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Introduction

Man exists in time and'space: we are constrained by these limis-if by no others. Only the
vrriuen word or an artistic creation can permit a mo(al to overcome these limis. Yet this victory
is pyrrhic: language, art and architecture are means by which humans achieve immortality, yet
the constraints demand that even immortality achieved,by these means remains resfricted to the
limis of the horizon of mankind

It is thus highly significant that-although we are biologicatly far older<ur understanding
of the human past abruptly char-rges as we cross the threshold of the invention of vwiting. The
invention of lwiting accompanied the creation of urbanism and political structures. Like writing,
monumental public architechrre and complex art are also among the irurorrations of this age

which are still with us, for material culture was also transformed with the appearance of the
states.

Yet the wrimen sources are assigned an almost unique role when approaching ancient
thought. By contrasf one can argue-as is our intention here-that art and architecture
contributed significantly to the development of conceptual thought. Following this argument-
means that meaning can be recognized in non-verbal forms of expression; it would also signal a
cognitive change which is not ancient and biological, but recent and historical.

Regardless of perception, existence takes place in time and space, yet the perception of
time and space is decisive for any understanding of being. We argue that Ancient Egypt played
a dual role by creating me:uls of expressing time and space which ultimately changed
perception. Understanding this means throwing our understanding of "meaning" as expressed
through verbal expression into doubt, and examining the mearrs exploited by the Egyptians.

For several millennia after the dawn of history, the most widely recognized form of
expression was verbal. \Mith the appearance of cinema, television and advertising the image is
recovering its value as means of conveying information. Ffowever, the image was never entirely
discarded: from ancient murals to medieval illustrated manuscripts, imagery featured as a
means of expression. Furthennore, architechrre corrtinued to play a role from before the
beginning of history through to the present day.

Thus, although we tend to neglect them, assuming that "meaning" is to be sought in
verbal expression actually precludes access to important avenues which give access to a culture
which explois other means. Egyptian understanding of time and space was more human
in{luenced than ours.-- --ôi;*iJ-l"a"rest 

to us here is an obsenation Groenewegen-Frankfort made when
surveying the art forms of the A,ncient Near East and the Bronze Age Mediterranean:

In trying to penetrate ... what might-for lack of a better word-be called the implicit
meaning in [artistic representations ofl scenes, I found that the unexpected happened:
both significance and formal peculiarities proved strictly correlated as soon as they were



she also stressed that there was a significant development at the beginning of the historicalperiod in which "significant ,p"..r; were created in art in a fashio, *fri.il*.ffi;;"îsubstantially u'ith Palaeolithic art. Thus, mere representation 
",'à 

;;;";, ;*;j; ;i:,#;:means of communication, but actually ch4nge 
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th. .*.-,iil"*#liffi àiu.top.a in theurban Near East. one of th. mosi i-po".ta't .nu,";;.on..-l il;';"pment of a'understanding of space.

f$:yl Groenewe8en-Frarùfort consciously disranced herself from Krahmer,, we will
ïT;Ti: ::::: :19ï11we,sen. 

s observations abgut space ; ;; -.;;;r"Ëffi '" ir,Ëï
:,T,"if:iTT,lqT.î': T$.':ru"ding of rhr: static space of Eglptian ;- il ,ilïffi,
:#:.fl :l,li"^;"LT:llmdicatio,,,,,otonlyfor"*;J;;r;;i;-;f E;;il"Ï..nH:jii
space, but also of history.

Y:31-:",u....:.".,p1 differenr points. The cenhal point is the degree ro which ancient
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human .:p".'y. tg aghigve "'';â;'""dr;;iffi;*;i*:;fj;3.-:::l:" .'q d3velopment oriociar instit'tions ;à il;il';.fti;;*iiil;;#i"i,:ï,rruruuLt(l l"o ay:Tï::T :f {. h1l*.mind,. and that wrih4s il *","1y ;;;;";i ,à*.ur decisive
llî:,::1"' vel u'rilins alole had s.ubstantiat repercuËi""r-i" ".laJ*i.'ar#rïir,"ffi:::eclipsirg these other forms of expression.
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seell uuder the aspect of their space-time implications. f' fact
corresponded tnost strikingly rn{tÀ changes it, the other, a'd
therefore suddenly became'sigrrificarlt,.'

changes in the one
spatial idiosyrlcracies

in ancient Eglpt as expressed in art
theoretical approu.h., u,,hich har,,e

The subsidiar'' points relate to the nature of "bei1g"
and language, r,r,-here \4;'e perceive a clash in the different
dor'i'ated the snrdy of Eg)rptian art.

113.,,:lli:_l: *: issue of "undersrantr,*,,, grasped in rerms of recognizing and
::1fl^:ïT_1;TT'*"'Jhus,perception,.xp."rsioi,;;;;;";;#;;;il:#iâi";
f" _ï:ïi;.T31 _i 

is as sumed that -à,i,* .;; I ;à;;d.* ;; ;H ;i i;:::'i;
*yf-,T'ï'.r..01*,*. popular.ana,.r,"iùrv.;;;;;;;î^fi#;;#*,i;i,:l,i: ,i;
;ll*".Tîï;"*j.._#'.o'c"ption,irisur'"-.â-rl"lr';.;il*J;;;i#"i"iffi ff iihumarrs, i.e., that it is ',found'.

