude figures with smaller heads and flat, broad chests.




    The Christians, whose rise altered the character of Roman life, inherited the sculptural styles of the late Romans. Even some iconographic types were re-utilised; for example, Apollo-like features were given to Christ. Characteristic sculptural materials included an expansion of working in ivory, which remained a widespread medium in the Middle Ages. The Early Christian iconographic innovations were substantial, and a completely new range of subjects appeared in art. In the Eastern half of the fallen Roman Empire, the Byzantine Empire would survive and persevere. Its sculptors retained features adapted from the late Roman style, and eventually the Byzantines would help to re-introduce some of the ancient Mediterranean artistic ideas into late medieval and proto-Renaissance Italy.
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      28. Anonymous, Nike of Samothrace, c. 190 BCE. Ancient Greek. Marble, height: 328 cm. Musée du Louvre, Paris.


    




    Following the conquest of Greece, the Near East, and Egypt by Alexander the Great towards the end of the 4th century BCE, Greek art entered a new cosmopolitan age, when the wealth and exotic tastes of great foreign kingdoms brought new flair to Greek sculpture and architecture. One of the most dynamic examples of this Hellenistic art is the Nike of Samothrace, which was part of a large installation at a sanctuary on the island of Samothrace in the northern Aegean Sea. In its original setting, the Nike was alighting on the prow of a warship, signalling victory. The prow, carved out of stone, served as the base for the dramatic figure. The whole piece was set into a landscape with a running fountain suggesting the waves of the sea. This combination of landscape, art and drama was characteristic of the Hellenistic period. The figure herself calls to mind the earlier Nike of the 5th century BCE (fig. 162), whose movement caused her robes to drape and fold elegantly around her. Here, however, the viewer can almost feel the wind whipping her garment from all sides. The movement of the fabric, pulling simultaneously in both directions around her legs, gives the piece a dynamism not previously seen in sculpture.
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      29. Anonymous, Stele of the Priest-King Hunting Lions, late 4th millennium BCE. Ancient Near East. Basalt, height: 78 cm. Iraq Museum, Baghdad.
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      30. Anonymous, Female Figurine of Halaf, 6th millennium BCE. Ancient Near East, Syria. Terracotta, 8.2 x 5 x 5.4 cm. Musée du Louvre, Paris.
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      31. Anonymous, Statuette of a Priest-King, around 3300 BCE. Ancient Near East, Iraq. Limestone, 30.5 x 10.4 cm. Musée du Louvre, Paris.
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      32. Anonymous, Statuette of a Woman Praying, c. 3300-3100 BCE. Ancient Near East, Susa (Iran). Alabaster, 11 x 45 x 72 cm. Musée du Louvre, Paris.


    




    

      [image: ]




      33. Anonymous, Woman Wearing a Coat, Thinite period, 3100-2700 BCE. Ancient Egyptian. Hippopotamus ivory, height: 13.5 cm. Musée du Louvre, Paris.


    




    

      [image: ]




