Egypt - Temple of the
Whole World
Agypten - Tempel der
gesamten Welt

Studies in Honour of Jan Assmann

Edited by Sibylle Meyer

PDF Uploaded By H

For More Books /
| gleaée Visit O

-
p2]







For More Books About Egypt Please Visit House of Books
permedjat.blogspot.com
http://www.facebook.com/groups/per.medjat
http://www.facebook.com/per.medjat

https://twitter.com/per_medjat

-
-
-
-
-
:
-
"
-
-
-
L]
-
-
N
"
-y
L]
.
-
-
-
L]
.
-
-
L
L]
-
-
-
L]
-
-
-
-
.
-
-
-
"
-
L]
"
-
-
.
-
-
.
=]
4
-
|
-
el
=l
-
-



permedjat.blogspot.com

permedjat.blogspot.com

NUMEN BOOK SERIES

STUDIES IN THE HISTORY
OF RELIGIONS

EDITED BY

WJ. HANEGRAAFF

ADVISORY BOARD

P. AntEs, M. DespranD, R1J. HackerT, M. ABUMALHAM Mas, A W. GEERTZ,
G. TER HaAr, G.L. LEase, M.N. Getuy, I.S. Gicaus, P. Morris, J.K. OLupoNA,
E. TaoMasseN, A. TsukimoTo, A.'T. Wasimm

VOLUME XCVII




permedjat.blogspot.com

Egypt — Temple of the Whole World

Agypten — Tempel der Gesamten Welt

Studies in Honour of Jan Assmann

EDITED BY

SIBYLLE MEYER

BRILL
LEIDEN - BOSTON
2003



permedjat.blogspot.com

This book is printed on acid-free paper.

Library of Congress Cataloging-in-Publication Data

Egypt : temple of the whole world : studies in honour of Jan Assmann = Agypten : Tempel
der gesamten Welt / edited by Sibylle Meyer.
p- cm. — (Studies in the history of religions, ISSN 0169-8834 ; v. 97)

English and German.

Includes bibliographical references and index.

ISBN 90-04-13240-6 (alk. paper)

1. Egypt—Religion. L. Title: Agypten. II. Assmann, Jan. I1I. Meyer, Sibylle. IV. Studies

in the history of religions ; 97.

BL2445.E39 2003
299'.31—dc21
2003050329

ISSN  0169-8834
ISBN 90 04 13240 6

© Copyright 2003 by Koninklyke Brill Nv, Leiden, The Netherlands

All rights reserved. No part of this publication may be reproduced, translated, stored in
a retrieval system, or transmatted in any_form or by any means, electronic,
mechanical, photocopying, recording or otherwise, without prior written
permussion_from the publisher.

Authorization to photocopy items for internal or personal
use s granted by Brill provided that
the appropriate fees are pard directly to The Copyright
Clearance Center, 222 Rosewood Drive, Suite 910
Danvers, MA 01923, USA.

Fees are subject to change.

PRINTED IN THE NETHERLANDS



permedjat.blogspot.com

CONTENTS

Preface
ROBERT MEYER ...ooiiiiiiiiiiiiiiiiiiiiiiiiieeeeeeeeeeeeteeeeeeeee e eaaaeasaaaaees VIII

Remembering the Desert
MOSHE BARASCH ...ooovviiiiiiiiiiiiiiiieeeeeeeeee 1

Zur Konzeption der Bilder in Seitenanlagen am Grabhof
der 18. Dynastie
BARBARA ENGELMANN V. CARNAP ....cccooiiiiiiiiiiicic e, 21

“Tempel der ganzen Welt”—Agypten und Rom
HuserT Cancik uND HILDEGARD CANCIK-LINDEMAIER ........... 41

Rationale Mysterien? Eine Interpretationsoption fiir
die Zauberflote
FLORIAN EBELING ..o 59

Pharaonische Beschneidung
ERIKA FEUCGHT .....ccooviiiiiiiiiiic 81

Middle Kingdom hymns, other Sundry religious texts
—an inventory
DETLEF FRANKE ...ccoiiiiiiiiiiiiiini e 95

Getting the ritual right—fishtail knives in Predynastic

Egypt
THOMAS HIKADE ...ooiiiiiiiiiiiiiieeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeeen 137

Tempel und Kathedrale—Victor Hugo als Kulturhistoriker
MIRCO HUNEBURG ....cooiviiiiiiiiicicicicccc 153

Der Tempel als Kosmos—Zur kosmologischen Bedeutung
des Tempels in der Umwelt Israels
BERND JANOWSKI ...ccviiiiiiiniiienieiiciintesenetet ettt 163



permedjat.blogspot.com

VI CONTENTS

Monotheismus und politische Theologie bei einem
israelitischen Profeten im babylonischen Exil
KLAUS KOGH ..o 187

Alltagsjuden, Sabbatjuden—Metamorphosen der jidischen
Festkultur
DANIEL KROGHMALNIK ..ottt 217

Die Grosse Bauinschrift von Abydos
CLAUDIA MADERNA-SIEBEN .....cciiiiiiiiiiiiiiiiiieieieeeie e 237

Principiis obsta (Bauer B2, 95-97)
JURGEN OSING .eiiiiiiiiiiiiiiietcicnieee ettt 283

Und sie téteten ihn doch ... Der Ritualmord am Konig
in der Frihzeit
JEAN-PIERRE PATZNIK ....ooviviiiiiiiiiiiiiiciciecccecce e 287

Tempel des Jahu und “Strafle des Konigs”—FEin Konflikt
in der spaten Perserzeit auf Elephantine
CORNELIUS VON PILGRIM....ccocciiiiiiiiiiiiiiiiiiiiicc e 303

“Ich bin Isis, die Herrin der beiden Linder”—Versuch

zum demotischen Hintergrund der memphitischen
Isisaretalogie

JoAacHIM FRIEDRICH QUACK ..ccoriiiiiiiieieieniicieieieeee e 319

Namen in einer Heiligen Stadt
DIETRICH RAUE. ... 367

Hermes und Plotin
BENEDIKT ROTHOHLER ....ocoiiiiiiiiiiiiiece e 389

What does the word “religious” mean in Reinhold’s
“religious Freemasonry”?

JAN AML SNOEK ..ciiiiiiiieiieiiesese et 409

Garten in thebanischen Grabanlagen
HARCO WILLEMS ..ooiiiiiiiiiiiiiiiii e 421



permedjat.blogspot.com

PREFACE
Robert Meyer

“Even today, some 160 years after the decipherment of Egyptian
hieroglyphs by Jean-Irangois Champollion”—as Jan Assmann
once wrote in the introductory chapter to Agypten. Theologie und
Frommugkeit einer frichen Hochkultur (1984)—*the intellectual heritage
of Ancient Egypt can hardly be said to have become part of our
cultural memory. It is a subject of fascination, not of under-
standing.”

When [ first met Jan in Heidelberg, this seemingly quite nega-
tive diagnosis lay less than a year behind. I was a fresh student
back then, having not yet decided whether I should place the
emphasis of my studies on Mesopotamia or Egypt. After a brief
time of getting acquainted with Jan and his already remarkable
scholarly achievements, however, the irresistible attraction of his
most ambitious project somehow swept me along, if only as a
relatively neutral observer. In the course of the next 15 years I
had the privilege to witness his steady attempt at performing a
grand cultural anamnesis of Ancient Egypt, piece by piece, though
by no means without system. His goal, as I now believe to
understand it, was to push back in time the limits of cultural
memory inherent to western self-understanding, which essential-
ly draws its normative definition from a corpus of Judaeo-Chris-
tian and Greco-Roman sources dating back no further than 800
B.C.E., to include memories of a far more ancient past that isn’t
merely reduceable to magic, idolatry and oriental despotism, but
on the contrary quite meaningful for the history and genesis of
our own cultural identity. Jan Assmann’s strategy aimed at mak-
ing the intellectual heritage of Ancient Egypt accessible to west-
ern understanding by relating Egyptian conceptions of society,
state, religion and afterlife to some of the central aspects of our
political, theological and philosophical discourses. From a bib-
lical point of view, this ambitious project amounts to no less
than a translation of that most ‘idolatrous’ of all states, as Egypt
has essentially always been and largely still is remembered, into
a surprisingly rational and self-reflecting cultural system prefig-
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uring at least some of what we had long ‘remembered’ (and also
cherished) as our own cognitive achievements. Citing cultural
parallels from Nietzsche, Spinoza, Augustin, Josephus, Paulus
and the Bible, Jan’s amazingly rich oeuvre retraces several lines
of western tradition, prolonging them beyond the symbolic fig-
ure of remembrance embodied by ‘Moses’, with whom our cul-
tural memory really begins. The history of religion and culture
he attempts to rewrite, however, should not be confused with a
mere history of hard facts. It is, for instance, quite unimportant
for our cultural memory (and for the identity derived therefrom),
whether the Exodus ever took place or whether Moses ever
existed or not. In the long term, the way things are remembered
often proves more powerful than what really happened. Memo-
ries of the past, irrespective of the hermeneutical work performed
upon them, conditioned our particular way of seeing things and
undoubtedly contributed to the shaping of the present itself.
‘Mnemohistory’ was the term Jan introduced to describe this
phenomenon, a concept in which one might choose to recognize
a revitalized neo-Kantian interest in ‘subjectivity’, the funda-
mental difference being that Jan is not a philosopher, but a
historian. For what else but a strong fascination for subjectivity
could have motivated him to compose a history of meaning
(Agypten. Eine Sinngeschichte, 1996) or even to write the hermeneu-
tical history of Moses the (sometimes called) Egyptian (Moses der
Agypter, 1998, engl. Moses the Egyptian, 1997), risky endeavours
for any lesser scholar, but superb testimonies of his outstanding
academic achievement.

