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R O Y A L P O R T R A I T U R E A N D " H O R U S N A M E " 

Qualitatively different a t t i tude towards render ing 
individual features of private persons and kings is a problem of 
critical importance for unders tanding the principles of interac
tion of ideology and a r t in ancient Egypt. Private sculpture is 
generally indifferent to individuality: as a rule, a m a n is repre
sented conventionally, individualisation being at ta ined only by 
means of legends containing the name. Age is not rendered 
either, and even old and ill people are shown as young and ath
letic. This a t t i tude is based on the notion of the Ka 1 . We mus t 
admit tha t there are no representat ions of h u m a n beings in 
Egyptian ar t at all - wha t we regard as images of people, 
actually were their Ka-Doubles 2 . Respectively represented is 
not the appearance of a man, but tha t of his Ka, whose impor
t an t characteristic is eternal youth 3 . 

Genuine portrai ts are very rare and they always have 
conventional counterparts , so the general rule remains unaffec
ted 4 . A characteristic feature of these portrai ts is natural is t ic 
t rea tment of both faces and bodies, but not of one or the other 
of these two constituents of h u m a n appearance. 

On the contrary, kings are always represented with 
individual faces (methods of stylisation are a special problem) 
and ideal bodies 5 . It would be tempting to see here a manifes
tation of the double - both divine and h u m a n - na tu re of the 
Egyptian king. Being a god he is no doubt perfect and cannot 
have physical defects, which is reflected in ideal bodies of royal 
statues, but he lives as a human being and has a h u m a n look, 
which engenders individualisation of faces. 

A specific group of Old and New Kingdom royal sta
tuary represent ing the king with a falcon behind his head or 
wearing the so-called Falkenkleid 6 is an excellent s ta r t ing 
point for the study of the problem. The most celebrated among 
them is the diorite s ta tue of Chephren in the Cairo Museum 

313 



A N D R E Y O . B O L S H A K O V 

with his head embraced by the outstretched wings of a falcon 
sitting behind [2 ] 7 ' 8 . A small a labaster fragment of a king's 
head with a hawk's wing across it, now in the Museum of Fine 
Arts, Boston, belongs to another s ta tue of this type, al though 
the position of the bird was somewhat different [3] 9 . It was 
found at Giza, not far from the pyramid temple of Cheops 1 0, 
and the s ta tue might be an image of t ha t king n , bu t in default 
of reliable evidence it may be as well regarded as coming from 
another s ta tue of Chephren. In any case, the Four th Dynasty 
is the preferable date. Relatively recent discovery of an analo
gous s ta tuet te of Neferefra by Czhechoslovak expedition a t 
Abusir [4] 1 2 supplemented this group with another monument 
of the highest quality. 

These s ta tues are traditionally interpreted as symbo
lising the protection of the king by the falcon sky-god Horus 
who was associated with the rulers of Egypt in the deepest anti
quity, but the problem seems to be much more intricate and 
important, combination of the images of the king and the falcon 
being the most obvious manifestation of the king's dualism. 

However, objects of ar t taken as such cannot unambi
guously confirm this supposition and we should tu rn to the 
information from another source. A key to the problem can be 
found in the ideology of the so-called "Horus name", the most 
ancient of the names forming the royal titulary. 

Structurally, "Horus name" consists of three compo
nents. Representations of the palace and the Horus falcon form 
the so-called serekh - a frame containing the name itself. 
Various combinations of these elements were possible at the ini
tial stage of development, such as falcon and name without 
palace 1 3 , palace and name without falcon 1 4 , name without both 
falcon and palace 1 5 , name without palace and with a s tar sub
stituting the falcon 1 6, not to mention the replacement of the 
falcon by the Seth animal and then their coexistence a t the end 
of the Second Dynasty. However, successful a t tempts to uni te 
these components into a whole are known already at the end of 
the so-called Dynasty 0. The following interpretat ion of the 
sense of the "Horus name" is based mainly on its s tructure. 