      34. Anonymous, Statue of King Khâsekhemouy, Dynasty II, 3185-2925 BCE. Ancient Egyptian, Hierakonpolis (Egypt). Limestone, height: 62 cm. The Ashmolean Museum, Oxford.
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      35. Anonymous, Monkey Statue, Reign of Narmer, Dynasty I, 3185-3125 BCE. Ancient Egyptian. Egyptian alabaster (calcite), height: 52 cm. Ägyptische Museum, Berlin.
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      36. Anonymous, The Lady of Warka, around 3300-3000 BCE. Ancient Near East, Uruk (Iraq). White marble or alabaster, height: 21.5 cm. Iraq Museum, Baghdad.
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      37. Anonymous, Perforated Plate with a Banqueting Scene, around 2700 BCE. Ancient Near East, Oval temple Khafaladjé, Iraq. Limestone, 32 x 29.5 cm. Iraq Museum, Baghdad.
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      38. Anonymous, Eshunna Couple Praying, around 2700 BCE. Ancient Near East, Square temple of the god of Verdure, Abu, Tell Asmar (Iraq). Gypsum, shell, black limestone and asphalt (adhesive and colour), height: 72 cm and 59 cm. Iraq Museum, Baghdad.
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      39. Anonymous, Triad of Menkaure, Dynasty IV, 2694-2563 BCE. Ancient Egyptian. Greywacke, height: 96 cm. Museum of Egyptian Antiquities, Cairo.
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      40. Anonymous, Menkaure and his Wife, Dynasty IV, 2694-2563 BCE. Ancient Egyptian, Temple in the valley of Menkaure, Giza, Egypt. Greywacke, 142.2 x 57.1 x 55.2 cm. Museum of Fine Arts, Boston.
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      41. Anonymous, The Seated Scribe, around 2620-2500 BCE. Ancient Egyptian, Saqqara, Egypt. Painted limestone, inlaid eyes of rock crystal, magnesite (magnesium carbonate), copper-arsenic alloy and wood, 53.7 x 44 x 35 cm. Musée du Louvre, Paris.


    