The impact of Jan Assmann’s oeuvre on the scholarly world in
the past three decades has been no less than enormous. Having
revolutionized the field of Egyptology in the seventies and early
eighties, he then moved on into other discourses, influencing the
work of his colleagues the world over and shaping the scholarly
perception of an entire generation of aspiring academics. We
have no doubt that he will continue to do so for many years to
come and wish him all the best for his 65th birthday. We hope
that this modest collection of essays, selected from the wide
scope of academic fields in which his many friends and former
students now work, will please him and bring to his memory
some of the fine moments that we all had together in Heidel-
berg.
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REMEMBERING THE DESERT

Moshe Barasch

The study of Cultural Memory has shown that we remember, or
recall what we believe we remember, by means of certain configu-
rations. For such a configuration Jan Assmann has coined the felici-
tous term Erinnerungsfigur.! How does such a configuration persist?
Does it, qua Erinnerungsfigur, have a history of its own? Some reflec-
tions on these subjects will perhaps be made easier by what may be
described as a “case study.”

Memory is always concrete and specific. The events, beliefs, and
even the moods that we retain in the memory of our culture, of any
culture, may be abstract, lacking a real body, and thus incapable of
being perceived by the senses. The configurations by which they are
stored in memory and recalled to mind, however, are always con-
crete and specific, they can be conjured up and experienced by the
senses. The “memorial configuration,” the Erinnerungsfigur, it has
correctly been said, is a fusion of a concept and an image. The
concrete aspect, the image-part, can be everything, every view,
creature, or object, known to us from physical reality.

The desert is an Erinnerungsfigur of wide implication in European
culture. Its history qua “memorial configuration” may shed some
light on one aspect of what cultural remembering actually is.

European imagery, we are used to believing, especially religious
imagery, has two main roots, the Bible and Greco-Roman mythol-
ogy. It so happens that the attitude to the desert was very different
in these two cultures. In the culture of Greece and Rome the desert
does not play a crucial part, and hence Classical Antiquity did not
bequeath to posterity an image of the wilderness. Though this con-
clusion may be somewhat exaggerated, the modern student feels that
“classical” literature and art had no knowledge of, and no experi-
ence with or in, the desert. To them the desert was a matter of distant
lands, known from legends or hearsay.

' Jan Assmann, Das kulturelle Gedichtnis: Schrifi, Erinnerung und politische Identitit
i frithen Hochkulturen (Berlin, 1992), pp. 37 ff.
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The case is altogether different with the other source of religious
imagery in Europe. The Bible, especially the Old Testament, gives
pride of place to the desert. The desert is of course not the only
landscape to play a major part in the biblical imagination. In the
Old Testament there are also descriptions of lush vegetation and,
most important, of cities. Jacques Le Goff, in a thought-provoking
essay, ““The Wilderness in the Medieval West,” suggested that in the
Hebrew Bible the two landscapes, that of the desert and that of the
city, particularly of Jerusalem, roughly balance each other.? How-
ever that may be, the medieval West, and even later periods in
emerging European imagery, derived ideas of the desert primarily
from the Old Testament.

In the Old Testament the desert has, of course, various connota-
tions. The main version is suggested at the beginning of the Book
of Genesis. The territory into which Adam and Eve are expelled is
presented in phrases that almost read like a modern description of
the desert. “Cursed is the ground for thy sake” says God to Adam
in driving him out of Eden (Genesis 3:17). Dryness and barrenness
are the characteristic features of the land, as hardship and danger
characterize human life in it. The thorns and thistles mentioned here
(“thorns and thistles shall it [the ground] bring forth to thee” Gen-
esis 3:18) intimate the character of the desert as a whole.

Two connotations of the desert stand out in the Hebrew Bible.
One is that the desert is perceived as hostile to life, a stretch of land
causing hardships and dangers. Living in the desert is considered a
punishment. “Give them according to their deeds,” says the psalm-
ist, “and according to the wickedness of their endeavors: give them
after the work of their hands; render to them their desert” (28:4) The
main danger, a mortal one, is dryness, the lack of water. Life saving
miracles can therefore be conjured up as wells or streams of fresh
water miraculously appearing in the dry desert. The thorns and
thistles that grow on the land into which Adam and Eve are expelled
convey and epitomize both the dryness of the desert as a region, and
the pain and toil that life in the wilderness unavoidably brings with
it. These thistles are an objective description of, as well as an em-
blematic metaphor for, the wilderness.

2 T use the English translation of the essay. See Jacques Le Goff, “The Wilder-
ness in the Medieval West,” reprinted in the Le Gofl, The Medieval Imagination (Chicago
and London, 1988).
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Another connotation of the desert, evoked with equal power in
the Old Testament, is that it is the place of meeting God and of the
founding of a collective identity. The wandering in the desert, the
collective endurance of the hardships and dangers of desert life, are
far from “rootless straying,” and are presented both as preparation
for divine revelation and as part of the process of forming a com-
mon identity. This is how the wandering in the desert was remem-
bered. “T'o him which led his people through the wilderness; for his
mercy endureth for ever.” (Psalm 136:16)

In the New Testament the desert also plays a part as a symbolic
landscape. Though here its role is more limited than in the Hebrew
Bible, the connotations it evokes are no less articulate. But the idea
of the desert in the New Testament is very different from that in
the Old. At some specific points the two concepts of the wilderness
sharply diverge.

Perhaps the basic difference is that in the New Testament the
desert is conceived as a place to which an individual goes, a single
person. While in the Old Testament it is the tribe, the community
as a whole, that wanders in the desert, in the New Testament it is
always the solitary individual who remains there, and even that only
for a limited, usually short, period of time. Being in the desert there-
fore primarily means being detached from society. It also means being
tested.

The sense of isolation from society is emphasized by juxtaposing
the desert with the city. “... Jesus could no more openly enter the
city, but was without in desert places ...” (Mark 1:45) Even for Jesus,
remaining in the desert is a temporary condition. “And he said unto
them, Come ye yourselves apart into a desert place, and rest a while;
for there were many coming and going, and they had no leisure so
much as to eat.” (Mark 6:31) And when a crowd followed Jesus into
the wilderness, they had to leave on the same day. “And when the
day was now far spent, his disciple came unto him, and said, This
is a desert place, and now the time is far passed: Send them away,
that they may go into the country round about, and into the villag-
es, and buy themselves bread.” (Mark 6:35-36)

Besides being a place of solitude, the desert is imagined as the
country of trial and danger. The nature of the dangers of the wil-
derness reveals something of the spirit of late Antiquity. The desert
is the abode of demons; evil spirits, hostile to humans dwell in its
arid vastness. Christ’s encounter with the demons takes place in the
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desert. “Then was Jesus led up of the spirit into the wilderness to
be tempted by the devil.” (Matthew 4:1) The desert as a place of
trial—by horror or temptation—of the lonely individual became an
important topos in Western religious imagination. The many Chris-
tian hermits who went into the desert, and struggled there with the
demons in their dwelling place, shaped the image of the barren land
for many centuries to come.?

So far we have briefly mentioned some general connotations of
the desert. But what does it look like? What could a reader or artist
in the Middle Ages and in the early modern period learn from Scrip-
ture as to the visual character of the wilderness? The thorns and
thistles that grow on the ground may convey something of the
ominous, sinister nature of the desert, and of the hardships of life
in it; they do not suggest, however, the overall physical shape of the
barren land, they do not tell us how the desert appears to the eye.
The reader of later periods, living in altogether different natural
environments, could not have found in the biblical texts anything
that would have made it possible for him to construct in his mind
the image of the desert.

