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Director’s Note

he sobriquet “Metropolitan

Z00” might be applied

very appropriately to the

galleries of our depart-
ment of Egyptian art. Thousands of
birds, animals, and reptiles—feath-
ered, furred, and scaled—from ante-
lope to zebu, from %s inches to almost
four feet, in media from alabaster to
obsidian represent thousands of years
of Egyptian animal art. Throughout
the Museum’s collections, man’s rela-
tionship with creatures is seldom so
sensitively portrayed.

Herbert E. Winlock, the brilliant
Egyptologist and director of the Metro-
politan from 1932 to 1939, wrote in a
December 1923 Bulletin that Egyptian
artists seemed to enjoy drawing ani-
mals, taking “far more interest in try-
ing to draw such subjects than in
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making the slavish copies they were
hired to produce,” and “in their off
times . . . amused themselves sketch-
ing snatches of life on flakes of the
paper-white limestone which littered
the ground.” Winlock cited our horse
(no. 70) “drawn rubbing his muzzle
against his outstretched foreleg” as (in
Winlock’s understanding) “surely a
pure experiment, for probably no scene
in the tomb contained any such fig-
ure.” And a hippopotamus (no. 35), a
quintessential Egyptian beast and rel-
ative of our “mascot,” William (back
cover), caught his eye: “One of the
most charming bits that have ever
come out of Egypt is on a flake of
whitest limestone about the bigness
of the palm of a man’s hand. Some
temple sculptor has been asked how he
would draw a hippopotamus and,

Volume LII, Number 4 (ISSN 0026-1521)

picking up this flake, he has portrayed
a sedate beast of a purplish brown hue
with pink eyes and belly and an enor-
mous jowl indicated with a few swift
strokes of black.” We share his delight.

The leader of this Bulletin “safari”
is Dorothea Arnold, curator in charge
of the Egyptian Art Department,
whose fascination for the subject is
clearly evident in her inspired text. To
ensure zoological accuracy, she called
upon James G. Doherty, general cura-
tor of mammals at the Wildlife Con-
servation Society. We hope that their
efforts will enhance your enjoyment
of all the Egyptian creatures “at large”
in our galleries.

Philippe de Montebello
Director
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nimal representations are

a delight to every friend

of Egyptian art. Through

keen observation and an
unerring grasp of each animal’s essen-
tial features, Egyptian artists achieved
images that even today can be in-
stantly recognized and appreciated.
Animals, moreover, are everywhere in
Egyptian art. They appear in hiero-
glyphic script and architectural deco-
ration, in sculpture, relief, painting,
and the minor arts. And wherever
artists included animals, they also por-
trayed the easy, natural bond between
animals and Egyptians. It was clearly a
partnership of mutual dependence,
and neither man nor animal could
have existed in quite the same way
without each other.

Equally apparent to viewers of
Egyptian art is the abundance of ani-
mal life during pharaonic times.
Today, roughly one-third of all species
depicted in this Bulletin have van-
ished from Egypt under pressure from
climatic changes or ever-increasing
human activities. These factors did
not originate solely in the modern
industrialized age, but began even
before the establishment of a unified
Egyptian state around 3200 B.c. and
have affected the Egyptian fauna ever
since. Egyptian art bears witness to
the gradual disappearance during
ancient times of elephants, giraffes,
baboons, aardvarks, and sheep with
horizontal spiraling horns. But an-
cient representations also document the
continued presence of lions, cheetahs,
leopards, hippos, and sacred ibises—
all extinct, or nearly so, in Egypt
today—throughout pharaonic history.

Introduction

As elsewhere around the world,
humans in the Nile valley not only
caused many animals to disappear but
also imported foreign species and
changed indigenous ones through
breeding and domestication. Notable
newcomers to Egypt, again as shown
in its art, are Ovis platyura, sheep with
forward-bending horns and thick
fleece, which arrived at the beginning
of the Middle Kingdom (ca. 2040 B.C.);
horses, at the beginning of the New
Kingdom (ca. 1550 B.C.); chickens,
during the New Kingdom and Persian
times (525—404 B.C.); and camels, in
the time of the Ptolemies (304—30 B.C.).

