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I. Introduction   

Perhaps no other period in manôs ancient past has excited more controversy and scholarly 

debate than the reign of the Egyptian Pharaoh Amenhotep IV (a.k.a. Amenophis IV or 

Akhenaten) for a seventeen year period c. 1378-1362 B.C.  He came to power in the New 

Kingdom, more precisely in the latter part of the illustrious Eighteenth Dynasty.  The New 

Kingdom and Eighteenth Dynasty began simultaneously with the expulsion of foreign Hyksos 

rulers from the Nile lands, and a new age of imperialism was ushered in. Ahmose expelled the 

Hyksos in 1550 B.C., and the first half of the dynasty was marked by military expansion, re-

establishing Egyptôs dominion over Nubia and Syria/Palestine to the East.  This Empire was 

established under Thutmosis III and, by the reign of Akhenatenôs father, Amenhotep III, the 

Egyptians were relaxing in the delights of Nubian gold wealth and the treasures of provincial and 

foreign lands alike. ñRoughly, it may be said that for two hundred years, from 1600 to 1400 

B.C., Egypt was the great military power of the ancient world.ò
1
 

Artistic styles during the first half of the dynasty were basically a general patriotic 

reversion to pre- Hyksos styles.  Pharaohs were depicted in poses of military accomplishment, 

generalized to two scenesðat war in a chariot, and smiting enemies by hand.  Tomb art reflected 

this imperialism in the addition of new foreigners bearing gifts as their nations were added to 

Egyptian domains.  Somewhere between 1411 and 1375 B.C. Amenhotep III established an 

artistic canon which was codified to set a number of stances in which figures could be 

represented, with figural proportions symbolizing social importance.  ñNow the canons of art 

were regarded as a distinctly religious tradition, and the methods of treating the human figure 

then in vogue had in the first place the sanction of the priesthood of Amonò.
2
 

In religion, Amenism dominated from its power base at Thebes due to the fact that 

Ahmose, a Theban Pharaoh, had expelled the Hyksos.  Thebes gained this dominance over 

Heliopolis which, with its Re religion, had ruled in Old and Middle Kingdom times, i.e. from the 

Fifth Dynasty onwards.  Although Amen-Re was initially popular at Thebes, Amen himself came 

to the fore in the New Kingdom.  The High Priest of Amen and Pharaohôs Vizier were usually 

one and the same office.  Meanwhile, The Book of the Dead was popular, propounding a method 

whereby the deceased could successfully traverse the Osirian underworld to achieve paradise in 
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the hereafter.  These religious ideas propounded at Thebes were the sole source of artistic subject 

matter.  As archaeologists rightly attest, the majority of existing ancient Egyptian art-works were 

either discovered in or were intended for tombs of the Pharaoh, his family, and high ranking 

court officials, priests and military officers.  The remainder was architectural ornamentation 

(colossal monoliths, etc.) or of a secondary, utilitarian use (the latter constituting only a very 

small percentage of total artistic output).  Thus the generalization that Egyptian art was 

predominantly sacred in nature holds true in that tomb art concerned the well being of the 

deceasedôs Osirian Ba, Ka and Akh souls in the afterlife. 

Upon this setting came Amenhotep IV.  He wrestled power from the Theban priests and 

moved the capital to present day Tel-el-Amarna, where he had an entire city constructed (where 

nothing had previously stood).  Subsequently, he ordered an ñoutburst of iconoclastic fury. 

Agents were dispatched throughout the land to break up the images of the gods, particularly 

those of the influential Amun of Thebes, and to excise their names from monuments, great and 

smallò.
3
  This included hacking the Amen portion of his fatherôs, Amenhotep IIIôs, name out of 

cartouches, and a changing of all royal names to Aten derivatives.  Thus 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 

monotheistic religion in world history. 

It seems Atenism may have, in some ways, been a reversion to facets of the solar cult 

established in the Old Kingdom and prevalent through the Middle Kingdom.  Thutmosis III 

mentioned the Aten as bringing him military victory at one point, while having himself depicted 

in garb of the Old Kingdom Pharaohs.  Likewise, Amenhotep III built an Aten temple and 

dedicated an Aten barge to his wife.  But in these cases the Aten was merely one of scores of 

Egyptian deities while under Akhenaten it was the sole god, represented in art as the solar disc 

and worshipped in religion as the life-giving power behind the physical manifestation of the sun.  