We should also remember that the great art of the desert coun-
tries, mainly Egypt and Mesopotamia, does not yield a pictorial image
of the desert. It is an interesting fact (and one that, so far as I know,
has not been sufficiently studied) that there is such a striking con-
trast between the natural reality of the Near Fastern countries and
the artistic imagery they produced in the course of millennia. While
very large parts of these countries consisted, then as now, of arid
soil, of dry and barren land, the art created in them in Antiquity
usually shows flourishing vegetation, abundant water, of palm trees
and fruit. I shall not speculate on the causes of this divergence
between the art created there and the nature of large parts of the
region. It would be futile to debate the possible reasons of this con-
trast between natural reality and art. Perhaps the vast emptiness that
is so characteristic of the desert is more difficult, or perhaps impos-
sible, to show to the eye than rivers and fertile vegetation. Perhaps
art conjures up a world of dreams and wishes rather than showing
the hard reality. At all events, whatever the reasons, spectators in

3 The large and sometimes very good literature on the early Christian hermits
who spent their lives in the desert yields surprisingly little about how these ascet-
ics viewed the desert as an environment and a landscape. But see Derwas Chitty,

The Desert a City (Oxford, 1966).
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later periods could not draw a picture of the desert from ancient
images. T'o be sure, most early Near Eastern images were not known
in medieval and Renaissance Europe, but even had they been en-
countered, they could not have contributed much to the desert image
in the European mind.

Turning from Scripture to the few early pictorial renderings of the
desert, we ask what the images can tell the spectator about the
wilderness. Early Christian art, as we know, was the first to depict
biblical themes, and in some of them the desert plays an important
part. It is well known that early Christian art did not indulge in the
rendering of landscape, not even as a mere modest background.
However, some of the biblical themes prominent in the imagery of
the Early Christian world, demand an evocation of the desert not
simply as a background. One such scene, perhaps the earliest that
confronted the painter with the need of suggesting the desert in some
way, was Moses hitting the dry rock and making the water flow from
1t.

The story of this miracle, as told in chapter 17 of the Book of Ex-
odus, conveys something of the character of the desert as an envi-
ronment, and what it means to live in it. The desert, we here learn,
is a dry place; the dearth of water is a mortal danger for man. “And
all the congregation of the children of Israel journeyed from the
wilderness of Sin, after their journeys, according to the command-
ment of the Lord, and pitched in Rephidim; and there was no water
for the people to drink. ... And the Lord said unto Moses, Go on
before the people, and take with thee three elders of Israel; and the
rod, wherewith thou smotest the river, take in thy hand, and go on.
Behold, I will stand before thee there upon the rock in Horeb; and
thou shalt smite the rock, and there shall come water out of it, that
the people may drink. And Moses did so in the sight of the elders
of Israel.” (17:5-6)

In early Christian thought, as we know, the water Moses made
to flow from the rock was a “type” of redemption, of salvation from
death. Whether the water gushing forth from the arid rock was
understood as a figura of Baptism or was interpreted otherwise, in
the communities for whom the catacombs were painted it was un-
derstood as a life-giving agent. The subject was thought particular-
ly appropriate for catacombs, and was frequently painted on their
walls. Already by the end of the nineteenth century the pioneering
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Fig. 1. Moses strikes a rock. Domitilla Catacombs. In: Sybel, Ludwig von, Christliche
Antike: Einfuehrung in die altchristliche Kunst (Marburg, 1906-1909) 2 vols. in 1, p. 155.

scholar Joseph Wilpert recorded sixty eight pictures representing that
scene in the catacombs of Rome.*

What precisely do we see in these paintings? How is the desert
here represented or evoked by pictorial means? One of the earliest
representations of the subject in Christian art is the mural in the
Domitilla Catacomb (fig. 1). Moses stands on a low and narrow
stretch of land that obviously represents the desert. The horizon
shows some irregular elevations, perhaps an attempt to suggest some
hills in the distant background. Moses casts a visible shadow on the
ground on which he stands. The narrative tendency of this mural,
reminding the modern spectator of some illusionistic trends in
Roman painting, is disclosed in the irregular ground line and in
the shadow the figure casts on it.” It is paralleled by Moses’ lively
gesture as he turns to the rock he is striking with his rod.

* Among early presentations of the subject in catacomb painting, see also Ludwig
von Sybel, Christliche Antike: Einfiihrung in die altchristliche Kunst (Marburg, 1906), espe-
cially pp. 229 ff.

> For cast shadows as an indication of natural landscapes in Early Christian
art, see especially Miriam Schild-Bunim, Space in Medieval Painting and the Forerun-
ners of the Perspective (New York, 1940), pp. 27-39. Cast shadows have recently at-
tracted the attention of students. See E. H. Gombrich, Shadows: The Depiction of
Cast Shadows in Western Art (London, 1995); V. 1. Stoichita, 4 Short History of Shadow
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It is interesting to compare this image with another mural ren-
dering of the same subject, done more than a century later in an-
other catacomb, in the “coemeterium maius” in Rome (fig. 2). In a
sense, the comparison of this mural with the former one (fig. 1) sums
up the development of the desert image in Early Christian imagi-
nation. In the later painting, Moses, still beardless, holds the rod in
his outstretched hand, but he only lightly touches the rock, from
which a stream of water gushes forth. Whatever narrative, sugges-
tive elements could be found in the earlier painting have disappeared
in the later. The second mural manifestly does not narrate a story,
it is what we today sometimes call a “pictograph.” It presents to the
beholder, in a synchronic, timeless fashion, the essential components
of the story. Among these components, however, one is missing—
the desert. Moses stands on the “frame” of the mural, and except
for his figure and the rock there is sheer emptiness.

Is the emptiness an attempt to represent the desert? We know, of
course, that in the pictographic tradition of Early Christian paint-
ing, the space within which a scene takes place, particularly if it is
a landscape, plays a subordinate role. But in our theme, Moses
miraculously bringing water to the thirsting Children of Israel, the
desert is not a mere background. Hence any attempt to depict or
suggest it cannot be considered merely as a stylistic feature. In the
biblical story, and in the way it was understood in Early Christian-
ity, the desert embodies the very forces against whom the miracle
Moses performs is directed. In the Bible exegesis of that world, the
desert appears as one of the emblems of death. The water Moses
brought forth from the rock, the water that saved the Children of
Israel from death, was interpreted as the “waters of life,” a visible,
tangible symbol of ultimate redemption from an unredeemed world..

Now, does the sheer emptiness presented to us in the catacomb
mural (fig. 2) really suggest such a reading? Admittedly, to perceive
such a meaning in the non-figurative background of the catacomb
image is a speculative reading of what we see, yet perhaps it cannot
be altogether discounted. It is usually the submerged contents, the
half articulate connotation, that permeate an image with meaning,
and give it its evocative, expressive power. The barren desert, epit-

(London, 1997); Hans Belting, “Bild und Schatten,” in idem, Bild Anthropologie: Entwiirfe
Siir emne Bildwissenschaft (Munich, 2001), pp. 189-211.
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Fig. 2. Moses strikes a rock. Major Cemetery. In: Sybel, Ludwig von. Christliche Antike:
Einfuehrung in die altchristliche Kunst (Marburg, 1906-1909) 2 vols. in 1, p. 154.

omized in the lack of drinking water, adumbrates the domain of
nothingness, of death. In the mural the yawning emptiness, as juxta-
posed to the cascading water, symbol of the life giving power, may
have conveyed to visitors to the catacomb, in an immediate if equivo-
cal way, that the sheer emptiness, the nothingness, is like the look
of death. Some of them may have recalled that the Bible itself pro-
poses such a comparison. “And the people thirsted there for water;
and the people murmured against Moses, and said, Wherefore is this
that thou hast brought us out of Egypt, to kill us and our children
and our cattle with thirst?” (Exodus 17:3) Keeping such texts and
considerations in mind, the emptiness in the mural may be assumed
to carry meaning.

Catacomb painting did not formulate a definitive image of the
desert. Early Christian art continued the search for a visual config-
uration to convey this extreme aridity and the character of human
life in such surroundings. I shall briefly mention only two of these
images, both from the last stage of the Early Christian period. One
may be seen among the mosaics adorning the walls of S. Maria Mag-
giore in Rome, made close to the middle of the fifth century (440-
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Fig. 3. Joshua and the Angel. The Mosaic in nave of S. Maria Maggiore. In: Kitzinger,
Ernst. Byzantine Art in the Making (Cambridge, MA., 1980), p. 119 the upper part.

450 ap). Particularly illuminating in our context is the scene of Joshua
and his warriors encountering a celestial figure, the “captain of the
host of the Lord” (Joshua 5:13-15) (fig. 3). The text in which the story
of the encounter is related stresses several times that the Children
of Israel wandered in the desert, dwelt in the wilderness, and the
older people (those who themselves had come out of Egypt) found
their death in the desert. Now, the background of the mosaic is made
up of large horizontal bands; the central one, composed of yellow,
carth-colored, and brightly shining gold cubes, may represent a sandy
desert.® Above the shining strip are irregular darker shapes, prob-
ably indicating a distant row of hills.

