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Introduction

The archaeology excavated from the Royal Tombs of Ur, Iraq, is unique to royalty and priests, and suggests ways in which Pu-abi asserted her royal power. It gives the scholar an insight into the way Pu-abi manipulated Mesopotamian worldviews associated to, colour, technologies, materiality and methods of artistic creation. It shows how she displayed these worldviews during her death, creating a performance, whilst emphasising important aspects of her civilisation, all while, creating enchantments to enhance her own image as a ruler. 
 
The significance of colour for a Mesopotamian

In a world created with mud and clay, colour directly and indirectly expressed power and wealth. It was expensive, in terms of time and costs, to mine and transport material containing colour. Colour in Ancient Mesopotamia is monochromatic. Beyond natures colours, the only way society would have seen colours, would have been through its deliberate presentation of polished stones, forged metals, vitreous glazes, and mineral pigments. All used to create artifacts and artworks, in places of power, such as temples, palaces and the treasuries and bodies of priests and Royalty. 
The jewellery used to make the Royal assemblage discussed, entailed methods akin to what Alfred Gell called “the technology of enchantment and enchantment of technology.” (Gell, 1992). The jewellery was not only beautiful, but beautifully made, even magically made, and able to activate agency [performative agency], through its creation alone. (Winter, 2008b).
Gold, the colour and the material, was considered, pure and divine. Material scientists go as far as to say it is because it is the only organic metal that does not oxidize over time (Benzel, 2013). Sumerologists would have seen that it does not corrode – it is a “noble metal.” (Ibid) As long, as it was not alloyed with copper, then it would retain its shininess in perpetuity. Gold might have been considered as eternal metal and colour, metaphorically and metaphysically correlating with the idea of the divine, and immortality. 
The choice of red, could be used as the artists agency of depicting the Akkadian term of ‘red gold,’ used to describe a specific shade of the precious metal. (Reiner et., al. 1995). It was used, to portray wealth and social status. Blue was used to display prestige as blue was the colour of many precious stones, which were accepted into the realm of gods, following Mesopotamian epics. (Geller, 2002, pg. 89, 96) It could be used as a symbol of prestige of the royal queens. Lapis lazuli, “yields a kind of lustrousness that is seen as particularly positive and auspicious, so that persons, and things that are holy, ritually pure, joyous or beautiful, are generally described in terms of light.” (Winter, 1999, pg. 46). It could be an enchantment of pure beauty, and power on the bodies, in the form of jewellery. (Fig. 1) Religious texts point towards blue lapis lazuli being used for religious agency, even more, than gold and silver. 