Osirian faith was entirely abandoned, as was the idea of three distinct souls.  No gods were 

accepted besides the Aten.  

Akhenatenôs immediate successors treated Atenism and the Amarna court in an 

extremely reactionary way.  They moved the capital back to Thebes and reverted to Amenism.  
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Amarna itself was destroyed as were all available artistic representations of Akhenaten, his wife 

Nefertiti, the Aten, and the Amarna court.  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 Amorites, Mitannis (who employed Khabiru mercenaries), 

and the joint Hittite/Syrian empireðall of which had risen to question Egyptôs imperial 

dominance during Akhenatenôs reign. 

So successful were attempts to erase Akhenaten from history and personal memory, that 

only in the late Nineteenth century A.D. did archaeologists bring Akhenaten back to light.  

British archaeological teams collected artworks during the 1890ôs, followed by German 

expeditions in 1912-1913, the French in the 1920ôs, British in the early 1930ôs, and Germans 

again in the late 1930ôs.  Investigation into this strange man, his art and his religion, ceased 

following World War II, and resumed only in the 1970ôs by American teams, particularly from 

the University of Pennsylvania. 

These latest findings (i.e. during the past fifteen years) revealed a great wealth of 

information concerning Nefertiti, which shall be discussed in the body of this text.  But during 

the first thirty-five years of this century, scholars from all fields were highly intrigued by the 

historical figure of Akhenaten and his religion of Atenism.  All of the great Egyptologists of that 

period concentrated diligently upon unraveling the myth surrounding the man.  Flinders Petrie, 

Sir Wallis Budge, Henri Frankfort, and N. DeGaris Davies devoted time and writings to the 

problem.  Howard Carter became involved by discovering the tomb of Tutankhamun in l922ð

Tut being Akhenatenôs half-brother and a successor to him as Pharaoh.  

Likewise a host of intellectuals from other fields became enamored with the subject, and 

authors saw Akhenaten not only as the first monotheist, but the first true individual in history and 

the first truly conscious one at that.  Historians of religion sought connections between Atenism 

and Syrian solar worship as well as Hebraic monotheism.  Akhenatenôs óHymn to the Atenô, 

discovered on a tomb wall, was endlessly compared to Psalm 104 of the Old Testament.  Thomas 

Mann, the great German writer, in a letter to a friend on Christmas Day, 1925, said, ñI have 

decided from now on to occupy myself with something entirely different, and am looking 
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forward to talking to you about Abraham and Hammurabi; Joseph and Amenhotep IV.ò
4
  His 

series of Joseph novels resulted. 

Likewise the Vienna psychoanalytic circle showed a great interest in the subject.  Carl 

Jung, in his autobiography, reported;  

During the Psychoanalytic Congress in Munich in 1912, 

someone had turned the conversation to Amenophis IV (Ikhnaton).  

The point was made that as a result of his negative attitude toward 

his father he had destroyed his fatherôs cartouches on the steles, 

and that at the back of his great creation of a monotheistic religion 

there lurked a father complex.  This sort of thing irritated me, and I 

attempted to argue that Amenophis had been a creative and 

profoundly religious person whose acts could not be explained by 

personal resistances toward his father.  On the contrary, I said, he 

had held the memory of his father in honor, and his zeal for 

destruction had been directed only against the name of the god 

Amon, which he had everywhere annihilated; it was also chiseled 

out of the cartouches of his father Amonhotep.  Moreover, other 

pharaohs had replaced the names of their actual or divine 

forefathers on monuments and statues by their own, feeling that 

they had a right to do so since they were incarnations of the same 

god. Yet they, I pointed out, had inaugurated neither a new style 

nor a new religion. 

At that moment Freud slid off his chair in a faint.  Everyone 

clustered helplessly around him.  I picked him up, carried him into 

the next room, and laid him on a sofa.  As I was carrying him, he 

half came to, and I shall never forget the look he cast at me.  In his 

weakness he looked at me as if I were his father.  Whatever other 

causes may have contributed to this faintðthe atmosphere was 
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very tenseðthe fantasy of father-murder was common to both 

cases. 