We cannot be sure, of course, that the golden band in the back-
ground of our scene does at all have a representational meaning.
The shaping of space in horizontal layers or bands may be seen in
Early Christian images that have nothing to do with the desert, or
with any kind of natural space known to us from experience. But
considering the residue of impressionistic Roman painting in the mo-
saics of S. Maria Maggiore and in other fifth century works, such a
reading cannot be excluded. Yet whether or not the bright horizontal
stripe in the scene of Joshua’s encounter with the angel was origi-

6 The literature on the mosaics in S. Maria Maggiore does not pay much attention
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nally intended as a depiction of the desert, it does suggest, however
vaguely, such a landscape.

In the same decade in which the mosaics of S. Maria Maggiore
were produced, and at only a short walking distance from that great
church, another visual formula for the desert was shaped. The ba-
silica of S. Sabina in Rome dates from the years 422-432, and its
famous wooden doors, though we don’t know their precise date,
cannot be much later. The doors, as we now have them, are one of
the earliest works of Christian art explicitly conveying to the beholder
the “typological” relationship between the Old and the New Testa-
ment. Consisting of symmetrical panels, they emphasize the paral-
lels between Old and New. One of the doors was devoted to Old
Testament subjects, the other to the corresponding Gospel themes.
Among the Old Testament scenes we again see Moses striking water
from the desert rock (fig. 4). This was one of the earliest represen-
tations showing the desert rock as an antetype of the Crucified Christ.
The water flowing from the rock suggested to the spectator both the
blood flowing from Christ’s side and the waters of Baptism.

In spite of the somewhat coarse style of the portrayal of the fig-
ure, this scene on the door of S. Sabina 1s “spiritualized.” Moses does
not strike the rock; the magic rod, explicitly called for by the bib-
lical text, is not represented at all. Moses performs a rhetorical
gesture; he speaks to the rock. Opposite the rock from which Moses
makes the water flow, on the other side of his figure, there is some
kind of large object. This object or configuration, probably a large
heap of stones, stands here for the desert. The angular forms of this
heap, devoid of any indication of vegetation, manifest something of
the hard edginess and barren dryness of the desert. These forms differ
profoundly from the shining, golden layer in the mosaics of S. Maria
Maggiore.

The final dissolution of the desert image inherited from late An-
tiquity can be observed in some monuments of the transitional period
between the early and the medieval era. Particularly interesting for
us is the Ruthwell Cross, a monument created in the late seventh
century at the English-Scottish border. The Ruthwell Cross, a work

to this particular background. The possibility that the bright band in the back-
ground of our scene depicts the desert was suggested to me by Gombrich. See also
his old review of the dissertation by J. Bodonyi, “Entstehung und Bedeutung des
Goldgrundes in der spatantiken Bildkomposition,” Kritische Berichte zur kunsige-
schichtlichen Lateratur, 5, 1932-3, pp. 65-75.
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Fig. 4. Moses strikes a rock. Wood Doors of S. Sabina. In: Jeremias, Gisela. Die Hollztuer
der Bastlika S. Savina in Rom (Rome, 1980), pl. 32b.

of what we sometimes call the “Northumbrian Renaissance,” com-
bines classical and Celtic elements, and is thus a true forerunner of
medieval imagery. Meyer Schapiro has shown (convincingly to my
mind) that this Cross was meant as an artistic expression of insular
asceticism, and that it transfers the idea and images of the Egyptian
desert fathers to that distant corner of North-Western Europe.” Most
of the subjects represented form part of the legends of early Chris-
tian saints. In the center we see the Temptation of Christ and his
treading on, or being adored by, the beasts. Other images include
St. John the Baptist, the hermits Anthony and Paul, Mary Magdalene,
and further themes linked to repentance in the desert. An inscrip-
tion explicitly speaks of the desert.?

But where is the desert? No indication of it can be seen in the

7 The Religious Meaning of the Ruthwell Cross, now reprinted in Meyer Scha-
piro, Late Antique, Farly Christian and Medieval Art: Selected Papers III (New York, 1979),
pp. 151-195. The second part of Schapiro s article deals with a brief study by
Kantorowicz of the figure of an archer on the Ruthwell Cross. The latter study is
now reprinted in Ernst H. Kantorowicz, Selected Studies (New York, 1965), pp. 95-
99.

8 The inscription, which is not simply a quotation from Scripture, reads: HIS
XPS: JUDEX AEQUITATES: BESTIAE ET DRACONES COGNOVERUNT
IN DESERTO SALVATOREM MUNDI (after Schapiro).
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carvings on the Ruthwell Cross. It is true, of course, that there are
no landscape features in any of the scenes, but one asks again whether
stylistic trends are sufficient to explain the disappearance of an
important motif. Another observation imposing itself on the specta-
tor is that the yawning emptiness we found in some catacomb paint-
ings has also disappeared.

In sum: the image of the desert is a theme of some importance in
Early Christian art, but its history has not been sufficiently studied
to permit us to draw any conclusions. Two points, however, should
be made. One is that in the early Christian world no single, pre-
ponderant visual model for wilderness crystallized, as some visual
models did take shape for other—imaginary or generic—sites, such
as the city as a cluster of buildings, often within walls, or paradise
as a garden with luxuriant vegetation. That in fifth century Rome
two representations of the desert could emerge that differ as widely
as the mosaic in S. Maria Maggiore and the relief on the door of S.
Sabina shows that no single formula was available or even domi-
nant. The other point, I believe, is that although early Christian artists
could not rely on an established tradition, they tried, though in
different ways, to show the essential character of the desert in na-
ture, that is, its vast empty spaces and its barren dryness.

In the history of our subject, the representation of the desert in the
pictorial arts, the Middle Ages, particularly in the Western coun-
tries, may be described, if with some exaggeration, as one long la-
cuna. Not a single significant attempt to depict the wilderness, as it
was still understood in the fifth century, comes to the mind of the
student of art. When in the early Renaissance artists again tried to
portray the wilderness, they had to start from the beginning, as their
works show. The reason for this neglect of the desert by medieval
painters probably has little to do with the specific subject, the arid
land. The various schools of painting in the western Middle Ages
usually detached scenes, narrative or otherwise, from any natural
environment, often replacing landscape with an abstract, non-rep-
resentational pattern. It is only in the art of the fifteenth or sixteenth
century that we find an articulate, crystallized image of the wilder-
ness. What does it look like, and what are its spiritual connotations?

To grasp the character of the new desert image, we shall look at
its fully developed Renaissance version. The panel in Griinewald’s
Isenheim altarpiece representing the Temptation of St. Anthony (fig. 5)
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is a good example. Here Griinewald manifestly tried to impress upon
the spectator that the desert was a place inspiring anxiety and en-
dangering life; it seems natural that the demons attacking the saint
should dwell in this stretch of wilderness. To bring out this charac-
ter of the desert, Griinewald depicted in the upper part of the painting
dried up trees that stretch out their demonic boughs like huge fangs.
Yet the spectator, remembering the images we have briefly men-
tioned, cannot help being surprised. What he sees in the Renaissance
representation seems to be the very opposite of the desert. It is a
piece of landscape with abundant, in fact overabundant, vegetation.
Behind the dry boughs we see dark fir trees. In the lower part of
the painting, where the saint is being tormented by the demons, the
vegetation is dark, dense, and chaotic. To be sure, there are some
ruins, but they are overgrown with wild vegetation, and house beasts
and beast-like demons. Instead of a stretch of arid land, scorched
by the sun, we see thickets, shrubbery, and tall trees; instead of gray
or yellow colors, the vegetation is intensely green (encroaching even
on the color of the demons). All this, in short, suggests a dynamic,
perhaps even dangerous, luxuriance bursting forth, not the aridity
of stone and sand. Griinewald obviously could not have thought of
the desert as an altogether empty space.

He was not alone in such a representation of the desert. A picto-
rial subject pertinent to our theme is “The Penitent St. Jerome in
the Wilderness,” popular in Renaissance painting.” Let me only men-
tion the painting by Lucas Cranach, now in the Kunsthistorisches
Museum in Vienna (fig. 6), done only a few years before the Isen-
heim altarpiece. Otto Benesch was correct in saying that St. Jerome,
of whom we know that he stayed in the desert, had here become a
forest dweller.!” In Cranach’s painting the penitent saint is seen
kneeling in the clearing of a dense forest. Ragged pine and fir trees
grow high, creating anxiety by their shapes and the deep shades they
cast even on the clearing. Between the tall, dark trees one occasionally
catches a glimpse of a tower in a distant city. The dominant color
tone in the painting enhances the atmosphere of a forest; it is a deep,
tully saturated green, the color of lush vegetation. The shadows cast

9 For St. Jerome in Italian literature and art, see Eugene F. Rice, Jr., St. Jerome
i the Renaissance (Baltimore and London, 1988).