Most domesticated animals known
to have lived in Egypt during phara-
onic times were probably introduced
into the country as such. For instance,
one possible site where domestic
cattle are thought to have been devel-
oped from their wild ancestors is in
the Saharan region of Africa when it
was brushland and steppe (ca. 10,000—
6000 B.C.). Domesticated cattle could
have come into Egypt from some
such source. Sheep and goats may
have been first domesticated in the
Near East and then imported to
Egypt, whereas the Egyptians proba-
bly had a hand in breeding their own
dogs, pigs, donkeys, and cats.

During the Old Kingdom (ca. 2650
2150 B.C.), artists’ representations
record efforts to domesticate steppe
animals such as antelope, gazelles,
barbary sheep, and hyenas. These at-
tempts failed, however, and were later
given up altogether. Most fowl, with
the exception of geese, remained wild
throughout pharaonic history. Ducks,
herons, and cranes were caught in the

marshes and then fattened in captiv-
ity, but they did not breed under
those conditions, so their physical
appearance did not change, as is usual
with domesticated animals. Some
creatures of the wilderness—lions,
cheetahs, leopards, monkeys, baboons,
and ichneumons (or mongooses), for
example—were tamed and kept as
pets or in menageries, but they, too, re-
mained essentially wild. It seems that,
especially during the Old Kingdom,
the boundary between wild and
domesticated animals was not as rigid
as it is today. Steppe and marshland,
after all, existed as intact environ-
ments, home to whatever animals the
people of the region wanted to use.
The basis of the ancient Egyptians’
close relationship to animals was re-
ligious. From the earliest times,
Egyptians experienced the divine in
living creatures. Not that animals in
general were venerated as gods among
the Egyptian people, who, after all,
hunted for food and sport and farmed
and bred cattle with a totally self-
centered practicality. Ample source
material, however, testifies to the Nile
dwellers’ profound awe of the many
creatures who shared their land and
existence: to fly like a bird, smell as
keenly as a dog, run as swiftly as a
cheetah, or jump as powerfully as a lion
were clearly beyond human capa-
bilities. Animals also act by instinct,
as if in possession of extraordinary
wisdom, and they communicate not by
speech but by body movement and
eye contact. Superhuman powers and
ways of behaving that were mysteri-
ous to the people of ancient times
suggested animals shared part of their
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existence with the gods, and through
them contact could be made with the
divine.

One way to express reverence of the
divine in animals was through the use
of animal images in art and religion. A
New Kingdom hymn exclaims:

Hail to you, Aten of daytime,
Creator of all, who makes them live!
Great falcon, brightly plumed.
Beetle who raised himself.

In this text the character of the solar
deity is described first through associ-
ation with a brightly colored falcon
who triumphantly soars into the sky,
then by identification with a scarab
beetle who crawls on the fertile earth
pushing its mysterious dung ball,
which is the shape of the sun disk. In
each case the image calls on common
human observation of and experience
with a particular animal and thereby
evokes the properties of a deity.

It is important to realize that to
Egyptians, these images were more

than purely poetic metaphors, and the
same is true for the pictorial represen-
tations of the god Horus as a falcon or
the rising sun as a beetle. Images, ac-
cording to Egyptian belief, were enti-
ties with lives of their own, and the
picture of a falcon, beetle, or other
animal not only described the god but
could stand in for the deity as a vis-
ible and tangible manifestation of the
invisible and intangible. This under-
standing of images is closely related

to magic. Animals, indeed, played a
great role in Egyptian thaumaturgy,
and many amulets and magical objects
used animal imagery.

The perceived substantiality of
divine animal images notwithstand-
ing, no Egyptian thought that the sun
god actually looked like a falcon or
beetle, and every worshiper knew that
no single image conveyed the totality
of a deity. This is why in texts such as
the one quoted above the images shift
from one animal to another, and in
pictorial art a deity can appear in a

single context in the form of various
animals or as the same animal in dif-
ferent poses.

The knowledge that no one image
can fully represent the essence of a
deity also contributed to that most
puzzling creation of Egyptian art, the
god with a human body and an animal
head (nos. 14, 28). Again, Egyptians
unquestionably did not think that any
of their deities were actually formed
that way. The images are conceptual
and should be “read” part by part,
like hieroglyphic script. The human
body informs the viewer that no ordi-
nary animal is depicted, and the
animal head signals the superhuman
properties of the deity. It is solely due
to the Egyptian artists’ imaginative
abilities that such theoretically con-
ceived pictograms became convincing
creatures of a third kind.