According to the common view, it designates king as 
Horus but this s ta tement is wrong in its essence and may be 
repeated only because we usually indulge inexact wording even 
in conceptual contexts. Indeed, Horus is sole and eternal , and if 
we wanted to define a king as Horus, we could at most call h im 
Horus. This would be merely a title, the same for all of the 
kings, but in no wise a name. Thus, another unders tanding is 
preferable. 
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R O Y A L P O R T R A I T U R E A N D " H O R U S N A M E " 

The point is tha t at least six of the earliest known 
"Horus names" (late predynastic t imes and the beginning of the 
First Dynasty) were spelled by a single sign besides the falcon 
and palace: 

This rule was cancelled only in the middle 
First Dynasty when the "Horus names" were turned into word 
combinations wri t ten by means of two or more signs: 

It seems tha t in the case of the first kings of Egypt, we 
deal not with the names in the common sense. Consisting of one 
sign, they a re much more similar to heraldic symbols, so to say 
"emblems" of the ru l e r s 2 9 3 0 . This is not as s trange as it might 
seem at the first sight. When the name is being pronounced or 
read, an image of the respective individual rises in our mind 
(which is the function of the name), but the information allo
wing us to single a specific person out of the mass can be 
encoded in other ways. For example, in the medieval Europe, 
every not quite a scrubby noble could "read" blazons and iden
tify their beare rs 3 1 , al though the encoding was by no means 
oriented towards sounding 3 2 . 

Thus, the relation of king and Horus reflected in the 
"Horus name" is diametrically opposite to the tradit ional inter
pretation and is aimed a t resolution of the contradiction 
between king's mortali ty as an earthly creature and his immor
tality as a divinity, which has a critical importance for the 
Egyptian ideology in general. If, as already stated, Horus is sole 
and eternal, while kings succeed one another, Horus manifests 
himself on the ear th in different beings. "Horus name" des
cribes not king as Horus, but Horus as king, Horus in king -
this is the momentary earthly name of the sky-god. In one reign 
Horus is a Scorpion, in another one he is a Sheat-fish, then a 
Serpent, etc . 3 3 . Why these very beasts were chosen as royal 
emblems is uncertain, the more so as there are names having 
no bearing to animals - Embracer (which probably means 
Gatherer), Fighter, and Catcher 3 4 , but all of the early "Horus 
names" are related to aggression, which is quite na tu ra l a t the 
stage of the violent unification of the country. 
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Now we may re turn to the s ta tues of Chephren [2] and 
Neferefra [4] and compare them, for instance, with the Abydos 
stela of Serpent [1] 3 5 being a classical early dynastic monument 
where the "Horus name" for the first t ime acquires the perfec
tion of artistic expression. The falcon "holding" the head of the 
king shows us his face, the main component of his individuality, 
i.e., it reveals how Horus looks on the Ea r th for the t ime being. 
The falcon on the serekh is placed over the king's emblem desi
gnating the present earthly form of Horus - serpent - in the 
same manner as in s ta tuary it is related to the face of the ruler. 
Thus, the falcon s ta tue and the "Horus name" are at large iden
tical, they express the same idea, although the idioms used are 
seemingly different. 

This interpretat ion can be well confirmed by two or 
three Old Kingdom monuments . The first is the famous alabas
ter s tatuette of Pepi I in the Brooklyn Museum [5] 3 6 . The king 
wearing a heb-sed cloak and the White Crown sits on the throne 
with his serekh carved at its rear surface, while a three-dimen
sional falcon placed on the back of the throne at the level of the 
king's head belongs both to the sculptural composition and to 
the serekh, such a combination of flat and solid components 
being most characteristic of Egyptian art . Less known is the 
headless s ta tue of Chephren in Cairo [6] 3 7 of the same mater ia l 
and approximately the same size as CG 14 [2] and also belon
ging to the sculptural decoration of his pyramid temple. A 
fragment of a s ta tue of Pepi I with an analogous ar rangement 
of serekh found in Dendera [7] 3 8 may be another example of this 
type of s ta tuary 3 9 , although the degree of destruction makes 
definite conclusions impossible 4 0 . In any case, whether we consi
der three or only two s tatues here, differing from Chephren CG 
14 [2] and the Abusir Neferefra [4] by the forcedly turned posi
tion of the falcon, they are an important and undeniable link 
between the early royal stelae and the later royal statuary. 