10 Otto Benesch, The Art of The Renaissance in Northern Europe: Its relation to the
Contemporary Spiritual and Intellectual Movements (Hamden, C'T', 1964; first edition
Cambridge, Mass., 1945), p. 46.
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Fig. 5. Matthias Griinewald, Temptation of St. Anthony. Ziermann, Horst, Matthias
Grinewald (Munich, 2001), pl. 87.
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Fig. 6. Lucas von Cranach, The Penance of St. Jerome. Vienna, Kunsthistorisches
Museum. Friedlaender, Max J. und Rosenberg Jakob. The paintings of Lucas Cranach
(London, 1978), Pl 4.

by the huge trees form a dark cover enveloping the lonely and for-
lorn forest dweller, and suggesting unknown dangers for the human
being who is almost lost in the dense, fear inspiring forest.

Desert representations in Renaissance art have not been system-
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atically studied, and it is difficult to say how the subject was depict-
ed in the various countries, schools, and artistic traditions of the pe-
riod. Looking at some pictures, however, certain variations become
manifest, though such observations are of course tentative. In six-
teenth century painting in Venice painters seem to have been aware
of the barren character of the desert, its lack of fertile soil and hence
the absence of vegetation, and they attempted to show this charac-
ter of the landscape in their pictures. In works of Venetian art, these
barren stretches are, however, usually isolated from the rest of the
painting. Characteristically, the stretches of dry land are imagined
as rocks, and around them we see plenty of vegetation.

In 1520-22, Paris Bordone painted St. Jerome in the Wilderness, a
picture now in Philadelphia. Here too are stretches of ground not
covered by trees or shrubs, but surrounded by abundant vegetation;
a river even flows nearby. At about the same time , in 1525-27, when
Polidoro da Caravaggio painted Scenes of the Life of Mary Magdalene,
he conjured up in his mind an enormous and totally barren rock
placed next to splendid Roman buildings (not in any way in a state
of ruin) as an image of the desert. At the foot of the huge rock,
however, that 1s, at the level where Mary Magdalene was assumed
to have spent her days in repentance, the soil must have been fer-
tile; in Polidoro’s painting a dense forest grows there, the trees having
a harmonious, garden-like appearance.'!

Only a few years later, probably in 1531, Titian painted the mag-
nificent St. Jerome in Penitence, now in the Louvre (fig. 7). In this
painting, as in the others we have mentioned, we see slabs of rock,
meant to visualize the desert. The dark shadows that cover large parts
of the painting also suggest a mass of rocks. The rock is barren, and

' Tt would be interesting, and feasible, to trace the gradual replacing of the
desert by the forest in Italian painting. In a painting by Giovanni di Francesco
Toscani, The Penitent St. Jerome (Museum of Princeton University), painted in the
late 1420s, both the empty space and the barren soil are suggested; only two small
trees are symmetrically arranged on either side of the saint. In a picture by Sano
di Pietro, The Penitent St. Jerome in the Wilderness (Louvre), probably of 1444, two
groups of trees grow between the arid rocks and mountains; these are well pruned
trees, planted in straight lines. When in the very early seventeenth century an
engraving was done (by Stefano Maggiore) after Domenichino’s St. Jerome in the
Wilderness (Rice, fig. 4), the lump of rock behind which the saint hides is overgrown
with vegetation that threatens to cover his head. This development, of course, should
not be taken as a precise description of what happened in history, but it does indicate,
I believe, what the central trend was.
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Fig. 7. Titian, St. Jerome in Penitence. Paris, Louvre. Wethey, Harold, E. The paint-
ings of Titian: complete edition (London, 1969-71). Vol. 1: The religious paint-
ings. 1969, PL. 155.

this may have been meant to represent something of the desert’s
character. But a central motif in the painting is a giant tree, whose
spreading boughs and luxuriant foliage cast a shadow over large parts
of the landscape. The color of the tree (which also tinges other parts
of the surrounding nature) is again that deep, succulent green, of-
ten warm and partly golden, that strikes us as an emblem of life. It
is far removed from what we usually understand by desert.
In sum, then, even where the Renaissance artist included in his work
the imagery of rocky nature and barren land, powerful and often
uncontrolled vegetation remained the dominant characteristic.
The juxtaposition of the two types of desert representation, the
carly Christian and the Renaissance, raises several questions. I shall
concentrate on one, the question of memory, and it is for this pur-
pose that the previous observations were made. The comparison of
the two kinds of landscape can help us to separate what was remem-
bered from what was forgotten, and help us to understand better
how the desert was kept alive in memory.
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As far as the intellectual interpretation of the desert, and of the
desert experience, are concerned, the Renaissance paintings clearly
express one specific tradition of understanding the wilderness. What
is shown in these works of art is the Christian interpretation of the
desert. It is the Christian concept, already intimated in the Gospels
and then further developed in a continuous tradition of hermits, a
tradition that overshadowed the thought and imagery of the first
centuries of our era. The hagiography of many centuries elaborated
and deepened this reading of the barren land, and engraved it upon
the mind and memory of generations to come. The wilderness is the
place into which the ascetic saint retires and where he remains in
solitude. This is what the literary legacy of the early Christian cen-
turies conveyed to the Middle Ages and the Renaissance. Fifteenth
and sixteenth century paintings expound the desert by visual means
as a place of ascetic solitude and trial.

The literary legacy of the Desert FFathers, and particularly the life
stories of the hermits who retired into the desert, as the Middle Ages
and the Renaissance knew them, do not abound in detailed descrip-
tions of the physical nature of the wilderness territory. For people
in those centuries living in Syria and Egypt, and in the Middle East
in general, it was probably not necessary to describe the desert in
detail. But occasionally we do find in some popular texts (and they
were popular also in the Renaissance) suggestions as to what the
desert looks like. The best known of these texts, Athanasius’s Life of
St. Anthony, frequently mentions the desert, but rarely describes it.
What comes out clearly is that the desert shelters no people, and
therefore is a place appropriate for solitary life. For people in early
Christian times, both artists and audiences, we may assume some
general acquaintance with what the desert meant in terms of na-
ture and living conditions. That this acquaintance must have been
very general and vague obviously follows from simple considerations:
the depictions we have adduced, and the many others that belong
to the same type, were made in the great urban centers of the an-
cient world, where people could not have had any direct experience,
however small and fragmented, of the desert. Nor could artists—
painters and makers of mosaics, wood carvers and other craftsmen—
be trained in the desert. In Late Antiquity, a pale familiarity with
the desert landscape, though not derived from actual experience,
should perhaps be considered as an element of the general culture.
Moreover, specific features of the desert’s nature are occasionally
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stressed. Thus, from time to time the dryness, the lack of water, and
the mortal danger that dearth involves, are forcefully impressed upon
the reader.

In the Renaissance, as we have seen, such familiarity with the
desert, however vague and general, totally disappeared. Renaissance
artists and audiences had no occasion to get any direct experience
of desert land, and no familiarity of any kind with dry and barren
wilderness could emerge. In medieval and early modern Europe,
hostile nature and dangers inherent in the environment were, of
course, well known, no less than in Antiquity. For medieval man and
in his imagination, however, such a hostile and dangerous environ-
ment was embodied in the forest, with the anxiety of getting lost in
it, of rampant, uncontrolled vegetation spreading darkness and chaos,
and the fear of wild beasts dwelling in it. The desert, in a precise
and specific sense, as it actually looks in nature, was not even an
indistinct element of the cultural atmosphere.

Yet Renaissance art and imagination, immersed as they were in
Christian lore, did remember the desert, as the iconography of the
period clearly shows. The many representations of the Temptation
of Christ in the Desert, the many depictions of Anthony, Jerome,
Mary Magdalene, all of them repenting in the wilderness, abundantly
illustrate how much the “memory” of the desert was alive. Our
question, then, is not whether or not Renaissance artists and audi-
ences remembered the desert as a highly charged landscape, a sym-
bolic site, but rather what specifically they remembered of the desert,
and how they translated what was retained in their memory into the
language of forms and motifs with which they were familiar.

Now, we can say, at least to some extent, what the Renaissance
remembered of the desert. It was primarily the nature of the human
experience of being in the wilderness that was retained in memory
rather than the physical nature of the wilderness. In addition to the
feeling of being tested, of solitude and loneliness, perhaps the sense
of being lost, cut off from society and human help, it was also the
perception that the natural environment was hostile to human sur-
vival and filled with known and unknown dangers. This cluster of
symbolic and emotional meanings was, of course, the inherited
Christian idea of the desert. The visual shape was not among the
desert features that European culture remembered.

