A 'fabulous' Ethnographic Museum made up of 111 sculptures representing the human figure. These faces and bodies
date back to eras and civilisations from an imaginary – yet oddly plausible – past. Our initial surprise is heightened
by the discovery that these forms have been created from found objects that are themselves the product of human
endeavour.
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'Barina elevates waste products to materials of mythological and poetic worth.'

An imaginary Museum of Mankind made
up of 111 figurative sculptures. These
faces and forms date back to eras and
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'These sculptures seem to loom up out of the dark.' products of human endeavour.
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'Barina elevates waste products to
materials of mythological and poetic
worth.'
Anna Mattirolo, Assembling Worlds
'Barina uses found objects ... but from
these he creates still others, which are
unexpected and beautiful, both legible
and mysterious.'
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'These sculptures seem to loom up out of
the dark.'
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ANNA MATTIROLO

So one day I take the bicycle seat and handlebars and put one
on top of the other and make a bull’s head of them. Great. But
what I should have done next was to throw the bull’s head out.
To throw it away – out onto the street, into the gutter, anywhere
– but away from me. Then some worker would come along and
pick it up out of the gutter and decide that maybe you could
make a bicycle seat and handlebars out of that bull’s head. And
he would do it … That would have been wonderful. That’s the art
of transformation.1 – Pablo Picasso, 1945
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The art historical practice of assemblage refers to the
use of materials and objects in such a way as to realise
their manifold different potentials. Departing from a
view of art history that separated itself into ‘major’ and
‘minor’ arts, this distinctive approach endured the entire
twentieth century and continues to thrive to this day.
The ‘discarded’ materials usually employed by
artists working with assemblage were thrust into the art
world at a particular historical moment when they would
readily be taken up as a stimulus to express and explore
specific concerns. The transgression of the strict categories
of ‘painting’ and ‘sculpture’, and the convergence of the
work of art with the everyday object, were two hallmarks
of much of the advanced art undertaken in the wake of
the twentieth century’s avant-gardes, who identified
in assemblage a non-traditional means of creating art
and, therefore, a means of expressing a new dimension of
reality. These artists sought to throw into crisis the very
concept of representation itself, gradually substituting
illusionistic or mimetic representation in favour of the
wholesale re-presentation of fragments of everyday life.
Building on the legacy of Marcel Duchamp’s readymades
and the 1920s tradition of found objects, this approach
gathered strength and autonomy after the Second World
War to become a new artistic category in its own right
– one which entailed a complete reassessment of the
traditional categories that had, until then, kept apart the
various stylistic approaches to the figurative arts.
However, enthusiasm for this new ‘archival/
taxonomic’2 approach to art is not simply the domain
of the twentieth century’s first avant-gardes, nor of the
latest trends in art. It is, rather, an idea that in its various
forms – collage, readymades, photomontage, assemblage,
remixing, found footage – has much deeper historical
and philosophical roots relating to the desire for control
and the limiting of the ego – and, by extension, over the
structure of the world at large.
To ‘create order’ has always been a basic
human need. The ability to recognise and classify things
– to separate out reality into organisational schemes, or
taxonomies – helps us to reduce the perceived discrepancy
between order and chaos in our lives. These are also the
means by which it is possible for something from our