Materiality and Method to create Pu-abi's Royal assemblage 

The ornaments fashioned from gold, appear to be simplistic, they are made from one sheet of undecorated hammered gold in the headdress. (Benzel, 2013, pg. 13) However, microscopic study illustrates that the method used to hammer and assemblage the pieces was complicating and time-consuming, requiring exceptional artistic skill, and knowledge of the agency in the metals, to manipulate the representations in the ores. (Helms, 1993, pg. 59-60) The artist has crafted most of the piece from one piece of gold, this attests to the demands of the patron. 
Symmetry runs through the assemblage, which can attest to the same technique was used to hammer the gold, otherwise, it would have a ‘vein-like’ appearance. It speaks to the level of precision and time required to make it. The assemblage link to cult-ritualistic references, illustrates that the artist must have had experience creating objects with cultic-ritualistic specifications. (Bahrani, 2002). As a result of the precision and repetitive work evidenced in the technique used to create the assemblage, it is likely that it was made for one occasion.  
It is submitted that ritualistic production is obvious in the making of the jewellery. (Ibid pg. 125). As such, the bodies were able to perform through the magically charged jewellery. The complete assemblage is made from gold, lapis lazuli, turquoise and carnelian, (Fig.2), which is mentioned in texts to have a link with the sacred, and as if even sacred or divine. This empowers the jewels – giving them possible sacred agency. Support for this is in epigraphic data, which illustrates that jewellery dating before the end of the third millennium BCE, was made by craftsperson(s), connected to temples, out of material which was the temples and thus the gods. (Maxwell-Hyslop 1960 pg. 106-107). As such, we can think of the jewels as immutable, because of their distributive agency with the vessels of the divine; the priests. This idea is flawed, as texts refer to the sacred nature of the materials, not the finished assemblage. As such, this is modern scholars applying concepts of divinity to the finished form and not considering that the divinity, might be in the pure materiality of the unworked materials, in which the properties of radiance, purity reside in the metal itself, and emits from it. (Benzel, 2013, pg. 23) Asiatic cultures provide examples of this, in which unworked or untouched objects, are set aside as cult-objects, due to their “form suggesting inherence...that their divine origin was self-evident.” (Freedberg, 1989, pg. 66-74) 
Gold veins do not produce pure gold, they still have clay fragments, therefore the ‘purity’ of the gold is based on the end-properties, of shininess and radiance, when it has been worked, not based on the material in the vein. Lapis lazuli, which is commonly used, and referred to in cultural and religious texts, is not pure in its original form. It is embedded in marble and must be extracted with effort from the composition of other soluble metals, such as pyrite and calcite, before it can be worked-on. (Ibid pg. 86-87) The shine or radiance portrayed in texts can only be achieved in its polished form. It is not, as is gold, inherently shiny or immutable. Therefore, its shiny properties are not in perpetuity, such as the properties of gold. 
Saying this, contextual evidence points to lapis lazuli being used for religious purposes, cultic-ceremonies and to depict deities. (Ibid) In the archaeology, lapis lazuli has been found in temple deposits, and references to it being “plundered”, metaphorically linked to the gods themselves being sacralised (Ibid pg. 79), suggesting that the lapis is an enchantment of the gods themselves. It has characteristics of being ‘alive,’ when it is polished, it can look “wet-like” and flowing. (Fig. 3) It is then different to other stones, and there is enchantment in the ‘living’ texture of the blue lapis lazuli. This also links well to the importance of water and purification in rituals. (Winter, 2007a , pg. 54) The lapis lazuli is deliberately being made to look like ‘water,’ which might be representational enchantments of holy water flowing through it. We know holy water has been used to purify heretics from sin, therefore the representation of water in lapis lazuli, could be like holy water, cleansing the body, when worn, as a baptise from sin. 
Hematite was available in Mesopotamia in Pu-abi’s period, but it was not really used. (Ibid, pg. 62) It might be because, it did not have this ‘living’ animations to it, either through its symbolic communication with religion or with narratives. (Ibid Fig. 3) This idea is supported because lapis lazuli was used to wade off demons and malevolence from the body, as well as beautify its wearer. Carnelian, a volcanic precious stone, was used in Pu-abi's assemblage. (Fig. 4) The stone comes directly from nature, and it might have been used because of its lustrous red, against the backdrop of the darker red and turquoise colours in the piece, to highlight the pure metals, such as the silver and gold. 