Under the pressure of cognitive advances, human existence is increasingly understood as
!ti"s biological and physical; rather than historical and conceptual, rf one were to follow thislatter line of reasoning to its logical e'd, one would fi;J;;-ilî;;;;.nh'e is not somuch about the "discovery" of "meaning", but rather trr. u."À"";;;;il;;;i;;"*;
"meaning" is "invention" not "d.iscovery'i. Brrt nevertheles, u p-..r', ;,1;if, is inn-insicallybiologically human, a part of our existencl. w.-;;.;;;;s is entirely possible, bur stress rharsignificant steps in the process may not hlve taken"ptu.. u, u result "r."âùï""ilil;ËË;changes in the Pleistocene, but arË rather historical artefacts;l[à;r;i.iii'"ta.velopments
during the Bronze As:. Il this sense, the biologi.il;;;;;;;ffi;îJ-,rr. i, linked tocultural hisrory, with the biologicar rra-"1* ;"-rd, ;;h;fi"d;;'ffi.hï;;;ï;î;
erected a supersfucture in recenl times. we argue that one of the Ly, toîderstanding thiscan be found in the sources of Ancient Egypt. ---rv !v u'!

. ... 9"t of the peculiarities of ancien,ËÀæa is that many of the thoughs associated u,ith thatcivilization are viewed as abstract, spirituJ and timeleri *h.r.us the r"*r"îiJ*;"rt-,
choseS bv the Egvptia's-both in art and language-we* rtiûilv.";;;:"w";;. rhar rhis is acrucial key to understanding developments, yet one that is generally 

"".r1"-"1.f,:;r.ï;,}

' Groenewegen-Frankfort, H,A'.,,4nest and Movement: An Esay on space and rime at the Representational Attof the Ancient Near East,Inndon 1951, pp. xxiii_xxiv.' Kmhmer, G., Figw und Raun iir^ der Âglptirchen
Winkelmannsprogramrn 2B), Halle I g3l
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'Jnnge, F., Die Lehre hahhoteps und die Tugenden der iigptischen Welt (:OBO 193), Fribourg 2003. Cf.
Warburton, D., Review ofJunge, Ptahhotep, Discussions in EglptologrSg (2004), p. 99.
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arrived in fuypt, Panofsky could not offer any such metaphorical interpretation. The Egyptian
images had a significance which was immediate and clear: there were ,rà hidd.n -"rrug;.'Th"
concept of abstraction vras foreign to their art and language, and thus we argue that the Egyptian
use of such imageC was utterly different from that of 'Westem art-yet the Westem irnages can
be traced back to the Egyptian

We argue that these concepts were brought into existence, and in recent times as a result
of exchanges between societies (as in this case). Thus the heart has disappeared from the
\Mestern version of the scales ofJustice, who is a specific deity with her own syrnbols (woman in
classical garb, scales, blindfold, sword) which each require interpretation. The current writer
stresses that this is part of our form of abstraction which no longer depends upon the images or
the concrete elements. The verbal expression of the meaning tnl., prl..d.n.l and the i*"a. is
just a way of expressing the verbal thought. And this verbal expression has many nuances, as
revealed inJunge's translations ofjô. These concepts are distinct in our world.

To deny that the Eglptians felt differently would be absurd, as the language and the
imagery confirm their way of thinking and testifu to their way of expression. Our object here is
to examine this, arguing that the Egyptians encoded complex thought in material form which
they did not necessarily express in language. And also that they did not necessarily assign
linguistic forms of expression to what we call abstraction. In fact there are additional "messages"
in their art which carxlot be recovered by the conventional methods of the interpretation of art,
i.e., looking for a verbally expressed metaphorical rneaning.

Responses to these forms of expression vary, but in general, the current writer has the
impression that scholarly approaches suggest an effort to search for expressions of thought and
meaning in forms familiar to us, most of them based on the assumption of a fundamentally
human thought struchrre and the paramount use of language in expressing meaning. In thi;
vision, "meaning" as expressed in language is immanent and inherent, and the difficulty is that
of recogr{zing the means by which "meaning2 comes to be expressed.

By confrast; the author contends that the means by which meaning came to play this role
are historical and cognitive rather than biological and neural.' Our point of departure in the
followingwill thus deal simultaneouslywith theoretical approaches -d for-, of expression.

Cognition, Languâge, Art, and Archiæcttue

The Fayptians integrated the imagery and architecture'of an qrban civilization into their r,r1riti"S
system. 'When viewing these ' phenomena in order to gr-asp the underlying system of
classification, Goldwasser observed the following:

Theories addressing the question of how knowledge is orgarrized usually draw on
evidence obtained from three principal sources: linguistic data acquired from local
informants in non-liærate societies, psychological experiments, and the study of
diachronic and synchronic linguistic data in literate societies.u

While this is ffue, it does not necessarily mean that this is the correct fashion of approaching
one of those civilizations which achrally gave rise to the foundations of the linguistic m."n, oi
classif ing infôrmation. Our concern here is to approach the physical objecs with the argument

' For reasous which cannot be elaboiated here, the author is convinced that "meaningo is a variable dependent
upon human society, and that F4ypt played a crucial role in creating this stale of affairs. This has substantial
implications for our understanding of human perception and expression. Paradoxically, in order to explore the
implications of this assumption in the context of Ancient Egypt, it is not necessary to agree with the fundamental
assumption.
' Goldwasser, O., Prophets, Iztvers, and GiralTes (:GOF IV 38/3), Wiesbaden 2002, p.2.
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that artefacts also contain information about systems of classification. Baines has defined this'
alternative quite clearly:

Art served the ordered cosmos... It defined, encapsulated and perpetuated that cosmos.u

Our goal here is not to explore the superficial aspects of the artistic production of Egypt, but
rather the implications of the underlying principles in terms of our understanding of Egyptian
thought. Our approach differs from that of Kemp & Rose, but they correctly observed that in
ancient Egypt,

the Golden Section proportion ... was never recognized as such, and thus was not coded...
The fluidity with which different factors mixed was aided by the way that the Egyptians

moved from concept to actuality. .,. [The procedure itselfl is important for it reveals a

mode of thinking and a process of ad hoc working that has grown unfamiliar to the
. modern Western and Western-influenced world.z

Wc will argue that'fu, ,rror" than mere subconscious concepts determined the creation of
Eglptian art, and that these betray thought processes complementary with a non-verbally
expressed system of spatial-temporal classification. The "Western and Western-in{luenced"
systems of thought referred to by Kemp & Rose were arnong the means by which verbally
expressed thought eclipsed evidence of other kinds of thought.

Before approaching this method., we must refer to the corollary of Goldwasser's
assumption, as expressed by the Asslriologist Bottéro who remarked of objects that their
"testimony is reticent, vague, ambiguous if not fallacious", concluding that "archaeological
sources do not inform so much as illustrate what we know from elsewhere" (meaning from
philological sources).'

In fact, however, it is difficult to claim that the philological sources really provide a

substantial contrast to what Bottéro claims to be the fundamental weakness of archaeological
sources. In the case of Spell 17 of the Book of the Dead, RôBler-Kôhler has demonsffated that
the spell was a .o-p.nâin- of incompatible and conffadictory interpretations of the Beyond
from the very beginning.' And Schenkel has argued that the commentaries in the predecessor

text, Coffin Text Spell 3354, appear to be almost contemporary with the original intact text.'o

Thus, the capacity to translate the text and to interpret it does not lead to any clarity about its

meaning except to higtrlight the fact that the Egyptians had some vague and inconsistent ideas

about the Netherworld-and that they were completely conscious of the problem.
And certainly, archaeologists could claim that one could reach essentially the same

conclusions from archaeological material-without recourse to texts." Thus, at the very
nururnum, one would tie obliged to recognize that the texts do not offer clariçy-and yet the

claim of the verbally based school is that this is the way in which thought is expressed; and also

the means by which thought can be approached, analyzed and understood. In fact, however,

Assmann has stressed that it is impossible to arrive at a uniform interpretation of Egyptian

uBaines,J.,'OnthestatusandPurposeofAncientEgyptian Art',CambidgeArchaeologicalJowlal 4ll (1994),p.

88.
' Kemp, B. and Rose, P., 'Proportionality in Mind and Space in Ancient Fgypt', Cambrifue ArchaeologicalJoumal
1/l (1991), p.127.
' Bottéro, J., I"a Ftus VeiIIe Religion, Paris 1998, pp, 59-60. (My translations tlroughout for works not in English,

or not cited in translated versions).
'RôBIer-Kôhl er,lJ., Kapitel lZ ies tigJpUschen Totenbuches (:GOF IV, l0), Wiesbaden 1979, pp. 267-353.

'o Schenkel,'W., 'Zur Redaktions- und Ûberlieferunpgeschichte des Spruchs 335 A der Sargtexte', in Westendorf,
W. (ed.), Q)ttineer Totenbuchstudien. Beitriige zum 17. Kapitel (-GOF IV, 3), Wiesbaden 197 5, pp. 37-79.

"'Warburton, D.4., 'Literature & Architecture - Political Discourse in Ancient Egypt', in Moers, G., Betrlmer, H.,
Demuss, K. and Widmaier, K. (eds.),-/zrgfr. w: Festschrift !ïir FriedrichJurye, Gôttingen 2006, pp. 706-707.
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understanding on the basis of a texhral analysis of Book of the Deadspell 17, and that one
should not sfive to.''

Evidently, philologists could clairn knowledge of a considerable quantity of detail (in
terms of myths, divine narnes, etc.), but there is no way that the contradictions and
inconsistencies of this philological detail are not exactly as "vague", "ambiguous" and
"fallacious" as Bottéro suggested was the weakness of archaeological evidence. Thus, one can
state that the philological detail does not really have the advantages that Bottéro suggests. Even
if the deities can be named, it is far from certain that we car-r actually grasp the "meaning".

Significantly, however, authors continue to approach the Fayptian religion with the
concept of organizing and unifiring the written sources into a uniform system-anà yet it is clear
from CT 3354 that this uniform system never existed. For the author, the implication is that
both Goldwasser and Bottéro are members of a dominant school simply claiming-but not
demonstrating-that "meanirlg" c:ur only be approached through 

'lunguug.. 
Although

Goldwasser has obviously relied heavily on the system of witing rather than forms of linguistic
expressiotr, we contend that writing is dependent on language, even if language is also heavily
dependent upon vvr-iting. Sources from the world of "Art & Architechlre" are really quiæ
differenf and these can be approached differently, whereas it is generally the case that when
viewing art, scholars tend to assume that it can be reduced to a verbal meaning.