The alabaster s ta tuet te fragment [8] 4 1 acquired by 
Petrie at Giza under the circumstances unknown and published 
as representing Mycerinus 4 2 marks the next step in abstracting 
the idea of the king's na ture . Royal head-cloth is feathered here 
and it steadily tu rns into a stylised image of a bird embracing 
king's shoulders with its wings. Unfortunately, the date of the 
statuette is uncertain and its genuineness was called in ques
tion more than once 4 3 , but even if Petrie's at t r ibution is wrong, 
this would not seriously affect our analysis. If genuine, the 
London statuet te is indeed an important link between the Old 
Kingdom and the New Kingdom monuments , but the develop
ment of typology is evident even without it. 
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We should not also overlook the famous composition 
found in a deposit in the central chamber of the Hierakonpolis 
temple [9 ] u . Par t ly overlaid by a gold sheet, it originally consis
ted of wooden figures of a king and a falcon. Conceptually it 
might adjoin the above group, but the analogous New Kingdom 
sculptural groups unquestionably had another meaning (see 
below). Thus, it is reasonable to consider the more disputable 
Old Kingdom sample with them. 

We do not know falcon s t a tues in t he Middle 
Kingdom 4 5 . In all probability, the reason is in the changes of the 
royal ideology. As far as we know, falcon s tatues appeared under 
Chephren 4 6 when the Horus concept remained the main expla
nation of the king's na tu re and the concept of the Son of Ra 
formulated under Chephren's predecessor Djedefra was still a 
novelty. Moreover, personal relations of the two kings may 
explain much, although they still require a serious study. In his 
time, Reisner offered a reconstruction of the dynastic and ideo
logical struggle of the two lines in the kin of Cheops going back 
to Djedefra and Chephren, which resulted in the posthumous 
persecution of the former 4 7 . In spite of its picturesqueness or 
ra ther by force of it, t ha t theory has been questioned for a long 
time and now one of its main elements may be regarded as erro
neous. First, the recently discovered deposit of ceramic vessels 
in the pyramid temple at Abu Rawash proves t ha t the cult las
ted there a t least till the beginning of the Fifth Dynasty 4 8 ; 
second, the offering table Hermitage • 18106 gives evidence on 
the cult of Djedefra even later, in the Sixth Dynas ty 4 9 . Thus, the 
damnatio memoriae of Djedefra in the spirit of Reisner is out of 
question 5 0 , but this does not disprove the existence of the two 
lines within the dynasty, and some implicit tension between 
them is obvious 5 1 . Probably the royal cult was too important for 
the country and, as a s ta te institution, it could not be cancelled, 
but at the lower, everyday level the members of the two lines 
could ha te one another. Thus, when developing the sculptural 
program of his temple, Chephren who had a spite against his 
deceased half-brother could make stress on the s ta tues expres
sing the ancient ideology. 

Since the Middle Kingdom rulers did not belong to the 
ancient royal family, in substantiat ion of their divinity they 
made an emphasis on the solar theory well tailored for just i
fying the enthronement of those who had no right to it by blood 
(hence the main plot of Papyrus Westcar, be this text a kind of 
official propaganda or a work of non-royal l i terature). In this 
situation, falcon s tatues could become of little interest if not 
useless. 
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The situation radically changed in the New Kingdom 
when the royal ideology turned to ancient heri tage in order to 
resolve another crisis of the basing of king's power and, as a 
result, the idea of the royal falcon s tatues revived; moreover, 
they became even more numerous t han in the third millennium 
BC 5 2 . Two trends directly descending from the Old Kingdom fal
con statues may be traced in the New Kingdom. The line of 
development going back to Chephren CG 14 [2] is represented 
by three sculptures. The s ta tue of Seti I in Vienna [11] 5 3 is the 
closest to the Old Kingdom prototype and artistically is the 
most perfect among the New Kingdom samples. The falcon 
embracing the king's head is sitting on the back pillar shaped 
as an obelisk with an inscription including the "Horus name" on 
its rear plane. However, the serekh has a flat image of a falcon 
on it, the three-dimensional bird not being a component of the 
"Horus name"; moreover, they are even separated from one ano
ther by a pictorial composition placed above the serekh 5 4 . This 
is no wonder, for, as compared to the third millennium BC when 
pictograms dominated in the hieroglyphic script, the border bet
ween the text and the image became much more definite in the 
New Kingdom. Two more s ta tues of the same type are in Cairo. 
One of them, tha t of Thutmosis III [12] 5 5 , is quite traditional, 
while the second, depicting Ramesses V I 5 6 accompanied by a 
lion and overthrowing a Libyan captive [13] 5 7 , has no analogies 
among falcon s t a tues 5 8 . In the lat ter case the hawk's figure is 
rather clumsy: since the back pillar is very high, the bird sit t ing 
on it lowers its wings in the most unna tu ra l manner. However, 
in spite of these minor differences, the Vienna and the Cairo 
statues in general follow the Old Kingdom tradit ion and their 
idea should be also ancient. 