Pu-abi’s burial as a performance 

At an astonishing tomb, PG 800, skeletal remains of a primary occupant were found un-looted, with three lapis lazuli cylinder rings, inscribing the name Pu-abi and the title nin. (1934: 88). Applied to mortal women nin in Sumerian translates to queen. (Moorey, 1977, 27). 
Pu-abi was wearing an elaborate headdress including a long band of gold, gold leaves, carnelian rings, lapis lazuli beads and a five-pointed golden barrette decorated with gold and lapis lazuli flowers. Huge gold crescent-shaped earrings dangled from her ears and her entire upper-body (torso), had been covered with jewellery made from blue lapis lazuli and gold. (Fig. 1) Woolley infers that Pu-abi was the principal internment, she was queen of Ur at the time of her death, buried adjacent to her husband, the king in room PG789. (Woolley, 1934, pg. 84). Pu-abi’s death was not only ritualistic, but also a display of power and ego – there were sacrifices, both human and animal, because she wielded the power to make that happen. Religious festivals were not prevalent during her reign, (Akitu ceremonies), so this was considered special. (Dickson, 2006 pg. 130) Furthermore, scientific analysis suggests that these occupants were ‘slaves’, as their physiologies resemble bodies understood to have gone through hard years of intense laborious activities. (Cohen, 2000, pg. 1-2). Although, Mesopotamians may have had a difficult life. 
The long-band of gold looks like gold-hair. (Fig. 5) It could have been used a prop to seduce the gods, based on the notion that kings were seduced by long-hair, so perhaps the Sumerians thought gods would be. (George, Andrew, et al. 2003, The Epic of Gilgamesh) In the tomb, it might have been the inherently immutability of the purity and shine of the gold adornments, that occupants cognitively correlated with sacred or divine concepts/beliefs. (Ibid, 2013, pg. 53) It is the inherent properties of gold to be shiny, and opulent, whereas it is human intervention or belief which makes us suggest gods are pure, shiny, and omniscient. Humans like to be logic, and this might explain why we tend to prefer alluring or shiny objects, because we can consciously link them to our Lord God, and then perhaps the Mesopotamian Gods – who’s function is to provide a benefit or governance, to humanity. 
This explains, why we then subject the properties of gold and construct them to fit around our descriptions of the divine, which craftsperson's and patrons would be aware of and aim to manipulate, to reproduce divinity in objects. (Ingold, 2011, pg. 29-30). Winter further strengthens the correlation between gold and divinity, by suggesting that gold is shiny and pure because it has had contact with the sacred or divine. (Winter, 1995, pg. 2573) Sumerologists would not have been able to distinguish between purity in metals and purity in the divine, because the human intervention or beliefs, imposed on the gold as a material, would have influenced artistic creation. (Gell, 1998) Artists and the tombs occupants would have had no choice but to make correlations, between the gold assemblage on the body of Pu-abi and the divine. However, this academic thought is flawed, as ancient thought process, might have been able to differentiate between gold as pure and divine as pure. We do know that they lived in a polytheistic world where a lot of different representations were made, to mean the same thing, unlike our monotheistic world –  But indications point against this, as gold was used to adorn temples, for religious festivals and assorted magical procedures, fashioned into cultic equipment and inventoried in temples and temple warehouses as the property of the gods, not to include its variety in literary compositions. (Benzel, 2013 pg. 59) 
In Sumerian artwork, leaves are a depiction of fertility. (Gansell, 2014) Her headdress is not only standard vine leaves, but also there seems to be an array of botanical pleasures on her head. (Fig. 6) King’s attempted to recreate travelled lands in their own gardens, and the presentation of this as a gift to the queen, might have been an attempt to show the vast reach of Mesopotamia on the rulers – for either, those witnessing her or future generations. (Thomason, 2005, pg. 150). Support for this is found if you look deeply into the top-part of the headdress, which looks like a canopy, symbolising a forest, not just a plant or flower – but a part of land.  
Miller submits that the twisted wire, in the rings, of her assemblage represents rope. (Fig. 7) This symbolically references sheep, and narratively evokes or enchants one to think about the flock of Damuzi. (Wright, 1981) Palatial reliefs show goats and sheep being herd together with wool, which looks closely like the archaeology found in the tomb. (Fig. 8) Mesopotamian society was one of the first to rely on herding animals to strengthen its own economy. (Sallaberger, 2014). They placed a lot of emphasis on representing their histories, as such the gold-wire could be symbolic of a representation of the importance of wool and how it has helped develop society.
In Old Babylonian ritualistic text, Ishtar is described as wearing publicly displayed jewels, which are the object of libations as an emblem of the goddess herself. (Cohen, 2005). The burial of the queen demonstrating all the adornments, shows links to the divine itself, because the jewellery has sacred or religious agency. Although, all the jewels are not made from gold, silver, and the “pure” materials, those that are not made pure, are, through their mixture/associations with pure materials, like gold and silver. (Wiggermann, 1992, pg. 28-32) Inscriptions indicate that Sumerians attempted to ‘purify’ impure materials; “When you make the statues of cornel wood, in the morning at sunrise you shall go to the wood, [you shall] take a golden axe and a [silver] saw, with censer, torch and [holy] water you shall consecrate [the cornel tree],… with the golden axe and the silver saw you shall touch the cornel tree and cut it down with a hatchet;…in the morning purify the clay pit [with], seven grains of silver, seven grains of gold and carnelian;…" (Wiggermann, 1992, pg. 7, I. 28-32 and I.41-42 and pg.13 II. 145-148) Here, gold and silver are pure, but the wood in the tree is not, when the precious metals mix with the wood in the tree, it becomes pure, similarly when they mix with the clay, it purifies the clay. (Ibid) The reference to a “consecration”, means that, not only were these able to purify, but they were able to make something holy, as subsequently, animate the cognitive thoughts about ritualistic procedures, which reproduces schemas about the sacred, divine, or magic. (Ibid), even if such thoughts are unconscious. 