    Inseparable from the ancient Egyptian civilisation, the profession of scribe gave rise to the creation of a specific kind of sculpture. Thus, these figures should not always be understood as portraits of scholar-officials. Indeed, as with the statue of Prince Setka, kept in the Louvre, some scribes are known to be representations of members of the royal family. This work, the model of which could not be identified, was discovered in 1850 at Saqqara, by the French archaeologist Auguste Mariette. The scribe, unusual in Egyptian sculpture, was frozen in action and this attitude seems to have been created to indicate the heir to the pharaoh Didoufri, mentioned above. Actually sitting cross-legged, the Seated Scribe was to hold in his right hand, as evidenced by the hole, the brush that allowed him to write on the papyrus that he holds on his lap with his left hand. The facial features are particularly well defined and their lack of charm is in marked contrast to the flabbiness of the abdomen, which suggests that the model should be a mature man. The inlay work, specificity of Egyptian sculpture, is remarkable here. The nipples of the man are simulated by wooden pegs. Fashioned from encrusted rock crystal, magnesite and copper, his eyes are undoubtedly the most striking feature. Like the Mona Lisa, the Louvre Scribe follows the observer with his piercing gaze, regardless of where he is admired from.
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      42. Anonymous, Man Coating a Jar with Clay, Dynasty V, 2563-2364 BCE. Ancient Egyptian, Tomb of Ptahshepses, Saqqara (Egypt). Painted limestone. Museum of Egyptian Antiquities, Cairo.
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      43. Anonymous, Prince Rahotep and his Wife, Nefret, around 2580 BCE. Ancient Egyptian. Painted limestone, height: 120 cm. Museum of Egyptian Antiquities, Cairo.
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      44. Anonymous, The Vizier Hemiunu, Dynasty IV, 2694-2563 BCE. Ancient Egyptian, Giza, Egypt. Painted limestone, height: 155.5 cm. Roemer- und Pelizaeus-Museum, Hildesheim.
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      45. Anonymous, The Great Sphinx, 2620-2500 BCE. Ancient Egyptian, Tanis, Egypt. Granite, 183 x 480 x 154 cm. Musée du Louvre, Paris.
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      46. Anonymous, Head of a Woman, Reign of Khufu, Dynasty IV, 2551-2528 BCE. Ancient Egyptian. Limestone, 23.5 x 13 x 19 cm. Museum of Fine Arts, Boston.
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      47. Anonymous, Female Head Wearing a Polos, around 2500-2400 BCE. Ancient Near East, Temple of Ishtar, Mari (Syria). Alabaster, eyes inlaid with shell, 14.8 x 12.6 x 8.8 cm. Musée du Louvre, Paris.
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      48. Anonymous, Perforated Plate with Scene of Worship, around 2450-2400 BCE. Ancient Near East. Limestone, 22 x 26 cm. The British Museum, London.
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      49. Anonymous, Ka-Aper, 2450-2350 BCE. Ancient Egyptian, Saqqara (Egypt). Wood, height: 109 cm. Museum of Egyptian Antiquities, Cairo.
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      50. Anonymous, Statue of Ur-Nansha, around 2450 BCE. Ancient Near East, Temple of Ninni-zaza, Mari (Syria). Gypsum, shell and lapis lazuli, bitumen (eyes). National Museum, Damascus.
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      51. Anonymous, Ebih He, the Superintendent, around 2400 BCE. Ancient Near East, Temple of Ishtar, Mari (Syria). Gypsum, lapis lazuli, shell, 52.5 x 20.6 x 30 cm. Musée du Louvre, Paris.
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      52. Anonymous, Miller’s Wife, around 2400-2300 BCE. Ancient Egyptian. Painted limestone 16.5 x 25.7 cm. Musée du Louvre, Paris.
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      53. Anonymous, Fragmentary Female Statuette, known as The Woman With a Scarf. Princess of the Time of Gudea, Prince of Lagash, around 2120 BCE. Ancient Near East, Tello (Iraq). Chlorite, 17.8 x 11 x 6.7 cm. Musée du Louvre, Paris.
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      54. Anonymous, Gudea, Prince of Lagash, known as Statue of the Gushing Vase, dedicated to the goddess Geshtinanna, around 2120 BCE. Ancient Near East, Tello (Iraq). Dolerite, 62 x 25.6 cm. Musée du Louvre, Paris.
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      55. Anonymous, Statue of Ishtup-ilum, around 2100 BCE. Ancient Near East, Palace of the 2nd millennium, Mari (Syria). Black basalt, 152 x 46 x 40 cm. Aleppo Museum, Aleppo.
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      56. Anonymous, Seneb the Dwarf and his Family. Ancient Egyptian, Mastaba of Seneb, Giza (Egypt). Painted limestone, 34 x 22.5 cm. Museum of Egyptian Antiquities, Cairo.
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      57. Anonymous, Ankhenes-Mery II and Pepi II, Dynasty VI, 2364-2181 BCE. Ancient Egyptian, Saqqara (Egypt). Egyptian alabaster (calcite), 39.2 x 24.9 cm. Brooklyn Museum, New York.
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      58. Anonymous, Raherka, the Inspector of the Scribes and his Wife Meresankh, around 2350 BCE. Ancient Egyptian. Painted limestone, 52.8 x 17.6 x 21.3 cm. Musée du Louvre, Paris.
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      59. Anonymous, Seal of the Scribe Add (top left) and Print from the Seal of the Scribe Add (top right), Akkad Dynasty, 2300-2100 BCE. Ancient Near East, Mesopotamia. Greenstone, height: 3.9 cm diameter: 2.5 cm. The British Museum, London.


    




    

      [image: ]




      60. Anonymous, Manishtusu Statue of the King of Akkad, around 2270 BCE. Ancient Near East, Susa (Iran). Diorite, 100 x 58 x 48 cm. Musée du Louvre, Paris.
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      61. Anonymous, Stele of Naram-Sin, around 2250 BCE. Ancient Near East, Susa (Iran). Sandy limestone, height: 200 cm. Musée du Louvre, Paris.


