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| ask that the reader refer to the first three Figures throughout the essay when necessary.
Figure #1 is a map of the Nile with important locations indicated which will appear in the body
of the text. Figure#2 is a chronological list of Eighteenth Dynasty Pharaohs that provides the
e s s a yedrametFigure #3 isa simplifiedgenealogicathart of the main characters in the
drama that is about to unfold.
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I. Introduction

Perhapsnoothgrer i od i n mandés ancient past has ex
debate than the ign of the Egyptian Pharaoh Amlotep IV (a.k.a. Amenophis IV or
Akhenaten) for @eventeen year period c. 137862 B.C. He caméo power in the New
Kingdom, more preisely in the latter part of thustrious Eighteenth DynastyThe New
Kingdom and Eighteenth Dynasty began simultaneously with the expulsion of foreign Hyksos
rulers from tle Nile lands, and a new age of imperiaiwas ushered in. Ahmose expelled the
Hyksos in 1550 B.C., and the first half of the dynasty was marked by military expansion, re
establ i shi ng okegNupid ahdSyrih/Patesarta the ikastThis Empire was
established under Thutmosislllagnd by t he rei gn of Akhenatends f
Egyptians were relaxing in the delights of Nubian gold wealth and the treasures of provincial and
foreign | ands alike. ARoughly, it may be said

B.C., Egyt was the great militay power of t'he ancient world. o

Artistic styles during the first half of the dynasty were basically a general patriotic
reversion tqre- Hyksos styles.Pharaohs were depicted in poses of military accomplishment,
generalized to twecened at war in a chariot, and smiting enemies by hahainb art reflected
this imperialism in the addition of new foreigners bearing giftheir nationsvere added to
Egyptian domainsSomewhere between 1411 and 1375 B.C. Amenhotep Il estabéished
artistic canon which was codified to set a number of stances in which figures could be
represented, with figural proportions symbolizing social importaficBlow t he canons o
were regarded as a distinctly religious tradition, and the methodsathg¢he human figure

then in vogue had in the firglace tte sanction of the priesthood Afmo n?o .

In religion, Amenism dominated from its power base at Thebes dtieetéact that
Ahmose, a Thebanharaoh, had expelled the Hyksdghebes gained thisodhinance over
Heliopolis which, with its Re religion, had ruled in Old and Middle Kingdom timesfrom the
Fifth Dynasty onwardsAlthough Amen-Re was initially popular at Thebe&men himself came
to the fore in the New Kingdonmrlhe High PriestoAmenand Phar aohdés Vizier

one and the same officéeanwhile,The Book of the Deadas popular, propounding a method

whereby the deceased could successfully traverse the Osirian underworld to achieve paradise in



the hereafter.These religious ideas propounded at Thebes were the sole source of artistic subject
matter. As archaeologists rightly attest, thmjority of existing ancient Egyptiantaxorks were

either discovered in or were intended for tombs of the Pharaoh, hig,famd high ranking

court officials, priests and military officer§.he remainder was architectural ornamentation
(colossal monoliths, etc.) or of a secondary, utilitarian use (the latter constituting only a very
small percentagef total atistic outpu). Thus the generalization that Egyptian art was
predominantly sacred in nature holds true in that tomb art concerned the well being of the
deceased0Os @dAKnmsowdsnnthe afterlife a a

Upon thissetting came Aenhotep IV. He wrestled powerdém the Theban priests and
movedthe capital to present day TelAmarna, where he had an entire city constructed (where
nothing had previously stoodfubsequentl y, he ordered an fdAout't
Agents were dispatched throughout the lembreak up the images of the gods, particularly
those of he influential Amun of Thebeand toexcisetheir namesrbm monuments, great and
smalThi.s included hacking the Amen portion of
cartouches, ande@hanging of all royal names to Aten derivativdfius Amenhotep IV became
Akhenaten.Instead of the Theban polytheism with a pantheon of worldly deities and
underworldly deities of the Osirian type, Akhenaten instituted Atenism, supposedly the first

mondheidic religion in world history.

It seems Atenism may have, in some ways, been a reversion to fattetsolar cult
established ithe Old Kingdom and prevalent through the Middle Kingdarhutmosis 111
mentioned the Aten as bringing him militargtory at one point, while having himself deeid
in garb of the Old KingdomHharaohs Likewise, Amenhotepll built an Aten temple and
dedicated an Aten barge to his wifigut in these cases the Aten was merely one of scbres o
Egyptian deities while wter Akhenaten it was the sole god, repreed in art as the solar disc
andworshipped in religion as the lifgiving power behind the pBical manifestation of the sun.
Osirian faith was entirely abandoned, as was the idea of three distinct Nouysds were

accepted besides the Aten.