Furthermore, we argue that this fundamental assumption effectivel| dominates most
archaeological and art historical work, as will be found in the works of Boardman,'' Leroi-
Gourhan," Gombrich,'' and Panofsky'u (etc.). The underlying approach of this school i, that -ry
work of art reflects a previously conceived verbally expressed meaning. This way of viewing art
reduces it to being an altemative means of expressing thoughs which were alrlady .*p.esr.d
verbally.

Flowever, the evidence is that verbally expressed tho.ughts are far from clear and
coherent, as we noted above in Assmann's conclusion that BD 17 cannot be used to urderstand
Fgyptian religion. In fact, therefore, texhral analysis has demonstrated that the basic premise of
this school is an error. By contrast, archaeological analysis reveals that careful study can actually
provide glimpses into systems of thouglrt thoughts which cannot be found in the texts.

Our concem here is specifically the importance of space and time, and here-despite his
own observations-Assmarur clearly shares this philological approach, assuming that meaning
will be found by philological analysis.'' By contrast, Hornung has demonsbated that thà
Egyptians used form, size, measurements, location and imagery to express thoughts which
probably were not expressed in the form of a conscious verbal equivalent." There can also be
no doubt that both Krahmer" and Groenewegen-Frankfort* were persuaded that Egypti4n art
gave access to F4yptian understanding of space and time in a far more wide-ranging fashion
than the specific cases for which Hornung has found evidence.

However, these approaches have never been systematized. When trying to develop a
methodology for understanding aft as a social institution, Gell dismissed the traditional,
syrnbolic, understanding of art, and thus his work found little sympathy arnong those u,ho
assumed that a linguistic analysis should allow for such content.'' Instead, orr. .ouid argue that
Gell was achrally hittittg at the most importan! fundamental, role of art-as the key to

" Assmann,J., Re und AmLzl (-OBO 51), Fribourg 1983, p. 7 with note 8.
'' Boardman,J. The World ofAncientAn l-ondon, 2006.
" Leroi-Gourhan, A., Les Religions des Ia Préhistoire, Paris, 1964.
" Gombrich, F,-, The StoryofA4Oxford, 1972.
'u Panofsky, 8., Meaningin the VisualAtts,NewYork 1955.
" Assmann,J., kit und Ewigkeit im Alten Âgypten (:AHAW 1975/I), Heidelberg 1975.
'' E.g., Hornung,E. VaIIey of the Khgs, New York 1990, pp. l8Gl89.

' Groenewege"n-Fr ar*lort, An-es t att d Movemen t
'' E.g., Coquet, M., Review of Gell, Att and Agency, in L'IIomme, 157 (2001), http:/Âhomme.revues.orq/
document5658.htrnl.
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understariding social identity:" Horvever, Cooney has recently demonstrated beyond the
shadow of a doubt thgt the aesthetic aspects of Egyptian art rnust ber considered when trying to
estimate social value." Rather than taking,issue with these various approaches, we vqill- mele$
assume that no one will contest th. .onclpt that Eglptir" * pf"v.;ïil;l""f ,J"ti",fr,Ë
expressionofEgyptianidentity_arrdproceedtothenàxtlevel.

an origrnal EgJptian creation will be immeaiately 
-iecognizable 

as such, just as an
"Egyptianizing" piece will be eternally debatable. Obviously, each in their own *ry,"ru.h pieces
express something fundamental which is not resolved by classifying the one as "Egyptian(P)"
and other as "I-evantine(P)l', There arç nuatces which are lost to us, some of which may have
been fôrmulated in verbal thought and since lost-but also some elements which rnay never
have been verbally expressed.,

Our argument here is that thoughts may not have been expressed verbally until after the
creation of the physical artefacts w{ric}r-inspired them, i.e. rhat rft"ugttt requires rtro"f"t"trt"r it
obviously the case with modern academic debate). Obviously, however, the creation ol any
work of art depends upon a complex mental inæraction *heràby compromises must U" -uàÉin reducing time and space to a material expression. However, thi, -.rrtul process can also lead
the artist to overcoming the constraints of time and space. This is u..o*ilirh.a lv .r."ti"À u
work which endures on itr ou,n (e.g., a simple figurine), on. *hi.h-ir;;;;; ù;;di;
creating a work which comes to represent an era (such as the pyramid of ôheops) or a *.rlâ
(such as the statues of Khafren)

Although we are accustomed to innovative onginal creations; most art in Antiquity was
representative, and thus depended 

-upon a capacity io reduce *o-èthirrg:to an' .s""Ë" *friJ
yas then preserved in the form of the representation. IWhether sculpture, relief or architechrre,
the procedure depended upon a process of mental transformation, whereby a real (or
conceptual) thi"S was rendered concrete. Peculiarly, however, none of these processes invohed
requires verbal expression, as the enfire proçess from conception & .*".utiàr, to extriUition t
survival does not rely on verbal thought. And yet the key to the ultimate understanding of.,meaning''asgraspedbyhumans-thatis,immortality-liespreciselyinthisprocess.]

Creation of this type represents a capacity to express time and ,p".. in art u,ithout
recourse to vertial expression. And analysis of this aspect can enable us to follow conceptual
processes. We argue that the search for a superficial interpretation of the "meaning" of an
object bears no relationship to the fundamental message wnicfr it conveys about worldïew. In
fac! to some degree, this search is erroneous, as the medium imposes the problem of
"meaning" on us. 