Egyptian representations differen-
tiate clearly between the combined
human-and-animal image of a god
and depictions of persons wearing
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Fig. 1. A scribe notes the spoils of the hunt. Drawing after a painting in the tomb of Rekhmire at Thebes, Dynasty 18, ca. 1425 B.C.
From Norman de Garis Davies, The Tomb of Rekh-mi-Re at Thebes, Publications of The Metropolitan Museum of Art

Egyptian Expedition, vol. 11 (New York, 1943), pl. 44




Fig. 2. Hieroglyphic sign depicting a ram and designating the
syllable £hnum in the name of the tomb owner. Watercolor fac-
simile after a painting in the tomb of Khnumhotep at Beni
Hasan, Dynasty 12, ca. 1897—1878 B.c. Norman or Nina de
Garis Davies, 1931. Rogers Fund, 1933 (33.8.9)

animal masks, such as the jackal
masks that were worn by priests dur-
ing funeral and temple rites and the
lion masks that magicians wore on
their heads. The practice of wearing
masks—known from many cultures
all over the world—is based on the
understanding that by slipping into
an animal image, a person can step
out of humanness to become another
being that wields divine power.

If the images of animals evoked the
presence of deities and spirits, it is not
astonishing that individual living ani-
mals could serve as repositories for
gods, in much the same way that,
according to Egyptian belief, statues
offered a god places of materializa-
tion. The individual animal chosen
for such a role—for instance, the Apis
bull (no. 66)—was often singled out
from others of the species by being

marked bodily in a certain manner,
and after its death another individual
bearing the same markings would be
installed. The species as a whole was
not included in such worship.

A different matter was the belief
that entire species, such as cats, ibises,
and crocodiles, were sacred to certain
deities, who might have an affinity
with the particular animal that was also
expressed in images of the deity. Such
beliefs became especially strong in the
Late Period (664—332 B.c.) and Ptole-
maic and Roman times (304 B.Cc.—
A.D. 395) and resulted in the custom
of embalming thousands of animals
from certain species and burying them
in vast underground cemeteries
(no. 45). One may be tempted to see
in such proliferation a sign of decline
in the spontaneous awe that charac-
terized man’s attitude toward animals

Fig. 3. Hyena at bay. Watercolor fac-
simile after a painting in the tomb of
Amenemope at Thebes, Dynasty 18,
ca. 1400-1390 B.C. Charles K.
Wilkinson, 1920—21. Rogers Fund,
1930 (30.4.123)

in earlier periods. However, the basic
concept underlying the Late Period
sacred animal rites was deeply rooted
in Egyptian religious thinking, which
considered animals to be the “external
souls” or potencies (baw) of a god.
The animals of Egypt were not
merely useful companions; many were
dangerous, life threatening, and
destructive. The Egyptians neverthe-
less did not categorize the animal
world as either good or evil. On the
contrary, Egyptians had what seems at
first to be an ambivalent attitude
toward most animals. Hippos, croco-
diles, turtles, and other species appear
to have represented beneficial quali-
ties at some times and evil aspects at
others (nos. 33—37). This phenome-
non was so widespread that the word
“ambivalence” seems inadequate.
Modern logic finds a contradiction in
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a duality that for the ancient people
was an inherent quality of existence.
Animals, for the Egyptians, were nei-
ther solely beneficial nor exclusively
evil, but embodied forces of life beyond
good and evil.

Central to all understanding of life
in ancient Egypt is the concept of
cyclic renewal. Animals demonstrated
their role in the ever-recurring rebirth
of nature and the universe through
their ability to procreate and multiply.
It was this fact that made represen-
tations of animal life appropriate
decorations for tombs. Many such
depictions incorporated dangerous
predators, such as wildcats or croco-
diles, their evil intentions directed
especially against the young. Renewal,
according to Egyptian thought, was
the outcome of a never-ending struggle
between creative and destructive
forces. In this struggle the forces of

turmoil and destruction were as nec-
essary and real as the triumphant
forces of life and order. Therefore, it
must have seemed deeply meaningful
to the Egyptians that potentially
destructive and life-threatening ani-
mals, such as hippos and crocodiles,
lived in the marshland’s muddy
waters. Muddy water was considered
the quintessential environment of cre-
ation, since it was from the sodden
fields after the annual flooding by the
river Nile that fresh life-sustaining
vegetation grew. The hippo, therefore,
its heavy figure decorated with marsh-
land plants, symbolically combines
the dangers of destruction and the
renewal of life in one potent image
(see back cover).