This may have something to do with the developments in artistic
imagery. While Late Antiquity, and especially the Early Christian
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mind, bequeathed to the Middle Ages and the Renaissance a dis-
tinctly outlined meaning of wilderness, they did not leave a visual
model, a concise form, one that can easily be held in the mind, of
the desert. This discrepancy between the literary and the visual is
also seen in the post-antique history of the literary and pictorial
media: while there was a continuous tradition of stories about liv-
ing in the desert, there was, as we have already pointed out, no
continuity of the artistic rendering of the hermit in the wilderness.
When the Renaissance turned to the subject, the representation of
the desert’s physical nature, it had to create the image of the wil-
derness as if there had never been any previous attempts to do
precisely this. The Renaissance Ermnerungsfigur of the desert is, in fact,
an altogether new image, an image that shows the inherited mean-
ing in a completely new form.
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ZWEI GRABERENSEMBLES IN KHOKHA-SUD
ZUR KONZEPTION DER BILDER IN SEITENANLAGEN
AM GRABHOY DER 18. DYNASTIE

Barbara Engelmann-v. Carnap

In der Ebene von Khokha 6stlich der ‘Lower Enclosure’ liegen zwei
Hoéfe nebeneinander, die jeweils das Zentrum einer Gruppe von
Gribern bilden. Das altere! Griaberensemble: TT 294, 254 und 2532
ist der Enclosure niher, das jiingere: TT 365, 296 und 178% ist ein
wenig davon entfernt im Siidosten angelegt.*

Beide Grabergruppen (Abb. 1) verbindet ein 18. Dynastie-Grab
an der Hofnordseite, die Seitengraber von Ensemble 1 werden in
die 2. Halfte der 18. Dynastie—TT 253 unmittelbar vor und TT
254 kurz nach Amarna—datiert. Die Bilder der Seitenanlagen von
Graberensemble 2, TT 296 und TT 178 sind durch Kartuschen der
Regierungszeit von Ramses II. zuzuordnen.’

Alle 6 Anlagen sind Kleingraber. Ihr HallenmaB liegt unter 10m.°
Die GroBe und Proportionen von T'T 365 sind nicht bekannt. Dieses
Grab der ersten Hélfte der 18. Dynastie ist aber aufgrund seiner Lage
und der Position seines Grabherrn den Kleingridbern zuzurechnen.’

! Alter und jiinger bezieht sich nicht auf das Hauptgrab (Hofnordseite), sondern
auf die Seitengriaber der Hofe.

2 N. Strudwick, The Tombs of Amenhotep, Khnummose, and Amenmose at Thebes (Nos.
294, 253, and 254), (Oxford, 1996).

8 Erika Feucht, Das Grab des Nefersecheru (TT 296), THEBEN 11, (Mainz, 1985)
und E. Hofmann, Das Grab des Neferrenpet, gen. Kenro (TT 178), THEBENIX, (Mainz,
1995). Das Grab des Nefermenu (T'T 365) ist unpubliziert.

* B. Porter/ R. Moss, Topographical Bibliography of Ancient Egyptian Hieroglyphic Texts,
Reliefs and Paintings 1, The Theban Necropolis, Part 1, Private Tombs, (Oxford,
1960), Karte IV. Eine Orientierungshilfe bieten die skizzierten Karten von Strudwick,
The Tombs of Amenhotep, Khnummose, and Amenmose at Thebes, S. 6 und Kampp, in:
Hofmann, Das Grab des Neferrenpet, gen. Kenro, S. 6.

% Siehe Hofmann, Das Grab des Neferrenpet, gen. Kenro, S. 16 und J. Assmann, in:
Feucht, Das Grab des Nefersecheru, S. 154.

6 Zu ‘Kleingrabern’s. B. Engelmann-v.Carnap, “Zur zeitlichen Einordnung der
Dekoration thebanischer Privatgraber der 18. Dynastie anhand des Fisch- und
Vogelfang-Bildes”, in: Festschrift Stadelmann, Stationen, (Mainz, 1998), S. 252.

7 TT 365 ist durch die Kartusche von Thutmosis III. auf dem Tiirsturz in der
Grabfassade datiert. Die Lage des Grabes in der Ebene und der Titel des Grabherrn,
s$ pr hid n Jmn und fArj nbdw n Jmn (Pertickenmacher ) sprechen fiir ein Kleingrab,
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TT 294
Amenhotep

TT 365
Nefermenu e -0

?

TT 296
Nefersecheru

TT 254
Amenmose
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Khnummose

TT 178
Neferrenpet

Abb. 1

Alle Besitzer der Graber an Hof | waren in der gleichen Institu-
tion tatig.® Dies konnte auch fiir die Grabinhaber der Anlagen von
Hof 2 gelten, die alle im pr ad tatig waren, wobel allerdings zu kldren
wire, ob es sich in allen 3 Fallen um das gleiche pr id handelt.” So
ist Nefermenu (TT 365) s§ pr hd n Jmn,'° Neferrenpet (T'T 178) s§
pr hd n Jmn und Nefersecheru (1T 296) u. a. aber jdnw n pr id n nb-
3wy

d.h. ein Grab der Gruppe 3 oder 4. Hierzu B. Engelmann-v.Carnap, Die Struktur
des Thebanischen Beamtenfriedhofs in der ersten Halfle der 18. Dynastie, ADAIK 15, (Berlin,
1999), S. 403. Auch der Grabherr von TT 254 (Graberensemble 1) tragt diesen
Titel. Das Hallenma@ liegt im Allgemeinen nur wenig iiber dem Maf3 der Fassade
(Fassade 6,60m); Engelmann-v.Carnap, op. cit., S. 56 u. Abb. 38A, S. 53—55.

8 H. Guksch, Rezension: “The Tombs of Amenhotep, Khnummose, and Amen-
mose at Thebes (Nos. 294, 253, and 2547, by N Strudwick, 7EA 85, (1999), S.
250.

9 Zur Position der Grabinhaber K. J. Seyfried, in: Hofmann, Das Grab des
Neferrenpet, gen. Kenro, S. 92 ff. Zum Tempelschatzhaus und zivilem Schatzhaus vgl.
S. Eichler, Die Verwaltung des “Hauses des Amun” in der 18. Dynastie, SAK (Beiheft 7),
(Hamburg, 2000), S. 139.

10 Vgl. Eichler, op. cit., S. 293, Nr. 351.
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Die Gestaltung der Grabgrundrisse weisen in beiden Beispielen
Gemeinsamkeiten auf. Wahrend die Nordgraber, d.h. TT 294 und
vielleicht auch T'T 365 den klassischen Grundriss in der Gestalt eines
T’s!! aufweisen und zum Berg hin orientiert sind, beschrinken sich
die beiden Seitengraber auf der Hofwestseite, T'T 254 und TT 296
auf den ersten Raum, die Halle.!? Bei den Siidgrabern TT 253 und
178, die ins Tal ausgerichtet sind, reihen sich 2 Raume auf der Gra-
bachse hintereinander.

Die beiden iltesten Anlagen, fiir die der Hof zuniachst in den
Felsboden eingetieft wurde, sind zum Gebirge hin ausgerichtet, das
man—obwohl hier im Norden—mit dem Westgebirge verband.!® Der
reale Westen liegt jedoch auf der linken Seite der Graberensembles
(Abb. 2).

Wirft man einen Blick auf die beiden dem Westen, d.h. einerseits
Berg-West und andererseits Real-West zugewandten Orte der
Seitenanlagen der beiden Hofe, so ergibt sich folgendes Bild (Abb.
2).
In TT 254 ist sowohl die Wand im Berg-Westen als auch die auf
der wirklichen Westseite in der Mitte mit einer Osirisverehrung
versehen. In dem mit TT 254 vergleichbaren jungeren Grab TT
296 wird Berg-West durch die Statue des Grabherrn markiert,
wihrend Real-West ebenso wie in TT 254 durch Osiris, in diesem
Fall durch eine Halbplastik dieses Gottes, hervorgehoben ist. Bei den
aufgrund ihrer Orientierung vergleichbaren Grabern TT 253 und
TT 178 ist die Westseite in Graberensemble 1 mit der Scheintiir
versehen. In Ensemble 2, d.h. bei T'T' 178, fallt zunachst der Zugang
zur Sargkammer auf.'*

Stellt man das Stidgrab von Hof 1, T'T' 253, einem typischen Klein-
grab der ersten Halfte der 18. Dynastie gegeniiber!>— vergleichbar

"' TT 365 ist offenbar nicht fertig geworden. Die Proportionen und MaBe des
Grundrisses von T'T 365 sind nicht bekannt, aber auch hier wire ein Grab des T-
Typs zu erwarten. Strudwick, der das Grab tber TT 253 erreichen konnte, gibt
in seiner Skizze ausschlieBlich einen Querraum an. Strudwick, op. cit., S. 6.

12 Bei dem Annex im Siiden von TT 296 handelt es sich um die Abstiegskammer.
Der Raum ist undekoriert; vgl. F. Kampp, Die Thebanische Nekropole, THEBEN
XI1II, (1996), S. 5.

I3 TT 294 weist nicht exakt nach Norden, sondern nach Nord-Westen. Dass
dies die angestrebte Ausrichtung ist, zeigen die Nachbargriaber von TT 294; vgl.
Grab A, B, C in der Skizze in Strudwick, op. cit., S. 6.

" Hierzu K. J. Seyfried, in: Hofmann, Das Grab des Neferrenpet, gen. Kenro, S.
101.