'We understand this as perception, r,rilrereas the artist was r.r,orkingàn the level
of expression, and combining several difflrent thoughts into a single creation. By;.fi"id";,;
is provocative and ambivalent and the idea that a meaning can be sought in th; artwork itself
may be mistaken. Ffowever, the fundamental and decisive cogrutive processes w,fiich
determined the creation of any given piece of art will betray the thoughts of the civilization-and
in a fashion which is at once 

"".quiuo.ul, 
historical und rroiverbally."pr.*.a.

Virtually all complex art dates to the period after the inventiân of states and witing.
Therefore it is arguably historical-and we would argue that it is erroneous to suggest tfrut tfti
basic thoughts as expressed in terms of perception and expression were present before the
transformation of human society; and the absence of complex a-rl" represents a strong argument
in this case. Thus, lhese societies gave birth to the coniext in which thought .oùd ieap to
another level, rendering absffact thought, as we understand iq possible. Signficantly, although
neurologically possible, thought of this kind is not necessarily biolosically imrate. Anâ,
fundamental thoughts were not reproduced in writiru or language, IJnderstood thus, these
thoughts provide access to a world view.

" Gell, A., Art & Agency. t4n Anthropological Theory, Oxford 1998.
" Cooney, K. M., The Cost of Death, e[U 22),Leiden 2007,p. 6.
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: Time & Space inArt&Ianguage

There are a number of F4yptian words which define time in a specific fashion (e.g., rhr, rnp.t,
rk, hrw, sp, ).t, grb, trl and a few which define time more generally or conceptu 

"lly 
(".5., ihh,

hJw, d.t). The slme applies to space (e.g., s.l, sp,.t, njw.t, !|s.wt, tl, tlf).Ifôwever, it has been
pointed out that /.t takes us into the time-space continuum, uniting solar cycles with geography.
A"ud Hornung has shor,-r'n that this appears in art, in a fashion which is never expressed verbally:

This extreme circumference of thc existent, to which the Egyptians give the visual form of
the "curled snake (mfinl," is both spatial and temporal. The snake curled back on itself
encompass€s a,four-dimensional world that has an end-which the spherical models of
mo'dern physics also present as turned back on itselfi the Ouroboros seems to be the only
visual symbol that shows this rurning back on itself.".

This is a relatively simple and straight forward case of an artistic representation which expresses
a thought which could be expressed verbally and is recognizable to us.

However, the principles underlying the creation of a vvork of art can be interpreted in the
same fashion. When dealing with representations on taut surfaces (flat, cylindrical, globular),
Groenewegen-Frankfort argued that the "relationship between two objects creates a significant
void". This space creates a context for movement. At the same time, however, she also noted
that

... For there is no way of transferring the contour of the human form, especially in
movement, to a flat surface in which the problem of depth does not become u.ute.'

To skip forward, we will refer to one single example which must suIfice for the understanding
of the problem in ancient Fayptian arl Referring to the glrl in the the tomb of Rekhmire,
Groenewegen-Frankfort note s :

In fact, when once and once orily in the historical development of several millennia the
threequarter back view of a serving girl appears in a Theban tomb with the proportions
of pedect functional rendering..., the effect is positively startling. She appears a sûange
disturbing phenomenon in a spatial world which, for better or rryorse, is alien to ours.'u

In another reference to this sape girl, she says

In this otherwise smooth scene, however, ïhe nois quattsbackview of one of the girls ... is
very startling indeed and seems quite ihcongruous; seen from a definite angle, she has-in
contrast with all other hgures-'corporeality',: appears in fact in space. It is as if the artist
was frightened by his own boldness, for he drew the feet adhering to the groundline in the

, traditional, and ih this case absurd, old way."

This approach represents the usual interpretation: F4yptian understanding of space was quite
different from ours; Schlifer resolved the complexities by dru*i"s on children's art." Flowever,
a contemporary of Schâfer's took a very different line:

" Hornurg, E., Conceptions of God in Ancient Eglpt,Ithaca 1993, pp. 178-179.
25a-tr-rtr-ttr" Groenewegen-Frankfort, Arrest and Moventent, p. 6.
26/-'!' T:rrr-'" Groenewegen-Frankfort, Arrest and Moventent, p. 9.
" Groenewegen-Frankfort, Arrest and Moventent, p. 93.
'* Schâfer, H. Prùrctples of Eglptiatt Aft, Oxford 1986.
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In Egypt-where perspective was carefully observed as d.emonsfated by the occasional
foreshortened figures-this could have led to the discovery of perspecd,r. u, a form of
artistic expression ... However these few attempts, whictr led nowhere and were thus
consigned to oblivion, prove that this form of representation d.id not appeal to the
F4yptians and that for them it was little more than a curiosity.'n

The figurative osfaca from Deir el-Medineh make it certain that Krahmer's observation was
correc! and that the failure to develop perspective was not a matter of a terror of the unknown,
but rather a lack of interest. We argue that Krahmer was on the right nack, and that we can
usefully pursue the argument he began in the 1920:s.

ic^uh-..', systJn *u, bas.ion the assumption that the orthogonality of Egyptian art-
both plastic and relief-must be understood in terms of a specific understanding of space.
Krahmer compared our "Classical, perspective"influenced understanding of space; which he
termed "dynamic", with the "static space" of the Egyptians.'In his version, depth was effectively
non-existent in Egyptian art, and one has the unnerving experience of noting that the Egyptians
played with this lack of depth (as with the single shawl vrrapped around three.iackalr,"à. th.
ankbsignhamsrng offa mountain, both in TT 359)."