unconscious, which we might otherwise struggle to grasp,
to rise to the surface; and by mediating the relationship
between memory and amnesia, ordering allows us to
deal with, even if only illusorily, the anxiety that is so
intimately bound up with memory.
Bringing together heterogeneous images
or objects, and discovering assonances and connections
between them of which we were previously unaware, is,
therefore, the outcome of an exercise – one of digging
down into one’s memory to tap into images chosen for
what they bear witness to and the associative baggage
they bring in tow. As such, assemblage is ultimately a way
of making art that sheds light on the processes by which,
to borrow the words of Harald Szeemann, ‘attitudes
become form’.3
Recycling objects and materials harvested
from everyday life is a complex practice that encompasses
a whole series of methods and operations: accumulation,
appropriation, juxtaposition, and assembly. It all
begins with an initial fragment which, when juxtaposed
with others in a system of conscious or unconscious
affinities and narrative sequences, becomes the catalyst
for a new work. Assemblage, therefore, is also a broad
artistic approach that is capable of opening up new and
unprecedented spaces in art. As a method fundamentally
bound up with the structuring of thought itself, it lends
itself to being both ‘decoded’ and mobilised as a versatile
means to take apart and reimagine reality, applicable to a
wide variety of contexts and styles.
Marco Barina truly seems to want to create a new,
wondrous world of images, using a retinue of figures
from his own imagination. These he has reconstructed,
piece by piece, to create a new history of art, inflected
by distant peoples and cultures, different among
themselves but which together magically bear witness
to a lost, alchemical world. Barina constructs his figures
by appropriating materials from everyday life, which,
through fragmentation, accumulation, juxtaposition,
repetition and assembly, take the form of autonomous
subjects and have, ultimately, become an entirely new
body of work. A host of utensils, things, odds and ends,
have undergone an evolutionary process to become

sculptural artefacts whose constituent elements the artist
considers to be living and ever-shifting materials that
evade categorisation. Removed from their usual contexts,
suddenly these objects appear to us as if for the first time,
sporting a new anthropomorphic identity.
Barina’s found objects exist in a halfway
state, in a sort of no man’s land between magic and rules,
between past and present. Electing to use, for the most
part, handmade items that have long since deteriorated
into a state of neglect, degradation and decay, the artist
appears to want to rescue them from the existential
disarray to which they have been consigned – to restore
order and harmony to that chaos by giving rise to new
forms, liberally navigating up, down and along the course
of history while doing so.
This activity of recovering and conserving
objects that have been cast aside, coupled with Barina’s
clear desire to leave traces and clues for those who
look for them, also signals a psychological dimension
to his creations, which has to do with the capacity to
recognise a work of art as the sum of its individual parts.
That is to say, he allows us to consider the work of art
in its totality, while at the same time leading us in the
opposite direction towards an investigation of each of its
constituent elements.
In a world where any notion of unity seems
to have been lost, and where life itself appears to be
composed of countless small parts, Barina has intuited
the possibility of representing it faithfully through the
appropriation and assembly of these very fragments. He
invents new forms by looking to the past, but without
alluding to it nostalgically, instead making great leaps
through time and space, cross-pollinating a multitude
of different cultural and stylistic associations in his wake.
Despite his method of placing side by side pre-existing
elements that are recognisable from our experience of the
world – objects that possess their own specific functions,
histories and memories – Barina ultimately presents us
with perfectly whole, illusory, high-definition, eclectic
images. Like a metaphysical artist, he supplies his objects
with new meanings plainly before our eyes, and with a
synthesis and integrity that leaves them effervescing with
continuous, open-ended associations.