The London s ta tuet te of the alleged Mycerinus [8] is 
followed by several monuments . The most important of them is 
a fragment of a jasper s ta tuet te in the Louvre iconographically 
attributed to Thutmosis III [14] 5 9 . It represents him as half a 
man, half a falcon, with the wings folded at his sides. As distinct 
from the London "Mycerinus", the t rea tment of the avian com
ponent is more summarised and feathers are not rendered, but 
it is obvious tha t the head-cloth tu rns into the wings. 

Even closer to the Old Kingdom prototype is the 
recently published statue fragment of Thutmosis IV in Cairo [15] 6 0. 
No wings are shown, but feathers covering the back, shoulders, 
neck and, probably, the back par t of the lost head are depicted in 
detail. The Brooklyn head of Thutmosis III [16] 6 1 could belong to 
a similar statue, at least feathering begins here at the crown and 
is rendered in the same manner, as a part of the head-cloth. 
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All the above s ta tues , both Old and New Kingdom, 
represent the king's na ture as imagined by the Egyptians in the 
most naturalist ic manner (as far as this word is applicable to 
the fantastic situation): the king is a creature conjoining both 
human and divine features, Horus manifests himself in the 
king, and this is expressed by the combination of the images of 
a man and a bird. However, this "mythical reality" had to be 
repeatedly created and reconfirmed by r i tuals . The third, an 
absolutely new group of falcon s ta tues reflects this aspect of 
king's life. The late faience s ta tuet te of an anonymous king in 
Leiden [17] 6 2 is an excellent example. The shoulders and the 
back of the king are covered by a feathered cloak turn ing into 
the bird's tail. Since the flaps are visible and the realistically 
rendered head-cloth is separate from the feathers, there is no 
doubt tha t this is a kind of a ritual garment. 

The feathering and the head-cloth are t reated separa
tely also in the fragment CG 747 [18] 6 3 . The plait is put under 
the feathers leaving no doubt tha t a cloak is depicted. Moreover, 
the function of the cloak is apparent too. The fold on the shoul
ders proves tha t this is the heb-sed garment like in the case of 
the Brooklyn Pepi I [5], this t ime feathered. 

The s ta tue from the temple of Thutmosis III a t Qurna 
[19] 6 4 belongs to the same group. The king wears a cloak imita
ting bird's wings and tail over traditional garments; regrettably, 
the upper par t of the s ta tue is lost and it is impossible to recons
truct the appearance of the head-cloth 6 5 . 

Not only the cloak, but also the king's headgear could 
be associated with a falcon. On its occipital par t a decoration 
(probably gold) could be arranged, shaped as a falcon with outs
tretched wings (sometimes it could be replaced by a vulture). 
The earliest record of this kind of headgear decoration is a relief 
fragment from the pyramid temple of Cheops [10] showing h im 
in a heb-sed context 6 6 . However, as far as we can judge by the 
existing monuments , the falcon decoration was not common in 
the Old Kingdom and became widespread only in the New 
Kingdom 6 7 . Most probably, its function was in general similar to 
tha t of the feathered garbs. 

The compositions probably originating from the 
Hierakonpolis group [9] and consisting of a large falcon figure 
with a much smaller image of the king standing in front of it 
facing away are widespread in the New Kingdom 6 8 and especially 
in the Late Period 6 9 , but they are far from the subject of our 
study. Indeed, besides them we know analogous statues depicting 
kings with other zoomorphic (cows 7 0, r ams 7 1 , baboons 7 2 , ser
pents 7 3 , etc.) and anthropomorphic (Amun 7 4 ) deities. Since the 
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king is not Amun (all the more so he is not Hathor or 
Meretseger), we are facing here not representations of his 
nature, but, as it is traditionally understood, the manifestations 
of his protection by the respective gods 7 5 . The meaning of the 
Hierakonpolis group could be the same 7 6 . 