At that time Freud frequently made illusions indicating that he 

regarded me as his successor.
5
 

Freud completed Totem and Taboo in 1912 and, as a continuation, wrote, between 1934 

and 1936 in England, Moses and Monotheism.  Akhenaten 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 Yahwehism.  Jung, an Egyptologist at heart, 

unfortunately never wrote about Akhenaten. 

Since World War II, very little has been written about Akhenaten, and his name is no 

longer mentioned among intellectuals.  At least no significant scholarship has been done which is 

original, despite Immanuel Velikovskyôs work, Oedipus and Akhenaten, which is thoroughly 

Freudian.  However, the Egyptologist Cyril Aldred has catalogued many of the Amarna artworks 

and written on Akhenaten in the past ten years.  Likewise, the University of Pennsylvania 

archaeologists have unearthed new and interesting materials. 

In this present work the author hopes to reopen, based on recent findings and old alike, 

the question of Akhenaten for scholarly discussion.  He has chosen to do so by concentrating on 

the artistic works from Amarna.  The reader should realize that ñReligion was the major patron 

of the arts, so we must learn to know the religious concepts that took form in that artò,
6
 for, with 

Akhenaten we find ñthe King had linked art indissolubly with his religious innovations.ò
7
 

The common means of approaching Amarna art and religion in the first half of this 

century was to see it as a revolution.  Indeed, to an archaeologist covering a period of time 

almost four thousand years ago, a period of even a century appears minute.  But herein we shall 

adopt an evolutionary argument which dispels the mythical notion of one artistic style and 

religion one day, and another the next.  The obvious argument against an evolutionary argument 

concerning Egyptian art is the fact that artists had few of their previous masterôs finished works 

to draw upon, as these were, for the most part, sealed away in tombs for eternity.  But the 

inherent psychological disposition which created the art could not be silenced, and shows itself.  
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Thus Amarna art will reflect a stage in the history of manôs consciousness, and the necessary 

starting point of its stylistic medium in art lies in the Theban tomb paintings from a half-century 

prior to Amarna.  This will disprove Aldredôs claim that ñAkhenatenôs innovations were mostly 

in the choice of subject matter; style remained unchanged in its fundamentals and consisted in 

the faithful acceptance of all the old conventions with the willful  distortion of some of them.ò
8
  

As we shall see, this comment seriously under-estimated stylistic innovations at Amarna. 
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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 the tomb of Nakht in Western Thebes, (Tomb Number 52).  The 

paintings there were executed c. 1425 B.C.  One magnificent fragmentary detail from the tomb is 

now in the British Museum, London, (Figure #4).  Nakht, the priest of Amen at Thebes under 

Amenhotep II (1444-1412 B.C.) is here shown fowling in the marshlands of a Nile paradise, as 

such tomb scenes represented the deceasedôs pleasures in the afterlife.  His pose is standard 

canonical representation for one hunting.  The same stance, with one hand grasping prey and the 

other raised to strike, was used to depict the Pharaoh smiting his enemies.  Although reserved as 

a depiction for warrior Pharaohs during times of both defense (most particularly against the 

Hyksos) and imperial conquest, we shall later see that such depictions of Akhenaten are 

curiously absent from Amarna art. 

 

Figure #4 



8 
 

Although Nakhtôs posture and situation in this painting reflect nothing unordinary 

(although there has been scholarly debate concerning whether he wields a wooden throw-stick or 

symbolically powerful serpent), one stylistic facet literally shines through.  The colors are 

remarkably vivid and deep in hue.  One must realize that the painting was executed in gouache 

on white plaster over a mud and straw mixture.  What affects the tonal qualities in this instance is 

the addition of a surface coat of darkened varnish, providing the deep tint.  ñIn fact these 

óprotectedô works were exposed to greater risks than the others, since the varnish tends to flake 

away, dragging off the pigment with itò.
9
  While such color emphasizes the figures against the 

white background, the blues in particular add an invigorating freshness to the abundant wildlife, 

the reeds, and the fish beneath Nakhtôs papyrus boat.  As we shall see, Amarna art favored such 

scenes of abundant flora and fauna, perhaps due to the belief in the Atenôs comprehensive life-

giving force, and employed color similarly to convey such liveliness. 

Nakhtôs proportions are typical of the pre-Amarna canon in that he towers above his wife, 

who assumes a relegated position at the boatôs rear, and totally dominates his small daughter. 