Rather than atguing that the Fgyptians nare "frightened" of perspective, \4re argue that we
should be wary of imposing our understanding of time and space on them-and cautious in
assuming that F4ypt was merely a stage on the way to discoveùrg the way "things should be
done". Thus, rather tharr drawing back, we follow Krahmer.

' Krahmer distingqishes a hypotactic (qlpically "Classical, perspective") form of art where
each member of the human body is subordinated to the movemànt of the others, from the
fundamentally different paratactic form (typically Fayptian) where each member is depicted as
an ideal independent of others. For l(rahrnlr, eachàf tft. systems must be understood^i" t rt"t
of dynamic and static space: hypotactic "Classical, perspective" art relies upon dy,namic space;
paratactic fuyptian art does not have depth: it understands the dimensions in vvhat Krahmer
terms "static space". Krahmer concludes:

After these analases it becomes completely clear that... there is no difference between the
"frontal vierd' in plastic and the "twisted vieu/' of the reliefs, and that it is only because we
conceive space as a dynamic unity that there appears to be a contrast... Depth plays a
completely dilferent role in Egyptian art, as indeed in all pre-perspective artistic
conceptions."

For Krahrner therefore, the cubic form which typifies so many Egyptian statues was not a cage
within which the figure was imprisoned. Instead, each of the planes defining the sides, base, top
and bottom of the stahre were merely segments of the dimensions which continued infinitely in
all directions, crossing each other perpendicularly. For Krahmer, the tension of the dimensircns
was the glue which held the various parts of Eg5rptian statues together. In fact, for Krahrner, a
"threedimensional" hypotactic Greek statue was not three-dimensional at all, but rather
dimensionless; the Fayptian paratactic version was absolutely three dimensional in the sense
that it came into existence vshere the dimensions met, and exploited the clash of the dimensions
in static space to achieve perfection, in the balance between the dimensions.

' Krahmer, Fïgw und Raun, p. 64.
'The phrase "Classical, perspective" is a compromise here, used to designate tlrose perspective styles appearing
from the fifth-century onwards in Greece, and henceforth elsewhere. Neither "Greek" nor "Pre-Èerspective" i!
adequate since obviously Archaic Greek art is still "Greek" and "pre-perspective" is a misnomer in light of the
Egyptian evidence.
" E.g., Hodel.Hoenes, 5., Iife and Death in Ancient Egpt,Ithaca 2000, pp.272-273.
* Krahmer, Figtr utd Raunt, p.65.
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Krahmer's static space is thus explosive, rather than passive, like "Classical, perspective,,
space"This means that Eglptian space has a character which aifi.^ f""îu-.ntnlty from ou'
own. When transferred from the art historical level to the philological and historical Ë;;-i ,l*
understanding would i-ply that the concept of /.t being r f".r-Ëii"; lt;;;,i*. o, ,p"..
must be abandoned. Including temporal depth-of which the F4yptians wers fully consclo.rr-
arnong the dimensions of this kind would render Falptian th""siti dynamic. F;;rly; ,Ëil;
character of time would be transformed. secondly, ;r;.ot. or,nîrr"--r;; ;;d]iffiîi
also given priority. In this sense, the concept of the Egyptians h""i";;;;;-.orrr.ior* of the
necessity of establishirrg and maintaining Maat becomes a question of ùie imposition olhurrran
will on the universe; history becomes u À.rr.run endeavour.

The three dimensions visible in art take on a different importance; furthermore, they are
combined with temporal depth to create a fourth ai-"nrion. This fourth dn";;;;ffiâ;;
different from our o*r sirrc" depth and space would d"t;i.*;;"rd#,h.'il;il;;rr-"
of static space. It woutd mear including ,io. 

", "" i"i.ËJË;i6; ;;;;.;ffi"-_
which has hitherto eluded western science. Krahmer's view of art thus ofr.., 

" ;"il;h;;;;;.
understanding of the Egyptian world vieu,, but expressed i" ti"rh;;-;il'; irot visible in the
texts or the language

In spatial depth, however, there is one point where the Fgyptian image of depth did not
differ from our own. Groenewegen-Frankfort noted:

orly the colour blue will, for obvious rea"sons, suggest pure depth.*

Thus, one can use a colour to depict spatial depth, and many of those who have seen it will
have a vivid memory of the sky-brue tackground of the 

".r. "iÀ. b;;k;;;;""rb';i
sirenput." The lisht blue backgrâund of rhe"srele silr;;.h; ,'|,.;,,|;n.*;ffij#
ï."." F9"8h it is at the deepest part of a rock ..rt-tomb. Ol"iôirfv, *-o"rJ.ir. depth here.
Jhis is important because: firstly, we noted that Krahmer's system:basically assumed that the
Egyptians did not uïigtt spatial depth a crucial role, and secondly, b..urrr. "f " li"g,;;;
element, a.s expressed by Baines:

...blue plays no part in color symbolism in texts* (Baines lggi: 2gB)

Baines assumed that the Fayptian word wt/ covered green and blue, and that lapis lazuli, bsbd,
was not an abstract colourierm. Baines argued thar ancien, E*rd;;;;;il;J;;î;î;
er,'olutionary stage of a model proposed by Berlin & Kay,* i" *hi.h trr" reôti"";;;;;i
9n{ four colour terms: black (km), wlnte (1tfl, red (d.fr) and green-blur- 6;ô. ft i, .*Ia.irt tfrut
by dismissing fusb{ and assigning wtd to the green-blue ,p""rurn Baines rrJ a"ni*à ,rr"irrr"**t T Egyptian word for blue. Thus his observation about the absenc. "f rt-U"fi. 