15 Kleingrab TT 343 vgl. Engelmann-v.Carnap, Die Strukiur des Thebanischen
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BERG-WEST

Osiris

Zugang zur
Sargkammer

Abb. 2

mit dem sehr zerstorten Nordgrab TT 294— so fallt auf, dass die
abweichende Ausrichtung—Orientierung zum Tal—von TT 253,
dazu gefiihrt hat, dass die Scheintiir nicht wie tiblich die linke!®
Schmalwand der Halle, sondern die rechte markiert (Abb. 3).!7
Der Fall scheint einleuchtend: Wird das Grab in die entgegen-
gesetzte Richtung orientiert,'® kénnen gewisse Elemente der Deko-
ration nicht mitgedreht werden, da sie an Himmelsrichtungen
gebunden sind (Abb. 3). Das gilt bei T'T" 253 fur die Scheintiir. Die
Scheintiir gehort auf die Westseite.!” Dies hat nun zur Folge, dass

Beamtenfriedhofs, S. 403 (Grabergruppe 3 und 4). Wie in dieser Zeit iiblich, hat das
Grab im Gegensatz zu TT 253 die gewiinschte Ausrichtung zum Berg.

16 Links und rechts im Grab ist hier—von einer Ausnahme abgesehen—immer
vom Eingang aus gesehen. Nur die Eingangswande der beiden Hallenfliigel werden
von innen gesehen, d.h. die rechte Eingangswand liegt im linken Hallenfliigel und
die linke im rechten Hallenfliigel; Engelmann-v.Carnap, op. cit., S. 9, Abb. 1A.

7 Im Kleingrab der 18. Dynastie befindet sich die Scheintiir auf der linken
Schmalwand, im GroBgrab auf der Rickwand, der Westwand des Grabes; Engel-
mann-v.Carnap, op. cit., S. 356 f. Abb. 234, 235.

% In diesem Fall nach Siiden orientiert.

19 Die Scheintiir befindet sich im GroBgrab auf der Westwand des Grabes und
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Abb. 3. TT 343 (Normalfall) und TT 253

das Dekorationselement, das die Drehung nicht mitgemacht hat, in
ein neues Umfeld eingepasst werden muss, oder dass das Umfeld
der neuen Situation angepasst wird.

Dies ist bei T'T 253 im rechten Hallenfliigel der Fall (in Abb. 3
eingekreist). Leider lassen sich die dort abgebildeten Personen aufgrund
der Zerstérung der Beischriften nicht oder nur teilweise identifizieren.
In T'T 343 (Abb. 3) geben die Pfeile die Position und Ausrichtung
des Grabherrn wieder.?’ Bei TT 253 sind die Personen, die aufgrund
threr GroBe im Bild als NN infrage kommen ebenso durch Pfeile
markiert. Auf den Langswanden der Halle ist der NN-Plan von TT
343 und TT 253 nahezu identisch. Die Pline unterscheiden sich
lediglich auf der rechten Riickwand. Hier ist man dem neuen Ele-
ment (Scheintiir) zuliebe bei T'T' 253 mit der Abbildung des Grabherrn

im Kleingrab auf der mit Westen konnotierten linken Hallenseite; Engelmann-
v.Carnap, op. cit., S. 394. In T'T 253 ist jedoch die rechte Seite Real-West, wahrend
die linke im Osten liegt.

20 TT 343 zeigt den typischen NN-Plan eines normalorientierten Kleingrabs
der ersten Halfte der 18. Dynastie; Engelmann-v.Carnap, op. cit., S. 143, 214.
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an das Ende der Wand gertickt. Die Scheintiir in dieser Art zu rahmen
ist tiblich.?! Die Tiir ist somit nicht nur auf der rechten Schmalwand,
sondern auch noch auf den sich anschlieBenden Langswanden des
Hallenfliigels von der Person des Grabherrn flankiert?? und so in
thr neues Umfeld eingefugt.

Die Gegentiberstellung der beiden Kleingriaber in Abb. 3 zeigt,
dass die besondere Orientierung des Grabes—nicht zum Berg, sondern
ins Tal-—anders als in einem Parallelfall, TT 56,%> nur in der Halle
Einfluss auf die Grabdekoration genommen hat. In der Passage stehen
Begrabniszug mit Osirisverehrung sowohl in TT 343 als auch in T'T
253 auf der linken Seite und NN im Opfersegment auf der rechten.
Auch dies leuchtet ein. Hier hat man sich an der Statue von NN
orientiert, die ja nun zwangslaufig im Berginnern auf der Zielwand
untergebracht werden musste. Begrabnis und Osiris gehoren auf die
rechte Seite von NN.2* D.h. bei talorientierten Gribern musste
zwischen beiden Optionen (Begribnisprozession in Westposition oder
rechts von NN) entschieden werden. In T'T' 56 hat man die West-
position gewihlt, in TT 253 hat man den Begrdbniszug und die
Westgottheit auf der rechten Seite des Grabherrn wiedergegeben.

In TT 296 ist die rechte Schmalwand durch die Statuen des
Grabherrn und seiner beiden Frauen hervorgehoben (Abb. 2). Diese
nehmen im Kleingrab der 18. Dynastie die Riickwand der zweiten
Kammer ein (Abb. 3, T'T' 343) und auch in dem benachbarten und
mit TT 296 eng verwandten Grab TT 178 haben sie diesen Platz.
Da diese Wand im Normalfall (T'T 343) auf der Bergseite liegt, hat
man die Statuen hier auf der rechten Seite der Halle—der dem Berg

2! Engelmann-v.Carnap, op. cit., S. 358, Abb. 238 (Kleingrab TT 127).

2 In allen 4 Beispielen sitzt der Grabherr(?). Auf der rechten Schmalwand werden
Riten an NN vollzogen; Strudwick, op. cit., S. 46. Auf den Langswanden ist er in
beiden Fillen als Empfianger von Opfergaben wiedergegeben. Der Name ist nicht
erhalten geblieben (linke Eingangswand; Strudwick, op. cit., S. 48). Auf der rechten
Riickwand mochte Strudwick die Eltern des Grabherrn abgebildet sehen. Der
Frauenname 73-nfrt in der Beischrift kann sich aber auch auf die hinter dem Paar
stechende Frau beziehen (Strudwick, op. cit., S. 44 f. und pl. 22). Elternverehrungen
gehoren normalerweise in den linken Hallenfliigel; Engelmann-v.Carnap, op. cit.,
S. 351. Es ist aber auch nicht vollkommen auszuschlieen, dass man die Eltern,
wegen der Scheintiir, anders als tiblich im rechten Hallenfliigel wiedergegeben hat.

23 In TT 56, das ebenso wie TT 253 nach Siiden orientiert ist, steht der Begréb-
niszug auf der rechten Passagenwand; Ch. Beinlich-Seeber/A. Gh. Shedid, Das
Grab des Userhat (TT 56), AV 50, (Mainz, 1987), Beilage I und II, S. 37 f.

24 “Rechts’ ist hier vom Grabherrn aus gesechen; Im idealorientierten Grab ist
diese Seite west-konnotiert, vgl. Engelmann-v.Carnap, op. cit., S. 339, 341, 383.



permedjat.blogspot.com

ZWEI GRABERENSEMBLES IN KHOKHA—SUD 27

zugewandten Seite—eingefiigt und somit ein Element aus Raum 2
mit Raum 1 verbunden.?

Der Parallelfall zu TT 296 ist in dem Graberensemble 1 bei T'T
254 (Amenmose) zu suchen (Abb. 2). Gestalt, Plazierung und Orien-
tierung der Anlagen weisen Gemeinsamkeiten auf. Die “beiden”
Westzentren des Raumes sind hier doch anders als in dem jiingeren
Grab nicht durch Osiris und die Statue des Grabherrn gekennzeichnet,
sondern in beiden Fallen mit Bildern versehen, in denen der Grabherr
der Gottheit des Westens gegeniibertritt.

Die Anbetung des Osiris ist auf der Schmalwand des rechten Hal-
lenfliigels besonders hervorgehoben. So steht sie im Zentrum der Wand
und wird an beiden Seiten von dem sitzenden Grabherrn und seiner
Frau gerahmt. Die Gottheit ist nicht alleine dargestellt. Sie wird von
einer ungewohnlich groBen Anzahl von Géttern begleitet. Es folgen
Osiris die mit dem Westen verbundenen Goétter Anubis und Imentet
sowie die 4 Horussohne?®. Der Hallenfliigel, der diese Szene mit
einschlieBt, ist durch folgende Bildsequenz hervorgehoben: Einfithrung
des NN durch Amenophis I. und Ahmes-Nofertari bei Osiris mit Isis
(— Eingangswand), Libieren und Beten vor Osiris mit Anubis, Imentet,
den Horuss6hnen und Géttin(?) (— Schmalwand, Berg-West) und
schlieBlich, Rauchern und Beten vor Osiris mit Maat auf der Mitte
der Hallenriickwand (— Real-West). Damit erweisen sich die Bilder
des rechten Hallenfltigels, anders als die des linken, als eindeutig ‘west’-
konnotiert und sind somit in ihrer Auswahl der besonderen Aus-
richtung (Berg-West) des Hallenfliigels angepasst.