    




    

      [image: ]




      62. Anonymous, Head of an Akkadian Ruler, around 2250 BCE. Bronze, height: 36 cm. Iraq Museum, Baghdad.


    




    An antique oriental masterpiece of Mesopotamian art, the bronze was discovered at Nineveh, an ancient city in modern Iraq, in the temple of Ishtar, the goddess of love and war. From the end of the 24th to the beginning of the 22nd century BCE, the Akkadian empire ruled Mesopotamia as a whole. Unlike the Sumerians, who regrouped in the south, the empire matched the Akkadian peoples living north of the ancient Babylonian civilisation. Historians assume that the mask represents the founder of this empire, Sargon, or his grandson, Naram Sin. A great conqueror and excellent strategist, Sargon was at the origin of the first unified state in Asia, which enabled him to conquer other city-states of the region and to extend its domination over the entire Middle East. Abandoned at birth, Sargon, according to legends appropriate for great destinies, had a childhood reminiscent of Moses and other heroes, such as Romulus and Remus, the founders of Rome. If his grandson left in history a somewhat more negative picture than that of his grandfather, however, they both remain considered as major figures in the history of Mesopotamia.
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      63. Anonymous, Composite Female Statuette. Princess of Bactria, late 3rd millennium or early 2nd millennium BCE. Bactrian. Serpentine and calcite, 18 x 16 x 14 cm. Musée du Louvre, Paris.


    




    An ancient Eastern Region of Afghanistan, particularly prosperous in the third and 2nd millennia BCE, mainly because of its wealth in raw materials, Bactria developed at that time, a particular sculpture consisting of miniature females. The ladies, dressed in kaunakes, a traditional costume made of Sumerian wool, are usually small, between eight and fourteen inches. This one, measuring about eight inches, is already quite exceptional in its size. In addition, her dress is amplified by a crinoline and a shawl or a flounce, giving her a profile of great majesty, which is accentuated by her standing position, whereas other statues are often found in sitting posture. A ‘platform’, built on the front of the dress, was to receive arms and hands, now missing. If facial features are barely sketched, the variety of materials and colours makes a clear distinction of clothes, hair and body of the model. To date, although 40 statuettes have been discovered, their identity and function remain uncertain. Maybe they are votive statuettes, representing a goddess of Central Asian mythology, or the representation of ladies of high rank, an assumption to which these figures owe their names of Princess of Bactria.
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      64. Anonymous, Foundation nail of a canephor on behalf of the Prince-Kudur Mabuk, father of Warad-Sin and Rim-Sin of Larsa, treasure of the foundation of the Temple of Inanna, early 2nd millennium BCE. Ancient Near East, Larsa (Iraq). Bronze, nail height: 25 or 26 cm; shelf: 5.8 x 4.2 cm. Musée du Louvre, Paris.
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      65. Anonymous, Figurine of a God called The God with the Golden Hand, around 2000 BCE. Ancient Near East, Susa (Iran). Copper and gold, 17.5 x 5.5 cm. Musée du Louvre, Paris.
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      66. Anonymous, Statuette of a Royal Prince, 2nd millennium BCE. Ancient Near East. Copper, 34.9 x 9.5 cm. The British Museum, London.
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      67. Anonymous, Royal Head, known as Head of Hammurabi, early 2nd millennium BCE. Ancient Near East. Diorite, 15.2 x 9.7 x 11 cm. Musée du Louvre, Paris.
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      68. Anonymous, Mask of the Demon Humbaba, early 2nd millennium BCE. Ancient Near East. Terracotta, 8.9 x 5.6 cm. Vorderasiatisches Museum, Berlin.
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      69. Anonymous, Head of a God, early 2nd millennium BCE. Ancient Near East, Tello (Iraq), Shaped terracotta, 10.8 x 6.4 x 5.7 cm. Musée du Louvre, Paris.
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      70. Anonymous, Head of a Statue of Amenemhat III, Dynasty XII, 1991-1786 BCE. Ancient Egyptian, Lower Egypt. Greywacke, height: 46 cm. Ny Carlsberg Glyptotek, Copenhagen.
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      71. Anonymous, Statuette of a Quadrifons God, early 2nd millennium BCE. Ancient Near East. Bronze, height: 17.3 cm. Oriental Institute of Art, Chicago.
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      72. Anonymous, Statuette of a Kneeling Man, known as The Adoration of Larsa, early 2nd millennium BCE. Ancient Near East, Larsa (Iraq). Bronze and gold. Musée du Louvre, Paris.
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      73. Anonymous, Statue of a Pharaoh, probably Amenemhet II, Dynasty XII, 1991-1786 BCE. Ancient Egyptian, Licht (Egypt). Cedar wood and painted plaster, height: 56 cm. Museum of Egyptian Antiquities, Cairo.