A k h e n ammediafe successors treated Atenism and the Amarna court in an

extremely reactionary wayl'hey moved the capital back to Thebad &verted to Ameism.



Amarna itself was destroyed as were all availalistar representations of Akhenaten, his wife

Nefertiti, the Aten, and th&marnacourt. Amarna and Atenism was the Achilles heel, so to

speak, to Egyptians of the late Eighteenth Dynasty, and they pretended that Akhenaten had not
existed. Their extreme desire to erase those seventeen years of history was matched by extreme
military zealousness directed at the éuites Mitannis (who employed Khabimercenaries)

and the joinHittite/Syrian empiré a | | of which had simpgi@n to quest

dommnce during Akhenatends reign.

Sosuccessful were attemptsdmse Akhenaten from history and personal memory, that
only inthe late Nineteenth century A.Bid archaeologistbring Akhenaten back to light.
British archaeological teamsitoe ct ed ar t wor k,$ollodad byiGerghant he 18900
expeditions in 1912913, the Frenchinthe9 2 0 6 s , Briti s,andiGemanshe ear | )
again i n t Ineestijatian mto thi® strahdeganan, his art and Higiom, ceased
following WorldWar ll, andr e s umed onl y imerican teams, p&ticladydfronb y A
the University of Pennsylvania.

These latest findigs (i.e. during the pasftienyears) revealed a greaealth of
information concerning Nefertiti, whicthall bediscussed in the body dtfis text. But during
the firstthirty-five years of this century, schosafrom all fields were highlintrigued by the
historical figure of Akhenaten and his religion of Ateniséil of the grea Egyptologists of that
periodconcentrated diligently upoanravelingthe myth surrounding the maklinders Petrie,
Sir Wallis Budge, Henri Frankfort, and ReGarisDavies devoted time and writings to the
problem. Howard Carter became involved by discovering the tomb of Tutankham@a2
Tut bei ng A kiothen anth suncéssor th lairh dad&raoh.

Likewise a host of intellectuals from other fields becamamoredvith the subject, and
authors saw Akhenaten not onlythe first monotheist, but tHest true individual inhistory and
the firsttruly conscious one at thaHistorians of religion sought connections between Atenism
and Syrian solar worship agll as Hebraic monotheisshRk henat endés OHymn to t
discovered on a tomb wall, wasdlessly compared to Psalm 104 of the Old TestanTérdmas
Mann, the great German writer, in a letter to a friend on Christmas Day, 192%) ¢aidh a v e

decided from now on to occupy myself with something entirely different, and am looking



forward to téking to you about Abraham and Hamwrabi;Joseprand AmenHdlisep | V. o

seies of Joseph novels resulted.

Likewise the Vienna psychoanalytic circle showegteat interest in the subjedtarl

Jung, n his autobiography, reported;

During the Psychoangic Congress in Munich in 1912,
someone had turned the conversatioArtenophis IV (Ikhnaton).
The point wa made that as a result of hisgative attitude toward
his father he had destroyldi s f at her 0 s steles,rt ouches on t
and that at the back bfs great creation of a monotheistic religion
there lurked a father compleXhis sort of thingrritated me, and |
attempted t@argue that Amenophis had been a creative and
profoundly religious person whosets coull not be explained by
personatesisances toward his fathe©n thecontrary, Isaid, he
had held the memormf his faher in honor, and his zeal for
destruction had been directedly against th@ame of the god
Amon, which he haéverywhere annihilated; it was also chiseled
out of thecattouches of hisather Amornotep. Moreover,other
pharaohs had ptaced thanames of their actual or divine
forefatheés on monuments and statuesthgir own,feeling that
they had a righto do so Bice they were incarnations thfe same
god. Yet they, pointed outhad inaugurated neitharnew style

nor a new religion.

At that moment Freud slid off hchair in a faint. Everyone
clustered helplessly around him. | picked himegryied him into
the next room, and laidim on a sofaAs | was carryindhim, he
half came to, and | shall never forget the look he cast atimigs
weaknes$ie lookedat me as if | were his fathekVhatever other

causes magiave contributed to this faidtthe atmosphere was



very tensé the fantasy of fathemurder was comnmoto both

cases.