There is a small corner, the trash corner,
which not only speaks of the physical actions
of our concrete, everyday lives, but also of our
intimate world – the way we relate to objects,
photographs and cast-offs. … The futurists
were interested in it; so was Picasso. … It was
an area that everybody turned their hand to, a
phenomenon they all wanted to grapple with.
… These ideas burgeoned in the same years that
gave rise to psychoanalysis, when abandoned
or discarded objects began to take on an everstronger symbolic value: after all, each one of
us is, at some point in our lives, an object of
rejection, is treated like a piece of rubbish …
abandoned, destroyed, above all trampled on. It
is part of human experience.4
As with other artists who work with cast-offs, Barina’s
elected path means that he must choose his forms from
those already available to him – his is a position from
which art can be made from anything he lays his hands
on. And yet, he also deviates from the path already taken
by Duchamp: that of the creation of works made from
consumer objects without any particular quality; in other
words, objects chosen precisely for being uninteresting.
Instead, with a taste for showing off the physicality of
his materials and the myriad possible combinations of
unusual objects, Barina bestows on them a more lyrical,
emotive interpretation, elevating waste products to
materials of mythological and poetic worth.
Barina invites us to see these scraps and
remnants with fresh eyes and so revise our preconceptions.
When faced with these materials, all of a sudden each
individual thing is divested of its original meaning and an
indistinct ensemble of objects becomes a sculpture. His
compositions, formless at first, resolve themselves into
meticulous, detailed portraits projected in space. Barina
conjures up a land populated by divinities, hidden spirits,
ancestors, benevolent images of motherhood, protective
fetishes, kings and queens from an imaginary past: that is,
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a universe in which we sense the profound intermingling
of the sacred with human experience, which for millennia
has been defined by its confrontation with the forces of
nature.
Barina appropriates the tropes of this premodern world in order to revisit the origins of creative
experience, always conscious of the conceptual complexity
and refined aesthetics of the best tribal art. If reducing
sculptural forms to their essentials appears simple, it is
in fact the result of a deeply considered approach and
process, in much the same way that modernist art learned
its synthesis and reduction from similar ‘primitive’ sources
of culture. The difference is that Barina manages to evoke
this striking simplification along with original sculptural
effects through the use of found objects, to which he
applies his skill, not to mention his limitless tenacity.
Given his process and choice of materials, it
is tempting to think of this project as a demonstration of
the artist’s almost Warburgian intolerance for a history of
art conceived in terms of fixed chronological sequences or
techniques pigeonholed into sterile categories. Instead,
Barina privileges cast-offs, discontinuity, unexpected
combinations and reversals. For him, it is a question of
perspective: nothing is simply trash or an unrecoverable
material, nothing is objectively beautiful or ugly – it all
depends on how you look at things.
In his own take on readymades, Barina
deliberately insists on the aesthetic qualities of the
materials he has assembled – loaded, haptic objects
in surprising, vital combinations that unshackle them
from any fixed historical origin – and reveals them to be
capable of exerting strong forces upon our senses. Every
visitor to Barina’s imaginary museum, while free either
to follow or ignore the signposts laid out by the artist,
contributes to the completion of each composition:
each image is formed and re-formed according to the
individual experience of the viewer, who brings with
them ever-new associations and sensory possibilities. In
a sort of perceptual reversal, Barina entrusts his image to
a simulacrum that is infused with its own life, and acts
as a depository of our memories. The trick he pulls off
is somewhere between truth and illusion, and is infused
with a subtle, fascinating, and slightly unsettling appeal.
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n’est que signe,’ nous dit Picasso’, Arts, no.22, 29 June 1945, pp.1,4;
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‘BARINA USES FOUND OBJECTS … BUT FROM THESE HE CREATES
STILL OTHERS, WHICH ARE UNEXPECTED AND BEAUTIFUL,
BOTH LEGIBLE AND MYSTERIOUS.’
Mau ri z i o Fe rrari s, Barina’s Mummies
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IMAGINARY CAPTIONS /ANCIENT TIMES

p.16

p.19

FIRST MOTHER
– 24,000 before today
(b.t.)

GODDESS OF THE NIGHT
– 8,500 b.t.

In her, all things have their origin:
the earth, animals and human
beings. Her figure is always full
and generous, for this primordial
goddess is the wellspring of life
and nourishment.

p.18

/ROOM 01

name to the distinct position of
its arms, which are held aloft in
apparent prayer or worship.

This terracotta mask depicts
the deity of darkness and the
night. It was found inside a
rudimentary sarcophagus
containing the skeleton of a
young man. Particularly striking
are the radiant eyes, similar to
those of a nocturnal bird of prey,
an animal commonly associated
with death. A representation of a
snake is carved along the centre
of the nose, its zigzagging coils
symbolising the passage of lunar
cycles – for the night sky and the
stars are the revelations of the
Goddess of the Night.

p.23

INSECT GODDESS
– 5,500 b.t.