    




    

      [image: ]




      74. Anonymous, Statue of Ka of Hor I Aouibre, Dynasty XIII, 1785-1650 BCE. Ancient Egyptian, Tomb of Hor, Dahshur (Egypt). Gilded wood with gold leaf and precious stones, height: 170 cm. Museum of Egyptian Antiquities, Cairo.


    




    

      [image: ]




      75. Anonymous, Gilgamesh Standing on the Head of Humbaba, first half of the 2nd millennium BCE. Ancient Near East, Tell Asmar (Iraq). Terracotta (burnt) and traces of red paint, 16.5 x 5 cm. Musée du Louvre, Paris.
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      76. Anonymous, Relief Depicting a Combat, early 2nd millennium BCE. Ancient Near East, Terracotta, 8 x 13.8 cm. Vorderasiatisches Museum, Berlin.
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      77. Anonymous, Code of Hammurabi, King of Babylon, 1792-1750 BCE. Ancient Near East, Susa (Iran). Basalt, 225 x 65 cm. Musée du Louvre, Paris.


    




    The sixth king of Babylon, Hammurabi, was the first to ascertain the hegemony of the city over the whole of Mesopotamia and to impose a real unity of language and law within his kingdom. Hammurabi’s Code is inscribed in the Akkadian language and is more a compendium of case law than a statement of legal texts, destined to govern his people according to the same rules of conduct and accountability for everyone. Nearly three-quarters of the work are inscribed on stone tablets; this text is one of the oldest written laws and the most comprehensive one of antiquity. The stele, first placed in the temple of Sippar before being moved to Susa in the late 2nd millennium BCE, has been found in several versions located throughout the kingdom. Thus, the code was made available and became visible to all, responding to a principle of law known and still in effect: ‘Nobody is supposed to ignore the law.’ Emblematic of the Mesopotamian civilisation, the text begins with an introduction explaining the achievements and qualities of the king, followed by court decisions. This is an exceptional source of information about this culture, in areas as diverse as family, religion, military and the economy. An epilogue, dedicated to the glory of Hammurabi, completes the text. At the top of the stele, a bas-relief shows the standing king receiving the investiture of Shamash, the Mesopotamian god of the sun, thus legitimising the rules imposed by the king.
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      78. Anonymous, Bas-relief of an Armed Warrior God, first half of the 2nd millennium BCE. Ancient Near East. Plate moulded terracotta, 11.5 x 5.5 cm. Musée du Louvre, Paris.
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      79. Anonymous, Mountain God Feeding Two Goats, 15th century BCE. Ancient Near East. Limestone, height: 122 cm. Vorderasiatisches Museum, Berlin.
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      80. Anonymous, The Sculptor Bak and his Wife Taheri, Reign of Akhenaten, Dynasty XVIII, 1379-1362 BCE. Ancient Egyptian. Quartzite, height: 67 cm. Ägyptische Museum, Berlin.
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      81. Anonymous, Stele of Baal with a Bolt of Lightning, 15th-13th century BCE. Ancient Near East, Ras Shamra. Limestone, 142 x 50 cm. Musée du Louvre, Paris.