TT 254 erweist sich zudem als klassisches Grab des Ubergangs
von der 18. zur 19. Dynastie?” und stellt somit das Verbindungsglied
von T'T 253 (18. Dynastie) zu dem Grab von Nefersecheru, T'T 296,
das unter Ramses II. dekoriert wurde, dar. So ist z.B. in der oben

25 Die Kombination von Gétterstatue und Privatstatue auf so engem Raum,
die erst fur die 20. Dynastie typisch ist, ist hier durch die besondere Konstellation
im Seitengrab entstanden. Zur Kombination von Gétterstatuen und Privatstatuen
an einem Ort, vgl. E. Hofmann, “Typen ramessidischer Plastik in thebanischen
Grabern”, SAGA 12, (1995), S. 275.

26 Hinter den Horussohnen steht noch eine weitere Gotting Strudwick, The Tombs
of Amenhotep, Khnummose, and Amenmose at Thebes (Nos. 294, 253, and 254), S. 85, Sz.
6.1b, pl. XXXIII.

27 Zu Ubergangsgrabern vel. N. Strudwick, “Change and continuity at Thebes:
The Private Tomb after Akhenaten”, in: C. Eyre, A. Leahy (ed.), The Unbroken
Reed. Studies in the culture and heritage of Ancient Egypt in honour of A. F. Shore, (London,
1994), S. 321 ft.
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erwahnten Bildfolge der Osirisverehrungen das sich ankiindigende
Bildstreifenprinzip zu erkennen,?® auch wenn die inhaltliche Ver-
kntipfung der Szenen benachbarter Wande noch nicht durch einen
Bildstreifen, der tiber die Wandecken hinweggeht, sichtbar gemacht
ist. Der Parallelismus von Gotterwelt oben und Menschenwelt unten,
der ebenso fiir das Bildstreifenprinzip typisch ist, hat hier seinen
Vorlaufer. Insbesondere auf den oberen Wandfeldern konzentrieren
sich Szenen, in denen der Grabherr in irgendeiner Form mit Gott-
heiten in Kontakt tritt, wahrend darunter die bekannten Bilder, wie
die T4tigkeiten des Grabherrn auf der Erde, so z.B.: Beaufsichtigen
der Arbeiten im Schatzhaus und der Feldbestellung und Ernte
stehen.?? Auch im linken Hallenfliigel des gleichen Grabes sind auf
der Eingangswand iiber die dort iibliche Landwirtschaftszene® Bilder
gestellt, die im Zusammenhang mit Gotterfesten stehen, wie das
Anziinden des Lichtes und das Binden von Zwiebeln.?! Diese
Darstellungen gehéren dann in der Folgezeit in das untere Wandfeld.
Sie finden sich dort in dem jiingeren Grab TT 296 (Ramses 1I.,
Graberensemble 2) und gehéren zum Bildprogramm des gleichen
Hallenfliigels.3? TT 254 ist unmittelbar nach Amarna dekoriert
worden.? Das Grab muss mit den Anlagen dieser Zeit verglichen
werden. Dieses soll in anderem Rahmen geschehen.®*

Es verbleibt zunachst TT 178, das Grab, das unter Ramses II.
etwa gleichzeitig mit T'T 296 ausdekoriert wurde, aber wegen seiner
Plazierung an der Hofsiidseite und seiner Orientierung nach Stden
mit TT 253 verglichen werden muss (Abb.2).

28 Zum Bildstreifenprinzip: J. Assmann, Das Grab des Amenope (TT 41), THEBEN
III, (Mainz, 1991), S. 185 ff. u. ders. , “Prioritit und Interesse: Das Problem der
ramessidischen Beamtengraber”, in: J.Assmann, G. Burkard, V. Davies (eds.) Problems
and Priorities in Fgyptian Archaeology, (London, 1987). Zum Bildstreifenstil in T'T" 254
vgl. H. Guksch, Rezension: “The Tombs of Amenhotep, Khnummose, and Amen-
mose at Thebes (Nos. 294, 253, and 2547, by N. Strudwick, 7EA 85, (1999), S.
252 1.

29 Strudwick, op. cit., S. 70f, 90f.

30 Engelmann-v.Carnap, op. cit., S. 284, Abb. 177, (r. Ew.= Eingangswand,
linker Hallenfliigel).

3 Die Festszenen setzen sich auch auf der linken Schmalwand in der
Erntefestszene fort; Strudwick, op. cit., S. 71, pl. XXVIIL

32 Feucht, Das Grab des Nefersecheru (TT 296), S. 69, Szene 22, S. 31, Szene 8.

33 Zahlreiche Details erinnern an die Bilder in den Privatgrdbern von Amarna;
Strudwick, op. cit., S. 60.

3% Ubereinstimmungen im Bildprogramm lassen sich u.a. zwischen TT 254 und
dem kurz vor Amarna dekorierten Kleingrab T'T 181, das in unmittelbarer Nihe
liegt, erkennen.
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In T'T 253 hat die Ausrichtung zum Tal, anders als in einem 4lteren
Parallelfall, TT 56, nur einen Einfluss auf die Dekoration der Halle
genommen. Die Verteilung von Begrabniszug, links und Grabherr
im Opfersegment, rechts der Passage blieb bestehen (Abb. 3). Es wire
zu fragen, inwieweit sich die Talorientierung auf die Disposition der
Bilder in dem jiingsten Fall, TT 178 auswirkt.*®

Eine Studie zum Dekorationsprogramm der Kleingraber der Regie-
rungszeit von Ramses II. von dieser Nekropole liegt nicht vor. Aus
diesem Grunde kénnen hier nur einige interne Beobachtungen aus
dem Gesamtkomplex der Griberensembles 1 und 2 und der beiden
zeitlich eng beieinanderliegenden Anlagen T'T 296 und 178 gewonnen
werden. %0

Im ersten Raum von T'T 178 (Abb. 4) haben die Szenen der linken
Hallenseite auf der Riickwand Osiris zum Ziel, die der rechten Re-
Harachte. Im Streifen darunter wird die Bildfolge links mit der
Abbildung von Amenophis I. mit Ahmes-Nofertari und der des Grabes
rechts abgeschlossen. (Die Verteilung oben, wird unterstiitzt durch
die Sturzdekoration auf der Mitte der Riickwand mit einer Verehrung
von Osiris und Isis links, und Re-Harachte u. Maat rechts.)

Tirsturz
—> Osiris Re-H.<—

—————— OSIRIS RE-HARACHTE
Amenophis I.
Ahmes-N. Grab

RAUM 1

unten
usjun
uaqo

TT 178 REAL-WEST

oben

| Eingang |

Abb. 4. TT 178 Riickwand von Raum 1

35 Zur Disposition der Bilder und ihrer inhaltlichen Zusammenhange vgl. K.
J. Seyfried, “Bemerkungen zum Dekorations- und Textprogramm?”, in: Hofmann,
Das Grab des Neferrenpet, gen. Kenro (TT 178), S. 101 {I.

36 Zum Bildprogramm TT 296 und zur Bezichung zwischen Bildprogramm
TT 296 und 178 vgl. Feucht, Das Grab des Nefersecheru (TT 296), S. 14 f., 120 f.
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Abb. 5. Riickwand TT 296
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Bei TT 296 (Abb.5) ist im oberen Bildstreifen der Riickwand der
Halle eine Dominanz der Osirisbilder zu beobachten, die sich hier
nicht wie in TT 178 nur auf die linke Seite beschrankt, sondern ihre
Fortsetzung noch iiber die Wandmitte hinaus, auf der rechten
Riickwand findet, dennoch ist auch hier auf der rechten Riickwand
Re im Bild. Der das Bild des Sonnenuntergangs begleitende Text
links beginnt: Lob dir Re-Harachte, Atum bei seinem schinen Untergang...”’
Das Ungleichgewicht auf der Wand—2 Osirisbilder links und 1 Osiris-
und 1 Re-Bild rechts der Mitte—erklart sich zum einen aus der
Osirisstatue im Zentrum der Wand (vgl. Abb. 2 u. 5). Eine Verehrung
des Osiris auf beiden Seiten hebt die Statue besonders hervor.®

Anders auch als bei TT 178 konnte der obere und untere Bild-
streifen bei T'T 296 nicht um die beiden Seitenfliigel der Halle her-
umgefiihrt werden, da der rechte Hallenfliigel (wiederum aufgrund
der besonderen Ausrichtung des Grabes)*® durch die Statuen des
Grabherrn und seiner beiden Frauen und der linke Fliigel durch ein
Tor unterbrochen wird.

So ist in TT 296 eine klare Gliederung mit Priifungsszenen und