This deity is usually represented
in the form of a dragonfly, mantis
or butterfly. In the latter case
especially, she embodies the
principle of transformation – the
magical transition between life
and death. Here, in geometric
form, the artefact depicts a
winged, insect-headed woman
with a peculiar square-shaped sex
organ.

ANTHROPOMORPHIC
BOWL
– 9,000 / 7,000 b.t.

p.17

ENIGMATIC FIGURE
– 14,000 / 12,000 b.t.

It is not known exactly what the
creator of this particularly ancient
sculpture was trying to represent.
In this apparent human-animal
hybrid, a number of incisions
made to the body appear to
portray water, the generating
force of life. However, the head on
top of its long neck is shaped like
an owl’s – the prophetic herald
of death. Such murky, ambiguous
symbolism makes this artefact a
unique find.

and power. The geometrical motif
that traces the figure’s torso is
also associated with authority and
the right to command. This is the
oldest image of this type ever to
have been found.

p.25

MUSICIAN
– 6,500 / 6,000 b.t.

This rare find was unearthed on a
rough-hewn boulder at the end
of a corridor-tomb, where it was
surrounded by the remains of
rudimentary wind instruments
carved from mammoth bones and
tusks. Music was a key element
of religious and supplicatory
rites throughout Ancient Times,
when playing an instrument was
thought to have been a way of
communing with the divine.

p.27

SNAKE GOD
– 7,000 / 6,000 b.t.

In place of arms, two sinuous,
symmetrical snakes project out
from this rigid, stylised body,
while mesmeric eyes stare out
from its flattened head. The
perforated torso’s erect position
signifies rising life force: owing
to the snake’s capacity to
shed its skin and ‘come back
to life’ after hibernation, this
anthropomorphic deity is often
associated with the continuity
of life.

Unearthed in large numbers
near the southern necropolises,
these bowls originally contained
the bones of small mammals.
Anthropologists believe they were
buried alongside the deceased not
to offer them sustenance in the
afterlife, but to ward off predators
and to stop them from desecrating
the bodies.

p.21

FEMALE DEITY
– 15,000 b.t.

At the top of this stylised,
abstracted human figure’s solid
thighs, we can distinguish a pubic
triangle, one of the oldest symbols
known to humankind and the
focal point of the Goddess’s
productive energy. Her wide-open
mouth and large eyes accentuate
her divine nature.

p.26

p.24
p.22

PRAYING FIGURE
– 6,500 b.t.

This figurative statue owes its

SMALL IDOL ON
THRONE
– 10,000 b.t.

This anthropomorphic deity sits
on a throne, a sign of prestige

with fruit gathering, a task that
generally fell to women and
younger members of various
communities. Capturing
animals, especially large prey,
was a perennially difficult and
risky enterprise, so vegetarian
diets prevailed even before
the development of sedentary
agriculture. As such, the work
undertaken by gatherers was
of key importance to every
community.

GATHERER
– 7,000 b.t.

Similarly stylised human figures
also appear in red ochre graffiti
in subterranean salt grottos.
As they do not also appear in
contemporary paintings or
carvings of hunting scenes,
scholars have associated them
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‘I CANNOT HELP BUT THINK OF A VISIT I ONCE MADE TO
THE MUSÉE DAPPER IN PARIS … MUCH LIKE THE MUSEUM’S
HANDMADE ARTEFACTS, THESE SCULPTURES ALSO SEEM TO
LOOM UP OUT OF THE DARK, OUT OF A PAST TRANSFIGURED
BY A VISUAL ACT ENACTED BY THE ARTIST/CREATOR, WHO
BAPTISES THEM THROUGH RECOMPOSITION AND COMPOSES
THEM THROUGH RE-BAPTISM.’
Va
l e r i oo Ma
g re l l i ,, The
It
Valeri
Magrelli
The Eyes
Eyes Have
Have It
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IMAGINARY CAPTIONS /RULERS OF THE GREAT RIVERS

p.32

FEMALE FIGURE
– 4,200 before today
(b.t.)