At thattime Freud frequently madkusionsindicating that he

regarded me as his successor.

Freud completedotem and Tabom 1912 and, as a continuation, wrote, between 1934

and 1936 in Englanddoses and MonotheisnmAkhenaten was the star character of the book in

which Freud hypothesized that Moses was an Egyptian and, furthermore, a strict believer in the
Aten monotheism which then evolved into Hebraic Yahwehidung, an Egyptologist at heart,
unfortunatey never wote about Akhenaten.

Since World War Il, very little has been written about Akhenaten, and his name is no
longer mentioned among intellectualst least no significant scholarship has been done which is
original, despite | @edgus and Akheviatehvhidhastheréugho s wor k,

Freudian.However, the Egyptologisyril Aldred has catalogued many bétAmarna artworks
and written @ Akhenaten in the past ten yeatskewise, the University of Penyplvania

archaeologists have earthechew and interesting materials.

In this present work the author hopesdopen based on recefindings and old alike,
the question of Akhenaten for scholarly discussidie.has chosen to do so by concentrating on
the artistic works from Amarnalhereadertsoul d real i ze that #AReligio
of the arts, so we must | earn to kntowwithhe r el
Akhenaten we find fAthe Kihghhsadreéingedusrinna

Thecommon meas of approaching Aarna art and religion in the first half of this
century was to see it as a revolutidndeed, to an archaeologist covering a period of time
almost four thousand years ago, a period of even a century appears rBunuterein we shall
adopt an evolutionary argument whigispelsthe mythical notion of one artistic style and
religion one day, and another the nekXhe obvious argument against an evolutionary argument
concerning Egyptian art is the fact that artists had few of theirpre us mast er 6 s f i ni
to draw upon, as these were, for thest part, sealed away in tombs for eternBut the

inherent psychological disposition which created the art could not be silenced, and shows itself.



Thus Amarnart will reflecta stagein the history of ma@ consciousnesand the necessary

starting point ofts stylistic medium in art lies in the €ban tomb paintings from a haléntury

priorto Amarna.Thi s wi I | di s pr o Rkbenadiddsdmaevatidns weelmastlym t h a't
in the choice of subject matter; style remained unchanged in its fundamentals and consisted in

the faithful acceptance of all the old conventions withwifiéul di st or t i on dJdf s ome

As we shall se, this comment seriously undestmated stylstic innovations at Amarna.



II. Stylistic Precursors

The first Eighteenth Dynasty tomb art which may be cited as a stylistic precursor to that
of the high Amarna style is in thenbtb of Nakht in Western Thebg3,omb Number 52).The
paintings there were executedld25 BC. One magnificent fragmentary detail from the tomb is
now in the Britsh Museum, London, (Figure #4)Nakht, the priest aAmen at Thebes nder
Amenhotep Il (14441412 BC.) is here shown fowling in the marshlammds Nile paradise, as
such tomb scenes represent ed Hislpeseidstaodards ed 6 s p
canonical representation for one huntifithe same stance, with one hand grasping prey and the
other raised to strike, was usedi&pictthe Fharaoh smiting his enemiesélthough resered as
a depiction for warrior Raraohs during times of both defense (most particularly against the
Hyksos) and imperial conquest, we shall later see that such depictibkiesfaterare

curiously absent fsm Amarna art.

Figure #4



Al t hough Nakhtdéds posture and situation in
(although there has been scholatfpate concerning whether he ldgea wooden throwstick or
symbolically powerful serpent), one stylistic fatiggrally shines throughThe colors are
remarkably vivid and deep in hu@ne must realize that theiping was executed in gaghe
on white plaster over a mud and straw mixtWéhat affects the tonal qualities in this instance is
the addition of aurface coat of darkened varnish, providing the deepfiint.n f act t hese
Oprotectedd wor ks risksthartheeothgrsp sineedhe vamishgtands dotflake
away,drg gi ng of f t hé While suchealor emptiadizes thie figheeminst the
white background, the blues in particular addretigoratingfreshness to the abundant wildlife,
the reeds, and t he f i sAswdshal seedmarnaldrafavaredé&uch papyr
scenes of abundant flora and fauna, perhaps duéhte b e | i e f ompmhensivedife At en & s

giving force,and employed color similarly to convey sucleliness.