The ancient Egyptians’ attitude of
awe toward an animal world that incor-
porated a multitude of deities and
forces of life was neither contradicted
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nor diminished by the equally strong
conviction that animals shared with
humans protection by a supreme deity,
whose most important representative
was the solar god Re. In this religious
context man derived confidence and
consolation from the contemplation
of the god’s wise provision for all crea-
tures, and animals appeared as the
siblings of humans.

In Egyptian art this aspect of ani-
mal life proved to be one of the most
important incentives in rendering
animals with precision and care. In
literature many texts, especially of the
New Kingdom, express the same
thoughts. The following hymn is
addressed to the sun god:

You are the one who has created all
that exists,

Who creates the herbs from which the
cattle live,

And the tree of life for mankind,

Who brought forth the river which
lets the fishes live,

And the birds who fill the sky.

Who gives air to the one in the egg;

Who keeps alive the young of the
snake,

Who creates what the mosquito lives
off,

As well as worms and fleas;

Who cares for the mice in their dens

And keeps alive the beetles in all kinds

of wood.

Fig. 4. Late Period animal amulets and
figurines in Egyptian art gallery 22



The Egyptian Desert
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n the most famous literary work
of ancient Egypt, Sinuhe, a
nobleman, fearing the wrath of
a new pharaoh, flees Egypt and
crosses the eastern desert into Asia.
Years later, as an old man, he returns
and describes his perilous journeys:
“An attack of thirst overtook me,”
he writes about adventures during his
desert crossing. “I was parched, my
throat burned. I said, “This is the taste
of death.” To the ancient Egyptians
the vast arid lands flanking their fer-
tile valley could indeed carry the threat
of death. If they ventured beyond the
valley margins, they might suffer as
did Sinuhe, fall victim to predators,
or encounter strange and foreign
people. It must have seemed fitting
that the desert was a “land of death,”
where the Egyptians buried their dead.
However, the desert was also the
bountiful realm that provided stone
for Egypt’s magnificent buildings and
statuary, gold and semiprecious gems
for jewelry, metals and minerals for
luxury goods and weapons, and clay

for pots. Most importantly, in ancient
times the Egyptian desert was teeming
with wildlife.

During the prehistoric period and
the Old Kingdom, the areas border-
ing the Nile valley on the east and
west were steppe rather than barren
wasteland, supporting patches of grass,
shrubs, and even occasional trees.
Minor watercourses and sporadic rains
nourished the plants, and the vegeta-
tion in turn sustained a rich variety of
animals. For humans living in the
Nile valley, wild steppe game consti-
tuted an important source of food in
these early times and served as offer-
ings to the gods through all periods of
Egyptian history. Hunting steppe ani-
mals in the wide open lands gave
kings and nobles ample opportunities
to prove their valor and feel them-
selves to be masters of the universe.

In Egyptian religion the existence of
abundant animal life in the “land of
death” became a potent symbol of life
after death. Innumerable representa-
tions of desert and steppe animals in

tombs and royal funerary monuments,
as well as the use of such animals as
amuletic objects, are evidence of this.
During the whole pharaonic period,
wild herd animals such as antelope
and ibex and predators such as lions
and leopards roamed the steppe while
it turned gradually into desert. Many
other creatures—from tiny jerboas,
whose long hind legs enabled them
to perform acrobatic leaps, to hedge-
hogs and wildcats—made their homes
in the hilly steppe region. There were
still elephants and giraffes in this area
in fourth millennium Egypt, but they
gradually diminished as cultivation,
raising livestock, and clearing wood-
land, along with climatic changes,
caused steppe vegetation to recede.
Today, although the Egyptian desert
still supports some vegetation and wild-
life, man has brought many Egyptian
desert species to the brink of extinction,
and the desert and steppe environ-
ments that the ancient Egyptians
knew can be found only in present-
day Sudan or farther south.