-Uir.
meanin_gs in texts,was not an observation or a conclusion but purely circular logic.-'----

ver, the Fayptian Lerrn w3/ was not green-blue, but actually g...rr.; This means that
the blue range was in fact unoccupied, and thus it is logical to "ioit ,h. .;;^;f ,il;
scholars who havt proposed that lapis lazuli occupied this putt of th. specn-um. 1."f.i* Zrralr,a word for blue, Quirke argues that the theoretical structure .rpon *hi.tr Baines relied was

* 
Groenewegen-Frankfort, Anest and Movemengp. S.

'fange, K, & Hirmer,M. Fgpt,I-ondon lgd8, pl. XIII* Baines,J., 'Color Terminology and Color Classification: Ancient Fayptian Color Terminology and polychromy,,
American Anthropologi*87 (lg8.5), p. 288.* Berlin, B' and Kay, P., Basic C'olor Terms: Their IIivercality and Evolution,Berkeley 1969.
" schenkel, w. 'color terms in ancient Eglptian and coptic', in Maclaurr,, R; p;#ei G ï., *d Dedrick, D.(eds.l, Anthroplogt of Color: Interdirciplinary Multitevel Modeling;Amsterdam, 2007, p.226.
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qrobably not applicable to Egyptian.'* In fact, the use of lapis lazuli and blue pigments in
Egyptian art and literature renders it impossible to maintain Baines's vieu,.'lThus, blul must be
recognized in. the context of spatial and conceptual understanding-but a blue related to a
specific material, and not an abstract blue.

This particular feahre is of key importance for our argument since the scheme developed
by Berlin & Ifuy recognized the Greek word for blue (kyaneos) and the Italian w,ord for Ëlue
(azurol as "abstract colour terms" whereby both they and Baines denied that Egypti À itia
could serve as an abstract word sgrce,it vras concrete lapis lazuli (and th. ,a-.-tlunr""t it
proposed for the Akkadian word:as well). However, like the French azurmd,the English àzure,
the Italian a-zurrois derived from the Persian word for lapis lazuli (lazuwardl,'as the Greek is
originally derived from the Akkadian word for,the:same stone (nqna).'' Thus, the words are not
the product of an evolution in either of these languages, and they only became absfact whel
exported beyond the region where the material was cornrnon; only as loan words did they
become abstract."

Thus we can see that what later became absffact terms for colours were actuallyrelated to
physical materials (as is indisputably the case i", ii, 'tit*.lil;'-'hi;;' ;-""r;'"iil""r"
languages and only by exchange did they become abstract. We argue that this diâ not really take
place until the Iron Age or perhup, ,roi even until the Middle fues in Europe. f, ..*iJv j".t
not seem to be present in the languages of the Bronze fue. At rh. ,"-. time, ho*.ver, the use

9f b_lue in ce{qn contexts in art, such as tf tolblrt Aswan, and the concept of the s$,t m/kl,t,
the heavenly i'field of turquoise', suggests that the Egyptians were fully.orrrÈiorm of the value of
llue for expressing abstract spatial depth. Remarkable is that they were able to do this although
(a) they had no word for blue, and although (b) their linguistic categories did not include in
absffact word for space, and although (c) their artistic system did not r"ly on spatial rendering as
we understand it.

Conclusions- -----------

Linear, static space is the context for historical activity, yet our historical horizon carurot reach
beyond the invention of o*ititts. Rather than appreciating this limit as applicable to human
vanity, it has been assumed that it also applies to the understanding of meaning. The limits of
verbal expression are thrrs,imposed on meaning in a fashion which allows scholars to assume
that meaning is iruariably encoded in language. They contend that without written sources we
lack access to meaning. This allows them to assume that complex thought was simply not
recorded-rather than allovving that the urban civilisations of the Ancient Near East created the
conditions which allowed i[ to come into existence.

In this discussion, we have tried to argue that the ancient FAyptian understanding of time
and space rvas visible in their art, but ,rot .*pr.rsed in t-tguîg; and also r"Sg-ai,.d 

-^rh;

Egyptological approaches have obscured these processes.
We arguà-that social developments and aft a-re generally disregarded in the analysis of

thought, and uuderstanding is assigned to language. At the same time, however-and this is our

" Quirke, S., 'Color Vocabularies in Ancient Eglptian', iri Davies, W.V. (ed.), C,olor and Printirrg in Ancient
EgJ,pt"l,andon, 2001, pp. 186-192
* For more detailed discussions, cf. Warburton, D. 'Basic color term evolution in light of ancient evidence fiom
the Near East', in Maclaury, R., Paramei, G. V., and Dedrick, D. (eds.), Anthroyilog of Color: Interdisciplinaty
Muhilevel Modelitry; Amsterdam, 2007, pp. 229-246; \Marbtuton, D., 'Colourful Meaning: Terminology,
Abstraction, and the Near Eastern Bronze Age', inJohannsen, N.,Jessèn, M. &Jensen, H.J. (eds.l, Cross-sectiàits
through cuhure, cogtition and materiality,Aarhus, forthcoming.
^ Ir nouveau Petit Robert de la langae liançaise, Paris 2007, p.202.
*' Von Soden, W., Akkadisches lIandwôrterbucÉ, Wiesbad"n t 98 1, lll: 1 426,
" For this, see the literahrre in note 39, supra.
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cenftal argument-it is paradoxically assumed that this understanding can be projected back in
time, and assigned to abiological paradigm, which extends back to ùefore tfr. au" of history.
The task of the archaeologist is merely to recognize the steps. Our argument here is that in this
f,ashion, we c:rn'never appreciate the historv oi th. creation of abstrJction. Abstract space and
thought are historical arteficts, and Egypt played a crucial role in creaqing them.