However, this does not demolish the main thesis of the 
present paper. Firstly, the existence of this group of sculptures 
cannot deflate our a rgumen t s concerning o ther groups. 
Secondly, in all of the s ta tues considered, the figure of the king 
dominates tha t of the falcon; on the contrary, when protection is 
the main concept of the s ta tue, the king is disparately smaller 
than the god. Strictly speaking, in the first instance, the image 
of the king is the kernel of the composition, while in the second 
case the deity is the main personage. 

The fact t ha t two different ideas could manifest them
selves in similar forms is by no means surprising. Such 
convergence is predestined by the very na tu re of Egyptian ar t 
where the possibility of making multiple figured sculptural 
compositions was reduced to a small number of combinations of 
the figures. 

Of special interest is the fact tha t the figures of birds 
in falcon statues are always arranged so tha t they can be seen 
only in profile, but remain invisible if looking en face, although 
Egyptian s ta tuary was made for the frontal view. Most charac
teristic in this respect is the s ta tue of Ramesses VI CG 42152 
[13] where the hawk is perched high above the king's head - it 
is entirely hidden behind the tall composite crown. Such consis
tency cannot be accidental - birds were no doubt intentionally 
concealed from the eyes of spectators. This may be a manifesta
tion of the phenomenon tha t was defined by the present author 
as Egyptian "art of hint ing" 7 7 . When for some reason it was 
impossible or objectionable to express some ideas by means of 
images, Egyptians could use an indirect method of presenting 
visual information - making "hint compositions" where this 
image remained invisible or part ly invisible, but its presence 
was apparent for those who knew the rules of the game. It was 
very difficult both to imagine and to express the double na tu re 
of the king: on the one hand, it caused no doubts, on the other 
hand, it was not observable in everyday life. Falcon s ta tues 
reveal his dualism in the best possible way: as in reality, the 
king has a human appearance, but under certain conditions, in 
side-view, his divinity becomes evident. 

This is a serious argument in favour of our interpreta
tion and against the traditional one. Indeed, the protection of 
the king by gods must be stressed, demonstrated as clearly as 
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possible, and it was done in compositions with the dominating 
size of the god's figure. On the contrary, the divine na tu re of the 
king is non-obvious, it can be only hinted at. 

Let us t u rn to the combined plate presenting all the 
monuments discussed and their interrelat ions (fig. 1). The deve
lopment of the typology is quite clear, the degree of continuity 
being surprisingly high, although the left and the r ight par t s of 
the plate are separated by a half-millennium-long chronological 
gap. However, the alteration is also serious. All the Old 
Kingdom samples but one display the king's na tu re most inge
nuously, his relation to Horus demonstrated by the presence of 
the god as a real creature - the bird. The New Kingdom repre
sentations of the feathered cloak show not the "mythical 
reality", but its reflection in ri tuals. 

What was the cultic specificity of the falcon statues? 
Aldred has convincingly proved tha t the images of the king 
(both sculpture and reliefs) in his feathered garb show him 
during the celebration of heb-sed. It would be very tempt ing to 
generalise this observation and to extend Aldred's idea to the 
statues where Horus is present as a bird and to those showing 
the feathered head-cloth. Not only typological considerations 
but also the fact tha t two s tatues - the Brooklyn Pepi I [5] and 
CG 747 [18] - depict the heb-sed cloak may be a good corrobo
ration. However, the problem is much more complicated. The 
sculptural program of the temple of Chephren can be now 
reconstructed completely enough thanks to the new catalogue 
of the Leipzig collection 7 8. It includes a heb-sed s ta tue without 
a falcon 7 9, while the two falcon s tatues considered here reveal 
no relation to heb-sed. On the contrary, the heb-sed of Neferefra 
is not recorded 8", but he had a falcon s tatue. This might be 
explained by the scarcity of the monuments of this king, but 
Ramesses VI who did not celebrate heb-sed 8 1 also had a falcon 
statue (be it original or usurped). The same concerns the 
London s tatuet te if it is genuine and if its at tr ibution to 
Mycerinus is correct 8 2 . 