Pu-abi was discovered in a carnelian and turquoise bead skirt. (Fig. 9) The bead has agency from foundation deposits discovered in Mesopotamia, which also contained animal sacrifices. (Ibid) These deposits were found in the corner of incomplete buildings, and they were placed there to ensure that the build was completed...and provide luck for inhabitants. (Ibid) They are considered to have a ceremonial or magical, and developmental purpose, as the water running through the lapis, could be metaphorically linked to water, enabling growth and life. 
The deposits materials were also found in chipped or bead forms, around Ur III, and are identical to the ones used to create Pu-abi's skirt. (Ibid) The agency in the skirt can then be attributed to the already existing unworked agency in the deposits. Although the beads have been crafted, for its aesthetic pleasing appearance, enhancing performability, they represent the unworked deposits of land, which has religious connotations. An example of this, can also be found in the adornment of temples, in which religious text indicates that the material is much more important than the finished product, as lapis lazuli and precious materials is repeated fourteen times. (Cooper, 1986, pg. 78-79, La 9.5) 
If we explore it through its simple aesthetic pleasures, the material, still is mined from land, and the entire civilisation and those succeeded it believed land was given by the gods, as such it still carried these religious animations. It has been made from land under the territories, so it is also the agency of ruler's geographical control and her political prowess, or husbands, displayed on her body. The stones/beads on the skirt, could be considered enchanting, as on inspection, all are not the same size. (Fig. 10) Stones which are shiny, are in a parachute ‘divine gem cut,’ which emphasises their shininess, unlike the standard trapezoid shape of a stone. 
Specifically, to the lapis lazuli the artist has focused on ensuring there is a ‘lake-like’ water flow, running through them. (Fig. 10) Enchantments happens because other stones cannot obtain this polished state of radiance. In studying the Akkadian text known as the “Abnu sikinsu”, a handbook of stones and materials, the term siknu, which has been translated to form, which means “nature”, has been used to describe the stones. (Reiner, 1995, pg. 120) Siknu or the nature in the lapis lazuli is therefore what the Sumerians might have considered the powerful emanation of nature, and these properties are in the originally mined lapis, before it is given any craftsperson's agency. 
All the beads are varied sizes, and this could be symbolic of their affinity with nature, for example, when a stone is washed onto shore, it is eroded by the sea. The smaller beads could have been eroded by nature, and then polished to create an aesthetically pleasing appearance. Furthermore, the opal shape, in a lot of the skirt ensemble, is a natural cut. It takes time, to cut down the metal, but the most popular cut, using a diamond, is the opal-shape. (Clark, Shang, 2022) The smaller carnelian beads are like the cultic beads from the Asiatic - “untouched and thus pure.” (Freedberg, 1989, pg. 66-74) The smaller “ugly” beads draw the eye to the bigger, opulent, and precious metals, such as the lapis and gold. 
The precious stones appear pure, keeping their naturalistic and religious schemas, such as gold. The epic Lugale, emphasises Mesopotamian worldviews on nature and siknu, by featuring characters who are stones, and thus stones are used. In their natural environment, to, as the main character, or as extras, to wade off evil forces, [or not], in a mythical uprising against the god Ninurta and his values. (Black et al. 2004, pg. 163-180) The epic ends with Ninurta's victory and the passing of judgment and verdict over the stones. As such, the stones are personified, as if criminals given a formal trial. By way of the judgement, each stone is set into its cultural context, and provided with its meaning for Mesopotamians to understand. (Ibid) This enchantment in the text, highlights, that the civilisation wanted the stones to be personified and given agency. 
In the epic, lapis lazuli, does not join the rebellion, and remains loyal to Ninurta, consequently, it is provided with mercy and is assigned to the realm of gods. (Simko, 2013, pg. 6) The stones are representative of the values the god Ninurta placed on Pu-abi, or that is what Pu-abi wanted to project, to preserve her political power, her subject's obedience, and her [perceived] legitimacy to rule, alongside the king. The combination of gold, silver, and lapis lazuli in an assemblage, allows Pu-abi to represent herself in lesser material, but include the same associations of purity, as gold and silver, by allowing the metal to join the precious metals, silver, and gold, on display on her body. In a way, these stones are being “consecrated” as precious stones, on a perceived deified body. (Ibid, pg. 28-31) As such, lapis lazuli provided similar agency than gold, but was a material much more in abundance/cheaper to mine and distribute. The beads were also made from carnelian. 
In the epic of Gilgamesh, carnelian has been represented as a suitable material to provide as a gift to the gods, “there was brilliance: he went straight as soon as he saw them, to the trees of the gods. A carnelian tree was in fruit, hung with bunches of grapes, lovely to look on.” (George, 1999, pg. 75, Tabl. IX, II. 171-176) The ‘living’ or active nature of the carnelian, and depiction of it as a fertile tree, with grapes and bunches, suggests it is an enchantment of something more than prestige and value. Grapes are a regeneration of the vine, and thus depict the queens’ fertility, linking well with the script ascribing carnelian as female. (Black et al, 2004, pg. 176, I. 534) It was not possible though for Pu-abi to have more children, but the presentation of her able might be an enchantment of a false reality – an imaginary image. As such, its presenting Mesopotamian reality as a perceived or constructed reality. Carnelian is from volcanoes, and its shiny-red properties would have highlighted the shiny properties in the the lapis lazuli, turquoise, and backdrop of gold and silver, emphasising the ‘purer’ metals associated with divinity, political and social power. (Ibid, pg. 73) Smaller pieces of carnelian were found in alluvial deposits, which has links to nature, and religion as being pebbles “sent from heaven [the divine]”, in the realm of gods. (Ibid, pg. 74) It was a stone ‘consecrated’ in the epic of Lugale. 