    




    This type of monument was placed outside the temples to honour the gods and was the main means of expression that developed in the Bronze Age. Curved at the top, slightly flared at the base, this sculpture represents Baal, the Phoenician god of the storm. On the right, a little person is dominated and protected by the god. No doubt, he is the king of Ugarit, now Ras Shamra city, where the work was discovered. While some features of this bas-relief refer to Egyptian sculpture, including the two-dimensional representation of the persons, the symbolism of the work is nevertheless characteristic of the Levant. In a move like the figures of fighting gods, like Zeus or Jupiter, Baal brandished his club and planted a stick into the ground, which ends in dense foliage illustrating the benefits of the rain, and so the storm, to nature. Baal is thus depicted as the guarantor of both plant and human life. Of the nineteen steles discovered to date, this one, known as Baal with a Bolt of Lightning, is the largest, in both size and iconographic quality.
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      82. Anonymous, A Block Statue of Senenmut and Princess Neferure, Dynasty XVIII, 1570-1320 BCE. Ancient Egyptian, Karnak cachette (Egypt). Granite Gray, height: 130 cm. Museum of Egyptian Antiquities, Cairo.
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      83. Anonymous, Statue of King Idrima, 16th century BCE. Ancient Near East, Tell Atchana (Turkey). Limestone and basalt, height: 104.2 cm. The British Museum, London.
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      84. Anonymous, Statuette of a Seated God, around 1600 BCE. Ancient Near East, Qatna (Syria). Bronze, height: 18.1 cm. Musée du Louvre, Paris.


    




    

      [image: ]




      85. Anonymous, Girl With a Vase, Dynasty XVIII, 1570-1320 BCE. Ancient Egyptian, Tomb of Merneptah, Sheikh Abd el-Qurna, Western Thebes (Egypt). Boxwood, gold and ivory painted, height: 13.3 cm. Oriental Museum, University of Durham.
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      86. Anonymous, Princess Ahhotep, Dynasty XVII, 1650-1580 BCE. Ancient Egyptian. Musée du Louvre, Paris.
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      87. Anonymous, Statuette of Nefertiti, Dynasty XVIII, 1570-1320 BCE. Ancient Egyptian, Tell el-Amarna (Egypt). Limestone, height: 40 cm. Ägyptische Museum, Berlin.
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      88. Anonymous, Miniature Coffin for the Viscera of Tutankhamun, Dynasty XVIII, 1570-1320 BCE. Ancient Egyptian, Valley of the Kings (Egypt). Gold, carnelian, and glass paste, height: 39 cm. Museum of Egyptian Antiquities, Cairo.
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      89. Anonymous, Colossal Head of Amenhotep III, Dynasty XVIII, 1570-1320 BCE. Ancient Egyptian, el-Kom Heitan, Western Thebes (Egypt). Brown quartzite, 117 x 81 x 66 cm. The British Museum, London.
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      90. Anonymous, Akhenaten with the Queen or a Princess, Dynasty XVIII, 1570-1320 BCE. Ancient Egyptian. Limestone, height: 39.5 cm. Museum of Egyptian Antiquities, Cairo.
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      91. Thutmose, Bust of Nefertiti, Dynasty XVIII, 1570-1320 BCE. Ancient Egyptian, Tell el-Amarna (Egypt). Limestone and gypsum, height: 48 cm. Ägyptische Museum, Berlin.


    