Nakht 6s propor t i o-Ansarnacam inthgthe tavart ave liswifeh e pr e

(@)}

who assumes a r el egat,andtotpllpdomihatephms smatldategh e b o a't
Thi s gi r | 6sandam asesheawgtrahierrgragpiag hand, connects Nakht with the Lotus,
or symbol of life in the hereafteHer gesture is namplicitly or explicitly affectionate as will

be theinteractionsbetweermAkhenaterand his daughters in Amarna art.

Yet Nakhtdés tomb paintings (Qnehavoalytolnpokatv at i v
a fragment from another walkigure #% now is in the Louvre, Paris. k& & festival scene for the
now eternal Nakht, alsexecuted in a quick drying medium on stucco backgroénd.n  hi s
striving towards naturalism ¢hatist here has endeavoured to capture the passing impressions of
casual intercourseGroups of guests and dancers are connecteg$tyie as well as by actual
c o n t *& Whereas the tiered, linear strips are conventionaipteeactionsof figures within
each strip are notStiff, rigid poses at times give way to mdyecal renderings. Figre #6, a
detail, is a beautiful exampléA servant girl is shown stroking the chin of an elegantly attired
lady.

The three ladieg Figure # are staggered in an effort to create some degree of depth,
and all assume the same rigid posd.heads are shown in piite but include the full eye.

Spatial ambiguities are leftassudhor exampl e, one might wonder v



right arm has disappeared to, or that of the middle lady amongst those gdatedhe lower

torsos of the seatditjures are hurriedly sketched comparedd the more well delineated

features of the upper torsoshese facts all suggest the typical preoccupations of the Egyptian

artist with strict posturingfdigures and their uniformityWhat stands out asaconventional

here is thendividual attention t the servant girl, not as much in her appearance, but in her

action. The meticulous attention paid by the artist to the relationship between a servant girl and
relatively unimportant lady in the tomb art of an important priest is rad®ath closenessas

previously reserved for the representation of the Pharaohand ddo&@ s er vant gi r |l 0 s
should be remembered as the prefiguring of a scene we shall later discuss, the famous painting

now in the Ashmolean museum, Oxford, which depicts twakifenate6 s daught er s, on

which strokes the chiaf theother in similar fashion

Figure #5
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Figure #6

Figure## shows the action taki ng. Twdladiesoffeb e hi nd
fruits to each other, the oSuehanmaetorcihirepragedanut t o
another wall of the same tomb where, in FigéBénow in the British museum, London), on the
bottom register a seated lady offers a seghiotus blossom to another while, to the right, a
piece of fuit is again offered.The gesture of offeng is not in itself unique coitering previous
tomb paintings, but the added degree of personality given these figures through their touching

one anther is unique indeed.

One noteworthy feature tifie woman to the left of Figur&#s her clothing.Her left
arm is clearly inrtnded to be showehind the frontal drape of her garmefihe artist has, with
a very light application of color, rendered the cloth transparent so the arm is visijalie. and
again we shall see this treatment of garments when Amarna artists depicted Nbfergtver,
in Amarna art, the transparenafyclothing is utilized in stone sculpture as well by finely incised

lines.
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Figure #7

The lower register of Figuresis immediately marked by innovation in that the three
musician girls overlap their horizontal band and extend well up into the register dbove.
Amarna art these horizontal bands will be done awifly altogether, and scenes walttually
continue around the corners of tomb wallhie women themselves are detailed by what might
be callel a new naturalismi These young wo meidualaedeachttadibeingb | y |
quite unlike the others’* Taking the middle figure, ini§ure #9, we see some standard features
of preAmarna art concerning planar transitiofhe face is seen in profile, again with the full
eye visible, and the shouldease seen in front viewBut the left breast is seen frothe front,
instead of in profile aEgyptianconvention dictated (ofreas only t o compare th
breastsin Figure6. Thi s aspect has beerafromadliered fa strik

convention .*?*0Amarna stone carving would feature this whenictepy Nefertiti.

Thusf ar Nakht s tomb has shown a number of ¢
traits. Some ofthelong t andi ng conventions still evident
Amarna. For example, the hunting scene, used in the earliest mastabas and Middle Kingdom
tomb chapels, ahreadily adaptable to warriohBraohs smiting their enemies, is conspicuously
absent at AmarnaBut the other innovative features would reappetact or in altered form.
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Let it suffice to say here that each innovation would be exploited to an extreme degree in

Amarna

Figure #8

The plant gum and resin varnish which had
predecessor, Amenhotep lll, andadds uc h | i f e, caéannot b¢ folntd &t Ansarnd o mb
simply because the tomb paintings were destroyed (with the exception of the aforementioned
work in Oxford of two princesses) or archaeologists have yet to unearth Yetrthe same
intense surface daring remains on incised Amarna stone blocks, thus indicative of the

influence.