This girlôs pose again is standard as she, with her grasping hand, connects Nakht with the Lotus, 

or symbol of life in the hereafter.  Her gesture is not implicitly or explicitly affectionate as will 

be the interactions between Akhenaten and his daughters in Amarna art. 

Yet Nakhtôs tomb paintings prove innovative in this respect also.  One has only to look at 

a fragment from another wall.  Figure #5 now is in the Louvre, Paris.  It is a festival scene for the 

now eternal Nakht, also executed in a quick drying medium on stucco background.  ñIn his 

striving towards naturalism the artist here has endeavoured to capture the passing impressions of 

casual intercourse.  Groups of guests and dancers are connected by gesture as well as by actual 

contact.ò
10

  Whereas the tiered, linear strips are conventional, the interactions of figures within 

each strip are not.  Stiff, rigid poses at times give way to more lyrical renderings. Figure #6, a 

detail, is a beautiful example.  A servant girl is shown stroking the chin of an elegantly attired 

lady.  

The three ladies in Figure #6 are staggered in an effort to create some degree of depth, 

and all assume the same rigid pose.  All heads are shown in profile but include the full eye.  

Spatial ambiguities are left as such.  For example, one might wonder where the servant girlôs 
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right arm has disappeared to, or that of the middle lady amongst those seated.  Also, the lower 

torsos of the seated figures are hurriedly sketched-in compared to the more well delineated 

features of the upper torsos.  These facts all suggest the typical preoccupations of the Egyptian 

artist with strict posturing of figures and their uniformity.  What stands out as unconventional 

here is the individual attention to 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 radical.  Such closeness was 

previously reserved for the representation of the Pharaoh and a god.  The servant girlôs gesture 

should be remembered as the prefiguring of a scene we shall later discuss, the famous painting 

now in the Ashmolean museum, Oxford, which depicts two of Akhenatenôs daughters, one of 

which strokes the chin of the other in similar fashion  

 

Figure #5 
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Figure #6 

Figure #7 shows the action taking place behind the servant girlôs back.  Two ladies offer 

fruits to each other, the one reaching out to grasp the otherôs arm.  Such an action is repeated on 

another wall of the same tomb where, in Figure #8 (now in the British museum, London), on the 

bottom register a seated lady offers a scented Lotus blossom to another while, to the right, a 

piece of fruit is again offered.  The gesture of offering is not in itself unique considering previous 

tomb paintings, but the added degree of personality given these figures through their touching 

one another is unique indeed. 

One noteworthy feature of the woman to the left of Figure #7 is her clothing.  Her left 

arm is clearly intended to be shown behind the frontal drape of her garment.  The artist has, with 

a very light application of color, rendered the cloth transparent so the arm is visible.  Again and 

again we shall see this treatment of garments when Amarna artists depicted Nefertiti.  Moreover, 

in Amarna art, the transparency of clothing is utilized in stone sculpture as well by finely incised 

lines. 
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Figure #7 

The lower register of Figure #5 is immediately marked by innovation in that the three 

musician girls overlap their horizontal band and extend well up into the register above.  In 

Amarna art these horizontal bands will be done away with altogether, and scenes will actually 

continue around the corners of tomb walls.  The women themselves are detailed by what might 

be called a new naturalism.  ñThese young women are admirably individualized, each head being 

quite unlike the others.ò
11

  Taking the middle figure, in Figure #9, we see some standard features 

of pre-Amarna art concerning planar transition.  The face is seen in profile, again with the full 

eye visible, and the shoulders are seen in front view.  But the left breast is seen from the front, 

instead of in profile as Egyptian convention dictated (one has only to compare the womenôs 

breasts in Figure #6).  This aspect has been called ña striking departure from earlier 

convention.ò
12

  Amarna stone carving would feature this when depicting Nefertiti. 

Thus far Nakhtôs tomb has shown a number of conventional as well as innovative stylistic 

traits.  Some of the long-standing conventions still evident in Nakhtôs tomb did not appear at 

Amarna.  For example, the hunting scene, used in the earliest mastabas and Middle Kingdom 

tomb chapels, and readily adaptable to warrior Pharaohs smiting their enemies, is conspicuously 

absent at Amarna.  But the other innovative features would reappear intact 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 attained common usage under Akhenatenôs 

predecessor, Amenhotep III, and adds such life to Nakhtôs tomb, cannot be found at Amarna 

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 them.  Yet the same 

intense surface coloring remains on incised Amarna stone blocks, thus indicative of the 

influence. 