    Nefertiti is one of the best-known Egyptian queens in the world, thanks to the discovery in 1912 of the bust sculpted by Thutmose in the 2nd millennium BCE. Unearthed at Tell el-Amarna in the workshop that is believed to have belonged to the official sculptor of Akhenaten, of whom Nefertiti was the great royal wife, the realistic bust impresses by the beauty of the model. The fineness of the representation, the bright colours and delicate facial features make this royal sculpture one of the masterpieces of ancient Egypt. During her lifetime, the queen played a major political role next to her husband and was famous for her outstanding beauty, Nefertiti’s name means also, in Egyptian, ‘the beautiful woman has come’. Next to the Pharaoh, Nefertiti exerts a significant influence on the cultural and religious changes, concerning the abolition of the cult of Amon and the advent of Aton, initiated by her husband. Faithful to the sun god, even after the death of Akhenaton, Nefertiti died at the age of 35 years after having withdrawn, probably for personal reasons, from public life. Like her uncertain origins, her tomb is one of the great mysteries of Egyptology. It is likely that when she died, her body was buried beside the one of Akhenaton at Tell el-Amarna. However, no remains have yet been found. No doubt, the bodies were desecrated like numerous remains of the Amarna period, or transferred to Thebes when the city of the heretical pharaoh was abandoned.
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      92. Anonymous, Perforated Relief, mid-2nd millennium BCE. Ancient Near East, Temple of Ninhursag, Susa (Iran). Alabaster, 14 x 13 cm. Musée du Louvre, Paris.
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      93. Anonymous, King Amenhotep IV Akhenaton, Reign of Akhenaten, Dynasty XVIII, 1379-1362 BCE. Ancient Egyptian, pillar fragment of a building built at the east of Karnak (Egypt). Painted sandstone, 137 x 88 x 60 cm. Musée du Louvre, Paris.
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      94. Anonymous, Akhenaton, 1353-1335 BCE. Ancient Egyptian, Karnak (Egypt). Sandstone, height: 396 cm. Museum of Egyptian Antiquities, Cairo.
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      95. Anonymous, A Princess of the Family of Akhenaten, Reign of Akhenaton, Dynasty XVIII, 1379-1362 BCE. Ancient Egyptian. Painted limestone, 15.4 x 10.1 cm. Musée du Louvre, Paris.


    




    

      [image: ]




      96. Anonymous, Queen Blanche, known as Meritamon, Reign of Ramses II, Dynasty XIX, 1304-1237 BCE. Ancient Egyptian, Western Thebes (Egypt). Painted limestone, height: 75 cm. Museum of Egyptian Antiquities, Cairo.
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      97. Anonymous, Statue of the Goddess Sekhmet, Reign of Amenhotep III, Dynasty XVIII, 1405-1367 BCE. Ancient Egyptian, Temple of Mut, Karnak (Egypt). Diorite, 61 x 229 x 105 cm. Musée du Louvre, Paris.


    




    

      [image: ]