The Importance of the ‘other’ senses on technologies of enchantment 

These technologies would create an emergence of theatrics. Materials are an artwork if it makes one stop in trance and consider the work. (Derlon, Jeudy-Ballini, 2010, pg. 130). Post-modernism, views of artwork are through the gaze, instead of through the other corporeal senses, such as taste, touch, and smell. (Cifarelli, Neumann, Thomason, 2021) These have been neglected, because of our past views of how we have ‘viewed’ artifacts as artwork. (c.f. Hogarth's 1753 “hedonistic aesthetics”). (Fig. 10). Viewing has been the primary sense because it can be separated from our feelings. (Kant, 2006 [1798], pg. 4, 19). Sight is the only sense that can be completely intuitive and free from other sensual organs. (Kant, 2006 [1798], pg. 46, 16). 
In the tombs, the individuals were in confinement, and they would have smelled different things. Gold does not smell, but materials, such as copper, zinc, and the shells, would have smelled, giving of an odour, adding to the decay, creating a diffusion of smells. The different deaths, plus the added smells, and elaborate displays of power and prestige, would have added to the performability. The people would have been seeing the jewels, witnessing the death around them. Culturally speaking, agency of the assemblage, then becomes enchantments of the ritualistic, once the images are transferred into our minds, because of the tinges of our senses – linking the objects to what we can culturally appropriate or understand. The carnelian, turquoise and lapis lazuli skirt would have chimed in the darkness, animating itself across the tombs. 

Summary

This author has attempted to demonstrate how the technologies of enchantment have been applied to the Mesopotamian, queen Pu-abi in the third dynastic era IIIa. How Pu-abi used religious texts and buildings to empower her legitimacy through her sacred link, or perceived sacred link, through her assemblage, with the divine. The occupants would have witnessed this and seen, felt, smelled and tasted, through the atoms in the sand, what she was wearing. As most in Mesopotamia were illiterate, these iconographies of power in the form of performance, based on narratives and religious texts, would be aimed at the people in court, who were the minority of literates, who had the resources and capacity to usurp the queen. 
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Figure 1 and 2: Pu-abi's head ornaments and precious stone beads skirt and cape, photo courtesy of Richard L. Zettler, Associate Curator-in-Charge, Near East Section, University of Pennsylvania Museum of Archaeology and Anthropology. 
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Figure 3: Pu-abi's body ornaments (Aruz and Wallenfels 2003: Cat, no. 62a-h; photo courtesy of Richard L. Zettler, Associate Curator-in-Charge, Near East Section, University of Pennsylvania Museum of Archaeology and Anthropology). 
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Figure 4: Pu-abi's precious stone beads, (highlighting the carnelian in her skirt/cape, photo courtesy of Richard L. Zettler, Associate Curator-in-Charge, Near East Section, University of Pennsylvania Museum of Archaeology and Anthropology). 
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Figure 5: Pu-abi Gold, string/rope, ornaments associated with Body 55, PG1237 in room PG800, Ur, Mesopotamia, ca. 2500 BCE, The British Museum, ME122388-122392 (Aruz and Wallenfels 2003: Cat, no. 74a,b,c,d; The Trustees of the British Museum). 
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Figure 6: Pu-abi's head ornaments (Aruz and Wallenfels 2003: Cat, no. 61a-e, front; photo courtesy of Richard L. Zettler, Associate Curator-in-Charge, Near East Section, University of Pennsylvania Museum of Archaeology and Anthropology). 
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Figure 7: Pu-abi's ring, Cat, no. 18, microphotography (author photo, courtesy of Richard L. Zettler, Associate Curator-in-Charge, Near East Section, University of Pennsylvania Museum of Archaeology and Anthropology). 
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Figure 8: Priest King Feeding His Flock, Sumerian, Uruk, IV period, ca. 3300-3100 BCE, Modern impression of a marble cylinder seal. Yale Babylonian Collection; NBC 2579. 
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Figure 9: Pu-abi's “cloak/dress” beads, Cat, no. 11 (author photo, courtesy of Richard L. Zettler, Associate Curator-in-Charge, Near East Section, University of Pennsylvania Museum of Archaeology and Anthropology). 
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Figure 10: Hogarth’s 1753 “hedonistic aesthetics”, The Analysis of Beauty, Plate 1, British, London, 1697-1764, London, The Met Museum. 
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