Thus, some s ta tues representing the king with a fal
con are associated with heb-sed, but the association is not 
incumbent. Most heb-seds were celebrated without them, and, 
vice versa, their existence does not mean tha t the respective 
kings solemnised their jubilees. A special study is required to 
solve the problem; at present the author would like only to 
afford the following conjecture. Falcon s ta tues could originally 
be unrelated to heb-sed, but since they ideally manifested the 
nature of the king, they s tar ted to be used in the royal jubilees. 
This hypothesis is supported by the above-mentioned general 
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tendency from Old Kingdom natural is t ic images of the bird 
towards showing r i tual garbs in the New Kingdom. 

However, these problems are not of special interest for 
our subject. Of much more importance is the unquestionable 
association of the royal head-cloth with Horus recently discus
sed by Goebs 8 3 . The record of this association in Spell 312 of the 
Coffin Texts is a reliable wri t ten confirmation of our concept. 

The subject of this spell is adequately reflected in its 
title: Spell for Being Transformed into a Divine Falcon. The 
possession of the head-cloth is described as a condition of the 
transformation 8 4 : "How can you reach the confines of the sky? 
Indeed, you are equipped with the Ba of Horus, but you do not 
posses the head-cloth"; "I will give you the head-cloth - so said 
the Double Lion to me - tha t you may come and go on the pa ths 
of the sky". The head-cloth is then identified with wings: "The 
Double Lion has taken out the head-cloth for me, he has given 
me my wings". 

Thus, any representation of the king wearing a head-
cloth is in point of fact analogous to s ta tues with a falcon. It is 
clear now why the head-cloth (as contrary to crowns which 
could be worn both by kings and deities) was a specifically royal 
at tr ibute - there is no other being in the world having the same 
dual nature . And it is, of course, not a mere coincidence tha t 
Papyrus Westcar describing the bir th of the first kings of the 
Fifth Dynasty mentions tha t they came into being in royal 
head-cloths 8 5 - since the succession happens not in an obvious 
manner in this case, it is necessary to stress the specific royal 
properties of the infants, their falcon na tu re included. 

In conclusion, it may be of interest to consider also a 
very controversial monument - the two-meters-high s ta tue 
found by Mariette a t Karnak [20] 8 6 , which is often reckoned 
among the sculptures being the subject of the present paper. On 
the face of it, such an attr ibution seems possible, but there is a 
serious difference not allowing us to regard it as a king's s ta tue: 
the creature represented has not only bird's wings and tail, bu t 
also the falcon's head and, thus , it cannot express the main 
concept of the royal falcon statues. This mus t be an image of one 
of numerous falcon deities. 

The s t a tue bears an inscript ion of the Third 
Intermediate Period, but since it is no doubt secondary, much 
earlier datings - Middle 8 7 and even Old Kingdom 8 8 - were pro
posed. However, the s ta tue has no definite early features and 
the dating recently suggested by van Rinsveld 8 9 - the reign of 
Amenhotep III - is more substantiated. If accepting the dat ing 
by van Rinsveld, we may suppose t ha t this is one of the s ta tues 
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connected with the heb-seds of Amenhotep III. Then the s ta tue 
is related to the royal cult and the loan from the royal icono
graphy becomes explicable. Van Rinsveld identifies the god 
represented as Ra-Harakhte 9 0 , but the older at tr ibution as 
Khons 9 1 seems preferable. Ra-Harakhte , as any solar deity, is 
indeed related to the king, but not closely enough to adopt the 
very specific royal iconography; on the other hand, Khons, 
whose name means "King's Placenta" 9 2 , is a royal deity par 
excellence. This int imate relation with the king made it possible 
to use the royal iconography for the image of the god. 
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Fig. 1 
Falcon statues and "Horus name" 

R O Y A L P O R T R A I T U R E A N D " H O R U S N A M E " 
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Legends of i l lustrat ions 

Q Paris, Louvre E. 11007, line drawing based on Encyclopédie photographique de 
l'art. Louvre, 4 

0 Cairo, Egyptian Museum CG 14, line drawing based on Borchardt, Statuen I, Bl. 4 

Q Museum of Fine Arts, Boston 27.1466, line drawing based on Smith, Sculpture 
and Painting, pi.5a 

Q Cairo, Egyptian Museum JE 98171, line drawing based on Saleh, Sourouzian, 
Official Catalogue, cat. no. 38 

Q New York, Brooklyn Museum 39.120, line drawing based on Daumas, BIFAO 52, 
pi. 2 