      98. Anonymous, Akhenaten and Nefertiti, after year 9 of the reign of Akhenaton, Dynasty XVIII, 1379-1362 BCE. Ancient Egyptian. Painted limestone, 22.2 x 12.3 x 9.8 cm. Musée du Louvre, Paris.
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      99. Anonymous, Queen Tiy, Kom, around 1352 BCE. Ancient Egyptian, Medinet el-Gurab (Egypt). Yew, ivory, silver, gold, lapis lazuli, clay, and wax. Ägyptische Museum, Berlin.
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      100. Anonymous, Brick Panels Moulded with Bull-Men, Palms and Goddess, front view, mid-12th century BCE. Ancient Near East, Temple of Inshushinak, Susa (Iran). Pottery. Musée du Louvre, Paris.
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      101. Anonymous, Female Character, Idol, 1000-750 BCE. Ancient Near East, Lorestan (Iran). Bronze, height: 22.4 cm. Museum Rietberg, Zurich.
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      102. Anonymous, Figurine of a Hittite God, 14th-13th century BCE. Ancient Near East, Yozgat (Turkey). Lost-wax casting, 3.9 x 1.3 x 1.3 cm. Musée du Louvre, Paris.
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      103. Anonymous, Idol, around 1000-750 BCE. Ancient Near East, Lorestan (Iran). Bronze, height: 8.9 cm. Museum Rietberg, Zurich.
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      104. Anonymous, Kudurru King Shipak Meli-II, reign of Meli-Shipak II, 1186-1172 BCE. Susa (Iran). Black limestone, 65 x 30 x 19 cm. Musée du Louvre, Paris.
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      105. Anonymous, Lower Part of a Quiver, 1000-750 BCE. Ancient Near East, Lorestan (Iran). Bronze. Musées royaux d'Art et d'Histoire, Brussels.
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      106. Anonymous, Quiver Plate, 8th-7th century BCE. Ancient Near East, Lorestan (Iran). Bronze, 43.9 x 16.8 cm. Musée du Louvre, Paris.
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      107. Anonymous, Quiver Plate (detail), 8th-7th century BCE. Ancient Near East, Lorestan (Iran). Bronze. Musée du Louvre, Paris.
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      108. Anonymous, Heroes Mastering a Lion, Reign of Sargon II, 721-705 BCE. Ancient Near East, Khorsabad Palace, Dur-Sharrukin (Iraq). Alabaster, 552 x 218 x 63 cm. Musée du Louvre, Paris.
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      109. Anonymous, Male Figure, Idol, 9th-8th century BCE. Ancient Near East, Lorestan (Iran). Bronze, height: 9 cm. Musée Cernuschi, Paris.
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      110. Anonymous, The Cat Goddess Bastet, Reign of Psammetichus I, Dynasty XXVI, 663-609 BCE. Ancient Egyptian. Bronze and blue glass, 27.6 x 20 cm. Musée du Louvre, Paris.
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      111. Anonymous, Winged Sphinx Found in Fort Shalmaneser, 9th-8th century BCE. Ancient Near East, Nimrud (Iraq). Ivory, 6.9 x 7.7 x 1 cm. The British Museum, London.
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      112. Anonymous, Statue of Amenardis I, Dynasty XXV, 751-656 BCE. Ancient Egyptian, Karnak (Egypt). Egyptian alabaster (calcite), height: 170 cm. Museum of Egyptian Antiquities, Cairo.
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      113. Anonymous, The “Auxerre Kore”, c. 640-630 BCE. Ancient Greek. Limestone, height: 75 cm. Musée du Louvre, Paris.


    




    In the 7th century BCE, Greek sculptors first began to create large-scale sculpture in stone. The tradition grew out of the production of small bronze and terracotta figurines, produced in Greece as early as the 10th century BCE. With this piece, the artist changed the conception of sculpture, from small, portable figurines to large, free-standing sculpture, of the type so well-known in later Greek art. In this early example, which stands less than a metre high, the influence of Egypt can be seen in the patterned, wig-like hairstyle and the stiff, frontal stance. She is modestly dressed in a long, patterned gown and shawl, simply adorned with a broad belt. Her hand is raised to her chest in a reverent gesture. Most likely created for placement in a sanctuary, this “Kore,” or female figure, would have represented either a devout young woman, or a goddess to whom a prayer was offered.




    

      [image: ]




      114. Anonymous, Amulet with the image of Her-Shef, Reign of Neferkarê Pepiseneb, Dynasty XXIII, 740-725 BCE. Ancient Egyptian. Gold, 6 x 0.7 x 1.7 cm. Museum of Fine Arts, Boston.
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      115. Anonymous, Kleobis and Biton, Apollo Sanctuary, Delphi, c. 610-580 BCE. Ancient Greek. Marble, height: 218 cm. Archaeological Museum of Delphi, Delphi.


    




    Kleobis and Biton are life-size statues that were found in the sanctuary at Delphi. An inscription identifies the artist as coming from Argos, on the Peloponnesus. The sculptures’ origin in Argos links them to the mythical twins Kleobis and Biton. These young men from Argos were said to pull a cart a full five miles in order to bring their mother to a festival dedicated to the goddess Hera. In return, Hera granted the men what was seen as a great gift: a gentle death while sleeping. The brothers fell asleep after the festival and never woke up. Their great strength, devotion to their mother, and their early deaths were memorialised in dedicatory statues offered at the great sanctuary at Delphi, according to the historian Herodotus. These statues, which may be those described by Herodotus, are close in date to the Dipylon Head (fig. 120) and share the same Egyptian style and decorative, incised details.
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