1. Comb

Predynastic, ca. 3200 B.C. Ivory; h. 2% in.
(5.7 cm). Theodore M. Davis Collection,
Bequest of Theodore M. Davis, 1915
(30.8.224)

The animals minutely carved in relief
on this small comb (its teeth now
missing) have been identified with
more or less certainty. On one side
(from the top) are a row of elephants
standing on giant cobras, then one
of a stork, which has a snake under its
beak (indicating either its food or the
wetland environment it inhabits),
leading a giraffe, three more storks,
and a heron or crane. The next three
rows include a dog attacking the
hindmost of three large felines, a line
of antelope (possibly one gazelle and
three oryx), and a line of what might
be dogs or pigs, ending in a star or
flower. On the comb’s other side the
top two rows are repeated, but below
them are canids (jackals?) in a row,
followed by cattle or wild bulls, and
again a line of dogs or pigs. The ani-
mals alternate directions from row to
row. This creates an impression of
continuity and perpetuity, while the
fact that the entire space is filled with
animals speaks of an overwhelming
abundance of animal life.

The elephants are more schemati-
cally presented than the other animals,
and their position atop the serpents
seems to be symbolic. The mythology
of many African peoples associates ele-
phants and serpents with the creation

8

of the universe. The uppermost row
of each relief may thus represent a cre-
ative deity to whom the rest of the
animals owe their existence. No human
being is depicted on the comb, but the
presence of the attacking dog—shown
as domesticated by its upward-curling
tail—hints at the existence of man,
the hunter. Comparison with phara-
onic representations, such as the
drawing in number 12, may even sug-
gest that this dog belongs to a ruling
chieftain or king.

While ivory in pharaonic times
was very often of hippo tooth, this
comb is made of elephant ivory, an
indication that elephants may still
have been roaming the desert-steppes
at the end of the fourth millennium
B.C. By the beginning of dynastic his-
tory, elephants and giraffes were gone
from Egypt, and today lions no
longer live there.

2. The Hunt in the Steppe

Saqqara, Dynasty s, probably ca. 2350 B.C.
Limestone; h. 23% in. (60.3 cm). Rogers
Fund, 1908 (08.201.1g)

The bow and arrow was the most im-
portant hunting weapon in ancient
Egypt, but during the Old and early
Middle Kingdoms grazing animals
were often hunted with lassos after
the herd had been driven into a stock-
ade. It was important to catch the
animals alive so that they could be fat-
tened in captivity before they were
slaughtered. One detail (top) shows an
ibex, Capra ibex nubiana, being roped
in the hilly landscape of the steppe.
The pen is not represented in this
relief, as it is in many other hunting
scenes. Dogs accompany the hunts-
men; in the other detail (bottom)

one hound catches a Dorcas gazelle,
Gazella dorcas, by the leg, while
another attacks a hyena. A hare and a
gazelle crouch behind trees and bushes
to escape the hunters. Hieroglyphic
inscriptions give the animals’ names
and describe the lasso hunt.

In addition to the well-known
complete tomb of Perneb, the Museum
owns the funerary chapel of Prince
Ra-m-kaj. The details here are taken
from a relief on its south wall. The
prince and heir to the throne must
have died prematurely, because a
tomb originally carved for a judge
named Neferiretnes was adapted for
his interment.
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3. Gazelle

Dynasty 18, ca. 1400 B.C. Tinted ivory,
wood, and blue-pigment inlay; h. 4% in.
(11.5 cm). Purchase, Edward S. Harkness
Gift, 1926 (26.7.1292)

A love poem of the New Kingdom
likens the passion of the lover to the
intensity of a gazelle as it flees the
hunter:

O that you came to your sister [lover]
swiftly,

Like a bounding gazelle in the wild;

Its feet reel, its limbs are weary,

Terror has entered its body.

A hunter pursues it with his hounds.

This elegant ivory gazelle seems
poised for just such a flight, its slen-
der legs set daintily on the uneven
ground of the steppe. It stands among
desert plants that are incised into the
wooden base and filled with blue pig-
ment. The plump little body is
smooth and lustrous, the head held
alertly on a swanlike neck, and the
circular eyes tinted a velvety brown.

Purple coloring on the forehead and

muzzle, as well as asymmetrically
applied purple-brown lines on the
back and tail, may indicate differ-
ences in the shading of the fur. The
hooves are dark brown. The animal’s
ears are broken off, and the horns,
originally made of another material,
are missing.