The figures in Nakhtôs tomb that overlap their horizontal wall band will, in Amarna, lead 

to a doing away with such bands and the advent of paintings which do not use an individual tomb 

wall as a frame, so to speak, 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 no paintings are extant.  There the clothing will be almost entirely ñsee 

throughò, revealing Nefertitiôs entire beautiful body and Akhenatenôs distorted physique.  In 

addition, this transparency will often afford the viewer a glimpse of Nefertitiôs full breast from a 

frontal position, something scholars agree had its advent in Nakhtôs tomb paintings. 

 

Figure #9 

Furthermore, the contact of secondary characters so evident in the servants and 

banqueting young ladies, where the fixed stare becomes a gaze indicative of human interaction, 

and mere gestures become actual human contact, will be reflected in the loving interactions 

between Akhenaten and Nefertiti as well as his daughters.  Thus still figures become vivified, 

and the otherworldly pose resembles more the actions of the living. 
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Finally, the abundant wildlife favored by the artist of Nakhtôs tomb will appear 

repeatedly in Amarna art, thus dispelling the notion of some scholars that such scenes were a 

direct influence from Crete.  We shall see them as an inherent artistic predisposition rather than a 

mere importation.  In summary, ñThe process of evolution that led Theban painting from 

simplicity to subtlety and from solid classicism to graceful mannerisméwe can see in the tomb 

of Nakht.ò
13

 

 

Figure #10 

Before turning our attention entirely to the incipient phase of Amarna art, one other tomb 

painting bears relevance as a precursor.  The tomb is that of Neb-Amun at Thebes (c. 1400 B.C.), 

as yet unlocated.  Again the technique is gouache on white plaster (stucco) over a mud and straw 

foundation, and the finishing touch is a coating, a varnish which produces the bright colors as 

seen in Figure #10 (located in the British Museum, London).  As in Nakhtôs tomb, the scene is an 

Osirian Banquet, or ñFeast of the Valleyò for the deceased Neb-Amun.  Horizontal bands are 

employed, as are the seated figures wearing perfume-cones of aromatic 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 hands are present) are common attributes of the 

conventional New Kingdom artistsô treatment of two dimensional space.  But in Figure #11 we 

may investigate the lower register more closely.  Here two musician girls are seen with, upon 

close inspection, clearly delineated right and left hands.  And both face forward.  Whereas 

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 viewer.  Heretofore only defeated barbarians were 

shown facing front and then only rarely.  Such personages (prisoners, et al) were deemed 

debased, hence unfit for portrayal in the canonical mode.  Thus this frontal display of the full 

face showing is ñas unusual as the emphatic overlapping of the dancersò
14

 directly to the right. 

The full face with both eyes and a nose ñplaced in a perspective-like way in the faceò
15

 reflects 

an unprecedented degree of naturalism, ña practice hitherto unheard ofò.
16

 

 

Figure #11 

In addition, adding to the natural rendering, the artist has realistically shown the soles of 

the musiciansô feet with the proper anatomical detail of five toes with clearly delineated right/left 

feet.  Elsewhere in the fragment, and in all known Egyptian art previously, feet were shown from 

a side profile or slightly raised angle which would not allow separate toes to be defined.  There is 

one exception, though, to this statement which should be qualified.  Figure #12 shows a blind 

harpist, seated with one foot protruding out from beneath his clothed leg.  The harpist would 
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have been assumed to be sitting, cross-legged, without the addition of that foot by the artist.  But 

its addition makes his presence all the more realistic.  Figure #12 is merely a detail of Figure #6. 

The harpist appears in the Tomb of Nakht. 

 

 

Figure #12 

From the scenes of abundant wildlife and lyrical human gesture and touch in the tomb of 

Nakht, through the advancing naturalism evident in depiction of the human form in the tomb of 

Neb-Amun, we are about to embark upon the beginnings, pinnacle, and eventual decline of the 

Amarna style proper.  Bear 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 horizon is in the offing.  