Therefore, our first point is that to understand the Falptian system of classification, we
must include their art and architecture, quite aside from their linguistic categories. Among
features distinguishing Egyptian art and thought from Greek are:

ESI'pt Greece
Artistic view as paratactic expression Artistic view as perspective , hypotactic

perception
Construction as extension Construction as renewal

Space is explosive, static Space as depth for dynamic human activity

Time is linear spatial,
human future to be made in future

Time as humall,
but golderl age in divine past

This system is not a mere system of classificatory distinctions: the distinctions allow insights into
a foreign way of thought. There are differences in the art which betray contrasting means of
temporal and spatial understanding

But invisible here is the (fat *or. important) fact that the verbal discourse of Ancient
Greece also introduced the discussion of concepts which were never discussed in the Ancient
Orient. Hitherto, it has been assumed that this reflected a weakness in pre-Greek thought. Now,
however, the discovery of Babylonian mathematical sciences has opened the way to a science
which was expressed in terms of results rather than discussion.* It has been alleged that
Egyptian science was less advanced than the Babylonian, hiut Krauss's synthesis of the earliest
Falptian asffonomical thought renders this impossible." Significantly, these scientific thoughts
were not expressed in the form of discourse.

In the sarne way, the complex thoughts visible in the artistic creations of Ancient Egypt
were never expressed verbally: Greek practice represented an extraordinary leap in comparison
to the methodology of the Ancient Near East. However, this means neither that the Eglptians
did not cultivate such thoughts, nor that those expressed verbally by the Gr.èks a."
representative of ordinary forms of human thought u'hich were merely unrecorded before the
invention of writing.

Significantly, the Egyptians did "develop an interest in time and motion", although K.-p
once suggested that they did not." Flowever, they approached the matter differently. The
hrrquoise Fees of chap. 17 of the Book of the Dead and the blue tree of TT 359 not only
reveal that Falptian trees were not invariably green (despite protests to the conffary, e.g.,
Wolfl,* but also confirm that such exceptions give access to how the F4yptians did approach
space (which is the precondition for approaching time and motion).

We must draw on Egyptian evidence to develop theoretical sffuctures compatible with the
results of recent scholarship, rather than rying to draw on existing theory and applying it to
Ancient Egypt. This means approaching the material itsef, both linguistic and architectural.

We contend that the Egyptian artistic forms were the essential precondition for the
emergence of abstract verbal thought. Viewing Fayptian means of expression in art and

* 
CT., e.g., Swerdlow, N. M., 7he Babylonian Theory of the Planets, Princeton, 1998.

* Krauss, R, Astronomirche Konzepte undJenseitsvorstellunpn in den fuiatnidentexten,Wiesbaden, 1997.
" Kemp,8.1., AncientFAWt,lOndon 1989', p. 4.
. Wolf, W., Die KtnstÂg1'pt nt,stuttgart, t9SZ, p. 68.
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architecture from this standpoint means that we must abandon relying almost exclusively on the
linguistic approach if wt are really to understand Fayptian thought. Muny linguistically
expressed concepts, such as time and space, depend upon a foundation. We argue that these
ideas depend upon a concrete form of expression in order for the linguistic form to appear.
Thus, one cannot project the verbally known form of meaning back to an age before the
creation of the art which made it possible for the concephral systems to appear.

Defining the categories of what we seek means that we will frnd what we are looking for.
To avoid confusion we must understand what happened in ancient Greece-but also *hat rt e
Egyptians did. Only thus can we appreciate how the foundations for the ffansformation of
human thought were established in Egypt.

Thus, we argue that by assuming abstraction as a condition and principle, we cannot find
our concepts in Egypt-at least nor without losing Egypt.

Abstract

Regardless of perception, existence takes place in time and space, yet the perception of time
and space is decisive for any understanding of being. Ancient Egypt played a dual role by
creating means of expressing time and space which ultimately changed perception.
Understanding lhis means throwing our understand.ing of "meaninj" u, ."pr.ssed through
verbal expression into doubt, and examining the means exploited by the Eglptians. For seveial
millemia after the dawn of history, the most widely recognized form of expression was verbal.
With the appearance of cinema, television and advertising the image is recovering is value as
means of conveying inforrnation. Flowever, the image was never entireb discarded: from
ancienL murals to medieval ill-ustrated manuscripts imagery feahrred as a means of expression.
Furthermore, architechrre continued to play a role from before the beginning of history through
to the present day. Thus, although we tend to neglect them, assuming lhat "meaning;'is to be
sought in verbal expression achrally precludes access to important avenues which give access to
a culture which exploits other means. Egyptian understanding of time and space uas more
human inlluenced than ours.
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