The gazelle statuette was most
probably part of a rich burial equip-
ment. In this context the animal
served as a symbol for the powers of
renewal that Egyptians attributed to
all desert and steppe animals. The
Museum also possesses the mummy
of a real gazelle that was buried with
the coffin of a Theban lady of
Dynasty 26 (664—525 B.C.).

4. Weight of Three Deben in the
Shape of a Gazelle

Dynasty 18, reign of Amenhotep III,

ca. 1390—1353 B.C. Bronze; h. 2/ in.

(5.4 cm). Purchase, Lila Acheson Wallace
Gift, 1968 (68.139.1)

The artist who shaped this bronze
gazelle was a master of carefully ob-
served details. The neck stretches
from its humped base in a natural,
anatomically correct manner. The
muscles of the hindquarters are tensed,
reflecting the weight resting on the leg
joints. Heavy, drooping lids half cover
the eyes, and the animal’s nostrils are
flared as if scenting the air. The artist
has captured the qualities of the hard
knobby horns and the soft furry ears.

Three incisions on the back of the
animal indicate that the figure was
supposed to weigh three deben (273
grams), which is slightly more than its
actual weight of 261.8 grams, a differ-
ence caused by corrosion. Bronze
weights in animal form were com-
mon during the New Kingdom. They
were mainly used to weigh gold that
served as payment and tribute or was
used by jewelers or other craftsmen in
their work.
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s. Antelope Head

Dynasty 27, 525—404 B.C. Graywacke, inlaid
Egyptian alabaster and agate eyes; h. 3% in.
(9 cm). Purchase, Rogers and Fletcher
Funds and Joseph Pulitzer Bequest, 1992

(1992.55)

The sculptor has shaped this head of
an antelope so skillfully that a distinct
impression of its delicate, thin bone
structure is conveyed. The skin is
stretched over tense sinews and lean
flesh. The soft, sensitive muzzle seems
well adapted to sample desert herbs
and grass. The eyes, almond shaped
with luminous alabaster inlays for

the eyeballs, are especially striking.
The remaining agate inlay of the right
pupil—bluish purple with a gray
outer circle—lends a hypnotic quality
to the antelope’s gaze. Originally
horns of ivory or gilded wood were
attached to the head by tenons.

Only recently have gazelles, ante-
lope, and ibex become scarce to the
point of extinction in Egypt. Even at
the time this head was made, how-
ever, it was probably rare for the ordi-
nary nonhunting Egyptian of the
alluvial land to encounter one of these
elegant creatures. The sculptor cer-
tainly reflected in his work an expres-
sion of awe at the quasi-miraculous
appearance of the animal.

The head—a masterpiece of Late
Period animal sculpture—was most
likely not part of an entire figure but
rather crowned the prow of a ceremo-
nial boat dedicated to the god Sokar,
who was in charge of the desert and
the pyramid cemeteries near Egypt’s
capital, Memphis.

6. Ibex

Dynasty 18, ca. 1550-1300 B.C. Faience
(figures of a crocodile and a fish engraved
on underside); h. % in. (1.2 cm). Purchase,
Edward S. Harkness Gift, 1926 (26.7.50)

7. Ibex

Late Dynasty 18, probably reign of
Amenhotep III, ca. 13901353 B.C. Mottled
semitranslucent cryptocrystalline quartz
closely resembling jasper (horn damaged;
two holes drilled on underside, one each,
front and back); h. 1 in. (2.5 cm). Purchase,
Vaughn Foundation Gift, 1980 (1980.2)

The ancient Egyptians considered the
ibex to be a good-luck charm and
symbol of renewal. Ibex figures often
decorated New Year’s gifts, and in
“Happy New Year” inscriptions an

ibex frequently served as the hiero-
glyphic emblem for the word “year.”