But as Cyril Aldred so rightly said of the precursors we have thus far discussed, ñthis new 

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 twisting posture of the dance, or the woman turning to 

invite her fellow diner to taste the fruit she holds in her hand.  These passages in the paintings in 

the tombs of NakhtéNebamun and others are the most precious among the legacies that ancient 

Egypt has bequeathed us, and they testify to a new force gathering beneath the fabric of Egyptian 

art that was shortly to erupt.ò
17
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III. 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 capital during the co-regency of Amenhotep 

III and Akhenaten.  The tomb layout is shown in Figure #13.  The dating of Ramose can be 

deduced from the fact that Akhenatenôs name still appears as Amenhotep IV on the tomb 

inscriptions.  Also, the tomb is found in Thebes because the move to Amarna had not yet been 

made.  A rough date for the Theban tomb, then, would be 1365 B.C.  Ramose himself was half- 

brother of one Amenhotep whose titles included ñcontroller of works in Memphisò and 

ñTreasurer and Overseer of the Double Granary of Egyptò
18

 under Amenhotep III.  Amenhotep 

was, most probably, the Northern Vizier simultaneously with Ramose until his death during the 

co-regency when the latter would have assumed both positions.  Some writers, furthering 

Sigmund Freudôs Moses and Monotheism argument, claim that Ramose, or ñson of Raò, was the 

historical Moses, or ñsonò.  They argue his tomb is empty because he had fled with the last of the 

court adherents to the Aten doctrine (here the óExodusô) upon Akhenatenôs downfall, thus was 

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 empty.  But, as Aldred argues, the Theban tomb was 

probably ñleft unfinished on account of the early death of Ramoseò.
19

 

 

Figure #13 
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Figures 14 & 15 

A partial glimpse of the interior of Ramoseô tomb can be seen in Figure #14.  Discovered 

in 1879, the burial chamber itself is fifty-five feet below ground level.  These paintings were 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 tombs.  Here the wall paintings are 
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conventionally arranged in horizontal registers, although in this instance reduced to only two 

bands.  Figure #15 is a detail from the lower register.  Thematically, the left portion is a typical 

procession of men bearing offerings in standard poses.  These offerings were Ramoseô objects he 

used in life, here being deposited in his ómansion of eternityô.  And the right portion, shown in a 

color detail in Figure #16, portrays a group of female mourners, common in tomb art as far back 

as the Early Kingdom.  They would actually have been professional mourners who were hired 

for the occasion.  The only represented exception is Ramoseô wife, here distinguishable only by 

the attendant girl supporting her.  The group is characterized by ungirt garments.  They raise 

their arms in the familiar gesture of mourning, and pour dust on their heads while tears are 

shown running down their cheeks.  But what one writer describes as the ñordered diversityò
20

 of 

the scene is, relative to its predecessors, far more diversified than ordered.  Although the 

execution is hurried and not meticulous, color usage is limited to broad areas of a single black 

and yellow, the drapery is not detailed, and anatomical correctness is lacking in the full -eyed 

profiles and lack of differentiated hands, the figures as units show a great deal of freedom over 

previous attempts to show such a group. 

 

Figure #16 
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One has only to compare the group with the mourners bearing offerings in Figure #17. 

The latter are from the tomb of Kheruef (number 192) at Thebes, contemporaneous with 

Ramoseô.  (Kheruef was steward and royal scribe for Amenhotep IIIôs Queen).  They appear as 

overlapping parallel contours, the familiar technique, with all faces the same and identical bodily 

proportions.  Ramoseô mourners, on the other hand, are far more individualized in height, gesture 

and angles at which the heads and arms bend.  Clearly some are young, some old, some thin, 

some heavy.  Notice how one girl looks in the opposite direction from all others in the group. 

Moreover, the artist has attempted to individualize the facial expressions somewhat. 

 

Figure #17 

The naturalism and expressiveness, or emotional qualities, conveyed in Ramoseô 

mourners evolved from the earlier static figures, and led to Figure #18 for example.  These 

mourners are in the funerary boat of the sculptors Nebamun and Ipuky (number 181 at Thebes), 

roughly contemporaneous with Ramoseô (c. 1365 B. C.).  The figure shows a frenzied and 

chaotic group of women.  Their mouths are opened in cries in some cases, and the freedom of 

their arm movements is far more evident.  Likewise the tones of skin color vary.  

Compositionally, though, their ñhysterical gesturingséform a smoothly flowing curve leading 