© Cairo, Egyptian Museum CG 9, line drawing based on Fischer, Rêverais, fig. 31 

Q Present location unknown, line drawing based on Daumas, BIFAO 52, pi. 2 

0 University College London 16020, very inexact line drawing (reversed) based on 
unsatisfactory photographs Petrie, AE 1923, fig. on p. 1; idem, History I1, fig. 36; I2, 
fig. 48; Kriéger, RdE 12, fig. 206; Page, Egyptian Sculpture, 103, cat. no. 113 

0 Cairo, Egyptian Museum CG 14717, line drawing based on Quibell, Green, 
Hierakonpolis II, pi. 47 

fli) Present location unrecorded, relief fragment from the causeway of Cheops, line 
drawing after Lauer, ASAE 49, pi. 2 

<D Vienna, Kunsthistorisches Museum AS 5910, line drawing based on Rogge, 
Statuen des Neuen Reiches, 72 

(J) Cairo, Egyptian Museum CG 743, very inexact line drawing based on Borchardt, 
Statuen III, Bl. 137; Vandersleyen, Das alte Âgypten, Abb. 177. 

(J) Cairo, Egyptian Museum CG 42152, line drawing based on Legrain, Statues II, 
pi. 15 

© Paris, Louvre E.5351, line drawing based on Goebs, ZÂS 122 (1995), Taf. 4 

© Cairo, Egyptian Museum CG 4208 1, line drawing (reversed) based on Bryan, 
Thutmose TV, fig. 28 

© New York, Brooklyn Museum 55.118, line drawing based on Cooney, Five Years, 
pi. 15 

® Leiden, Rijksmuseum van Oudheden F 1937/6.9, line drawing based on Van 
Wijngaarden, OMRO 19, Afb. 3; Brunner, ZAS 87, Taf. 6 

© Cairo, Egyptian Museum CG 747, line drawing based on Borchardt, Statuen III, 
72 

fë) Present location unrecorded, from Qurna, line drawing based on Weigall, ASAE 
7, 136, fig. 9 

® Brussels,Musées royaux d'art et d'histoire E.5188, line drawing based on Van 
Rinsveld, K.M.T. Ali, 21 
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D e p u i s les s p e c t a c u l a i r e s d é c o u v e r t e s 

<lc M a r i e t t e , au m i l i e u d u x i x c ' s i è c l e , 

l ' A n c i e n E m p i r e é g y p t i e n n o u s e s t 

m i e u x c o n n u , et l ' on sai t q u ' i l ne se 

r é s u m e pas a u x g r a n d e s p y r a m i d e s . 

C e t t e é p o q u e q u i c o u v r e p l u s de c i n q 

cen t s a n s (ve r s 2700-2200 av . J . -C.) 

a é t é c o n s i d é r é e par les a n c i e n s 

E g y p t i e n s c o m m e l ' â g e d ' o r d e l e u r 

c i v i l i s a t i o n . D é j à se m a n i f e s t e n t d a n s 

l 'art tou tes les fo rmes d u g é n i e é g y p t i e n : 

la g r a n d e a r c h i t e c t u r e d e p i e r r e , 

les s t a tues m o n u m e n t a l e s d e s t i n é e s a u x 

t e m p l e s et a u x t o m b e a u x , le d é c o r 

pe in t et s c u l p t é , le t r a v a i l des p i e r r e s 

et des m é t a u x p r é c i e u x . T o u t ce q u i 

c o n s t i t u e l ' o r i g i n a l i t é de l ' a r t 

p h a r a o n i q u e a p p a r a î t d é j à é l a b o r é , 

ce d o n t t é m o i g n e n t les r e m a r q u a b l e s 

oeuvres c o n s e r v é e s d a n s les d i f f é r e n t s 

m u s é e s d u m o n d e . 

L e s ac tes d e ce c o l l o q u e , q u i a r éun i 

a u m u s é e d u L o u v r e u n e v i n g t a i n e 

d ' é m i n e n t s a r c h é o l o g u e s et s p é c i a l i s t e s 

d ' h i s t o i r e de l ' a r t v e n u s d e d i v e r s p a y s , 

d o n n e n t m a t i è r e à de n o u v e a u x d é b a t s 

sur la d a t a t i o n des œ u v r e s et les 

c a r a c t é r i s t i q u e s s ty l i s t i cp ies d e s g r a n d s 

c o u r a n t s a r t i s t i q u e s . 
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