These two representations of re-
cumbent ibex are markedly different
from each other in posture and ex-
pression. The faience animal on its
little base might be crouching behind
a bush during a hunt. Eyes wide open
and head only slightly raised from the
forelegs, the animal seems to be lis-
tening and sniffing for the dreaded
hunter and his dogs. In contrast, the
quartz ibex lifts its head proudly on
an upright neck. In a posture recalling
the bronze gazelle (no. 4), both
forelegs are bent backward and the
body rests gracefully on the left
haunch. Despite the small size of
the figure, the artist has conveyed the
uneven weight distribution with
remarkable accuracy. The animal’s body
is curved, and the left hind leg has dis-
appeared under the haunch. This pose
was used for the large ram sculptures
that King Amenhotep III dedicated to
the god Amun-Re at his temple of
Soleb, Upper Nubia. The strong in-
fluence such large sculptures exerted
on the minor arts is reflected in the
small figures of this ibex and the
bronze gazelle.

The two ibex figures served as
adornment. The faience one is pierced
horizontally to fit into a ring. The
quartz ibex may have decorated an
elaborate perfume vessel, in which
case it would have been attached by
pegs or tubes protruding from the un-
derside and by pieces of wire securing
it front and back.
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8. Statuette of the God Anubis as
Embalmer
Ptolemaic Period, 304—30 B.C. Wood with

gesso and paint; h. 16% in. (42 cm). Gift of
Mis. Myron C. Taylor, 1938 (38.5)

This wooden figure represents the
god Anubis with a canid head on a
human body, wearing the feather
costume of Egyptian deities. In this
pose—hands raised, palms down-
ward—the god performed purifi-
cation and transfiguration rites over
a mummy. During the actual mum-
mification process, a priest wearing a
canid mask played the role of Anubis.

9. Stag Protome from a Diadem

Hyksos Period, Dynasty 15-16, ca. 1640~
1550 B.C. Gold; h. of protome 3% in.
(8.8 cm). Purchase, Lila Acheson Wallace
Gift, 1968 (68.136.1)

The Persian fallow deer, Dama
mesopotamica, came to Egypt by way
of the Suez isthmus in the Pleistocene

era. The species was rare even during
pharaonic times and lived not in the
steppe proper but in the brush at the
border of the agricultural lands. It is
likely that few Egyptians actually saw
this shy animal, although from the
Old through the New Kingdom rep-
resentations of the magnificent stags
appear in images of the hunt in the
desert.

The artist who hammered this cen-
ter protome from sheet gold for the
crown of a Hyksos lady of high rank
created such a detailed image that he
must either have seen the actual crea-
ture or based his work upon another
artist’s close observation. The head
shows all the essential characteristics
of the species: the majestic dimen-
sions, triangular furrowed brow, puffy
cheeks, rectangular nose, and large
funnel-shaped ears. Even minor details
are well represented, from the knobby
circles around the base of the antlers—
indicated by twisted gold wire and
repeated around the ears—to the pores
in the flesh of the nose. These natural-
istic features, as well as the technique of
manufacturing three-dimensional ob-
jects by joining two hammered halves,
is so essentially Egyptian that the
piece must undoubtedly be attributed
to an Egyptian artist.

The diadem is also adorned with
heads of gazelles and lotus blossoms.
Beginning in the Old Kingdom,
headbands with papyrus and lotus
ornaments were frequently worn
by Egyptian women. The combina-
tion of marsh flowers and horned
desert-animal heads has a foreign
character, however, that may best be
attributed to the taste of a Hyksos
client with strong ties to the Canaanite
Middle Bronze Age culture.

10. Head of a Canid, Possibly a
Jackal

Late Period, 664—332 B.c. Gypsum plaster;

L. 2% in. (6.4 cm). Rogers Fund, 1974
(1974.264)

The classification of wild canids—
for instance the Egyptian jackal, Canis
lupaster, and the wild dog—living at
the margins of the Egyptian desert
causes problems even for zoologists. It
is not surprising, therefore, that the
ancient Egyptians did not distinguish
particular canid species in their repre-
sentations of gods, such as the necrop-
olis god Anubis (see no. 8); Duamutef,
one of the four sons of Horus; or
Wepwawet, the god of Asyut, a town
in Middle Egypt. This sensitively
modeled plaster head could have
served to depict any of these deities.
The use of plaster and the rough, un-
modeled area around the ears indicate
that the head was cast in a mold.
Recent research has shown that
Egyptian artists used a variety of finely
graded plaster materials for trial
pieces and finished works of art. This
small head is in a class with Old King-
dom “reserve” heads and the famous
New Kingdom plaster portraits from
an artist’s studio at Amarna. In the
latter workshop, mold casting was
also practiced.
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11. Anubis Recumbent