PN

The figures in Nakhtoés tomb that overl ap
to a doing away with such bands and the advent of paintings which do not use igluahdbdmb

wall as a frame, so to sple but extend around corners.
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The rendering of clothing in places in a transparent manner again appears at Amarna but
again on stone as maintings arextant. Ther e t he cl ot hi ngeewi | | be a
througho, rewveantinrge Ned ®uttiiftuld ddphysiquedamm d Ak hen:
addition, this transparency will often afford

frontal position something scholars agree hedadventiMa k ht 6 s t omb painting:

Figure #9

Furthermore, theantact of secondary charactesevident in the servants and
banqueting young ladiesghere the fixed stare beconmeegaze indicative of humanteraction
and mere gestures become actual human domigicbe reflected in the lovingteractions
betweenmAkhenaterand Nefertiti as well as his daughtef&hus still figures become vivified,

and the otherworldly pose resembles nmtbeeactions of the living.
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Finally, the abundant wildlife favored by ther t i st of Napeart 6s t omb w
repeatedly in Amarna artyis dispelling the notion obse scholars that such scenes were a
direct influence from CreteWe shall see them as arherent artistic predispositioather than a
mere importationlnsummar y, A The process of evand ution tha
simplicity to subtlety and from solidclasc i s m t o gr a cwe tauskee imilzettomte r i s mé
of Na&%kht.o

Figure #10

Before turning our attention entirely tioe incipient phase of Amarna art, one other tomb
painting bears relevance as a precurddre tomb is that of NelAmun at Tlebes (c. 1400 E..),
asyet unlocated.Again the techniques gouache on white plaster (stucco) over a mud and straw
foundation,and the finishing touch is a coating, a varnish which produces th# balprs as
seen in Figure #1(Qocated in the British Museum, LondolAs i n Nakht s t omb, 1
OsirianBanquetor A Fe a sltl eoyf 0 tfhoer VtaAneun dHerizcoatal baads aréN e b
employed, as are the seated figunearing perfumeones of armatic oils on their heads and

holding Lotus flowers The partial overlapping of these figures and inability to distinguish
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between right and left hands (usually two right lsacde present) are common attributes of the
conventional New Kingdom ar t i sButdndFigoetElae ment o
may investigate the lower register more closéiyere two musician girls ar@en with, upon

close inspection, cleargelineated right and left handAnd both face forwardWhereas

previously persons were represented in profile with one full eye visible on the side of the head,

these two display both eyes looking out at the viewtsaretofore only defeated barbariamsre

shown facingrfont and then only rarelySuch personages (prisonersagtwere deemed

debased, hence unfit fportrayalin the canical mode.Thus this frontal display of the full

face showing i s fiaeverlappingsoitte ldacae¥ drestydo the nghth a t i
Thefullf ace with both eyes petival i &k en onsaey ‘firgflects cheed fianc ¢

~

anunprecedéne d de gr e e epfacticeditherto anheardodft,

Figure #11

In addition, addingo the natural rendering, tlagtist has realistically shown the soles of
t he mu feetwith the @oper anatomical detail of fivees with clearly delineated rigleft
feet. Elsewhere in the fragment, and in all known Egyptian art previouskywise shown from
a side profile or slightly raised angle which would not alkaparatéoes to be definedThere is
one excepbn, though, to this statesnt whichshould be qualified. Figure khows a blind

harpist, seatedith one foot protruding dudrom beneath his clothed ledhe harpist would
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have been assumed to be sitting, cltegged, without the addition of that foot by the artBut
its addition makes his presence all the more realifiigure #124s merely a detail of Figurs.

Theharpist appears in the Tomb of Nakht.