Saqqara, Dynasty 26—27, 664—404 B.C.
Limestone, originally painted black (neck,
nose, left ear, right leg, and part of base
restored); 1. 25% in. (64 cm). Adelaide Milton
de Groot Fund, in memory of the de Groot
and Hawley families, 1969 (69.105)

Egyptian artists often depicted Anubis
entirely in animal form and in a pose
indicating watchful guardianship. To
this day, in cemeteries in the Egyptian
desert, wild dogs guarding their terri-
tories stretch out in the same alert pose
as this powerful limestone sculpture.
The near-lifesize figure was excavated
by British archaeologist Walter B.
Emery in a temple deposit at Saqqara,
the vast necropolis near ancient Egypt’s
capital, Mempbhis. Temple objects were
gathered and hidden during the vari-
ous foreign raids on Memphis. It is not
known from which temple the Anubis
statue came. A Late Period sanctuary
of Anubis, called the Anubieion,

was surrounded by one of the numer-
ous cemeteries at Saqqara that were
specifically dedicated to the burial of
sacred animals.
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12. Pharaoh Spears a Lion
Thebes, Valley of the Kings, late Dynasty 20—

Third Intermediate Period, ca. 1100—
700 B.C. Painted limestone; h. (of stone)
5% in. (14 cm). Purchase, Edward S.
Harkness Gift, 1926 (26.7.1453)

The ancient Egyptians lived in awe of
the great felines, and lions especially
were regarded as the embodiment of

power. A lioness deity, for example,
was addressed in a Middle Kingdom
text as “the Great, whose eyes are
keen and whose claws are sharp, the
lioness who sees and catches by
night.” The hunting of lions was a
royal prerogative, as shown in this
masterly and detailed sketch by an
Egyptian draftsman, who added
praise to pharaoh in flowery script on
the back of the piece. Flakes of the
dense Theban limestone were the tra-
ditional “notepaper” of scribes and
artists in the New Kingdom. The
hands are often those of master
draftsmen (see also nos. 35 and 63).
Scholars have stressed that this lion
does not stand on the same level as
pharaoh and his well-trained dog. As
the lion embodies the forces of chaos,
it belongs to a world beyond the
ordered realm of the Egyptian king.
Lions were part of the Egyptian
fauna until about two centuries ago,
and in the pharaonic periods they
must have been fairly common. They
were certainly well known to herds-
men and hunters as the most danger-
ous animal of the steppe. Recently the




skeletal remains of adult as well as

young lions were discovered near the
tomb of the First Dynasty king Hor
Aha (ca. 2960-2926 B.c.) at Abydos,
Middle Egypt—clear evidence that
from the beginning Egyptians kept
captive lions at the royal court. The re-
mains of a New Kingdom zoo were
found in the Delta palace of King
Ramesses II (ca. 1279—1213 B.C.) at
Qantir. Lions, elephants, and horned
desert beasts had been kept in this
menagerie.

The artist’s sketch of a royal lion
hunt was reportedly found near the
entrance to the tomb of Tutankh-
amun, where it was discarded by an
artist, probably working in one of the
late New Kingdom tombs nearby.

13. Recumbent Lion

Said to be from Gebelein, Early Dynastic,
ca. 3000—2700 B.C. Quartz; h. 4% in.

(12 cm). Purchase, Fletcher Fund and Guide
Foundation Inc. Gift, 1966 (66.99.2)

The abstract form, lack of a base, and
the way the tail curls up across the
back of this glowing figure of a lion
dates it to Early Dynastic times. It is a
somewhat enigmatic masterpiece, and
scholars have proposed various inter-
pretations. The animal has been iden-
tified as a maneless male lion, a
lioness, and a cub. This last is most
likely. None of the hardstone sculp-
tures of powerful adult lions that were
made around the same date matches
the short head, over-large nose, soft

mouth, and general furriness of ears,
paws, and body. These features, de-
cidedly those of a young lion, must be
read as intentionally reproduced char-
acteristics of the animal represented.

It is difficult to explain the meaning
of a lion-cub sculpture in the context
of Egyptian religion and art, espe-
cially in this early period. In ancient
Egypt lions usually represented the
king. There was a famous temple of
the goddess Hathor at Gebelein,
where the quartz l<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>