- »
QR
N

Figure #12

From the scenes of abundant wildlife and lyrical human gesture and touch in the tomb of
Nakht, through the advancing naturalism evidemtapictionof the human form in the tomb of
Neb-Amun, we are about to embark upon the beginnings, pinnacle, and eventual dettime
Amarna style properBear in mind, however, that the bark upon which we may traverse that
short span in a distant age is not one of Osiris, and no clearly defined hsrizdhe offing.
But as Cyril Ared so rightly said of the precursors we havethasr di scussed, #fthi
freedom could lead to bold innovations, such as the representation of singers and dancers shown
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full face in the novel frontal view, or the twiisgy posture of the dance, or the woman turning to
invite her fellow diner to taste the fruit she holds in her harftese passages in the gaigs in

t he t o mb sNebamunMmrdiothdrséare the most precious among the legacies that ancient
Egypt has bgueathed us, and they testify to a new force gathering beneath the fabric of Egyptian

artt hat was shortly to erupt. o
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[ll. The Incipient Amarna Phase

Tomb number fifty five in Western Thebes is that of Ramose (formerly Pthahmose),
Vizier of Upper Egypt and governor of the Theban tamuring the caegency of Amenhotep
[l and Akhenaten. The tanb layout is shown in Figure 81 The dating of Ramose can be
deduced from the fact that A& a t e n é ill appaarsas Amehotep 1Von the tonb
inscriptions. Also, the tomb is found in Thebes because the move to Amarna had not yet been
made. A rough date for the Thelm tomb, then, would be 1365@. Ramose himsélvas half
brother of oneAmenhotepyh os e t it 1l es i ncl uind ek nipdad rstor alnlder
ATreasurer and OGranargd e rE YayrigerAaterhotdpib. uAménbotep
was, most probably, the Northern Vizier simultaneously with &anuntil his death during the
co-regency when the latter would have assumed both posit®me writers, furthering

SigmundF r e Mdsesand Monotheissmr gument , c¢cl aim that Ramose,

hi storical Nileg axgsie his tomb isiesnptynbe@cause he had fled with the last of the

court adherents to the Aten doctriice r e t he O6Exodnué&®d)dawmmalAlk,h etntat
not buried in Egypt.Indeed, both his Theban tomb and one believed to have been begun for him

in the hills surrounding Amarna were found empBut, as Aldredargues, the Theban tomb was

prob a b lefyunfinished on accouotf t he early death of Ramosebo.

Figure #13
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Figures 14 & 15

A partial glimpse of the interiorof Ramd@se t omb can be . Biskaveredi n Fi g
in 1879, the burial chamber itself is fiffive feet below ground levelThese paintingsere the
common gouache on thin plaster, but on a limestone wall requiring no mud and straw surfacing
to smooth out rough hewn rock as in previous Theban toiMbee the wall paintings are
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conventionally arranged in horizontal registedghough in this instance reduced to only two

bands Figure #15s a detail fronthe lower registerThematically, the left portion is a typical

procession of men bearing offerings in standard pokds.e se of f eri ngs wer e Ra
usedinlfeher e being deposit ed Amdrhe tightportormshoweimon o f
color detail in Figure #1,ortrays a group of female mourners, common in tomb art as far back

as the Early KingdomThey would actually have been professional mowmdro were hired

forthe occasionThe only represented exceptionyby s Ramo
the attendant girl sygorting her. The group is caracterized by ungirt garment$hey raise

their arms in the familiar gesture of mourniagd pour dust on their heads while tears are

shown running down their cheekB.ut what one writer desofi bes a
the scene is, relative to its predecessorantare diversified than orderedlthough the

execution is hurried ahnot meticulous, color usage is limited to broad areas of a single black

and yellow, the drapery is not detailed, and anatomical correctness is lackindyiih-&yed

profiles and lack of differentiatduands, the figures as units shawyreatdealof freedom over

previous attempts to show such a group.
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Figure #16
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One has only to compare the group with the mergibearing offerings in Figure #17
The latter are from the tomb of Kheruef (number 192) at @hetontemporaneous with
Ramosé ( Kheruef was steward and r oyThéyaoppearras be f or
overlapping paralletontours, the familiar technique, with all faces the same and idEmtidily
proportions.Ramosed mourners, on t he lipedihlkemghtlgestard, ar e
and angles at which the heads and arms b€teharly some are young, some agddme thin,
some heavyNotice how one girl looks in the opposite direction from all others in the group.
Moreover, the artist has attempted to indiatize tre facial expressions somewhat.

Figure #17

The naturalism and expressiveness, or emot
mourners evolved from the earlier static figures, l@addo Figure #18 for exampl& hese
mourners are in the funerary bad the sculptors Nebamun and Ipuky (number 181 at Thebes),
roughly contempor aneous Thefigurashdvs afeseeand ( c. 1365
chaotic group of womenTheir mouths are opened in cries in some cases, and the freedom of
their arm movemas isfar moreevident. Likewise the tones of skin color vary.

Compositionally, thought, hei r fA hy st eformasmnbothly Bowihgcurie readmg