The young woman depicted in
this weighty gold sculpture was
undoubtedly of high rank, and
may well have been a princess.
This can be inferred from the
precious metal of which the object
is made, and by the red pigment
on her collar – a colour reserved
exclusively for the Royal Family.

the human and the animal, with
one predominating over the other
depending on the example. This
particularly refined object was
discovered in the fresco-lined
second room of a royal tomb.
Considered sacred animals,
greyhounds would accompany the
monarch on hunting trips.

p.34

p.36

XXII SOVEREIGN
– 3,800 b.t.

AMULET
– 4,200 b.t.

At a mere 21cm tall, this sculpture
is unusually small for its kind.
For the most part, statues of
the sovereign who unified the
Three Kingdoms – a formidable
warrior who was also responsible
for far-reaching reforms in Great
Rivers society – were colossal,
sometimes reaching 15 metres
in height. These massive works
idealised his progressive energy,
to which the people continued to
dedicate sacrifices and offerings
long after his death.

/ROOM 02

responsible for overseeing the
gates to the Otherworld.

Deposited with other precious
jewels in the sarcophagus of a
First Dynasty queen who died in
childhood, this artefact shows
the level of skill achieved by
master craftsmen in the central
territories. Amulets like these
were essential inclusions among
the possessions buried with the
dead. A sort of talisman, they
were supposed to ward off evil
spirits. This fine example bears
the moulded likeness of a lioness’s
head, an animal whose courage
when defending her cubs was
legendary.

been carbon-dated to this period),
its face bears a remarkable likeness
to theatrical masks from the
Middle Kingdom, a civilisation that
did not come into being until some
two and a half thousand years
later. Due to the resemblance, this
object – a mysterious and very rare
find – is now known by the name
of ‘The Actor’.

p.41

FERTILITY GOD
– 5,000 b.t.

A human head sits on top of a
stylised feline body sporting a huge
phallus, source of seminal energy.
The Fertility God’s dark skin is the
colour of silt, the alluvial lifeblood
deposited whenever the major rivers
flooded the plains.

p.40

PREDYNASTIC
SCULPTURE
– 7,000 / 6,500 b.t.

Unearthed by a farmer near the
oasis of Nuth, this artefact is one
of the oldest ever to have been
discovered. The figure’s head,
covered in animal hide, was only
preserved due to the region’s
extreme dry climate. The wide
silver collar and the robe’s golden
hem are characteristic of a style
of clothing that endured until the
beginnings of the First Dynasty.

p.35

METAL VASE
– 4,500 b.t.

This vessel sports an enigmatic
head that appears to be part
human, part beast. More than two
hundred minuscule terracotta
tablets engraved with magical
symbols, whose meaning is as yet
unknown, were found inside.

p.43

VOTIVE CANDELABRA
– 5,800 b.t.

p.33

GOLDEN GREYHOUND
– 4,600 b.t.

Consciousness of the divine held
sway over the lands surrounding
the Great Rivers, perhaps more
profoundly than on any other
civilisation. The supernatural
permeated every aspect of
everyday life and nature itself was
considered a direct expression of
the eternal. This goes some way to
explaining why the iconography
of their gods often took the form
of hybrid beings, halfway between

p.38

PRIEST-KING
– 2,400 b.t.

This male figure’s large eyes
without pupils denote an inward
gaze, directed towards an interior
life. The small hint of a smile on
his lips accentuates the serenity
typical of depictions of the
Priest-King, the figure around
whom religious practice centred
in the eastern floodplains. Among
other duties, the Priest-King was

semicircular axes which represent
waxing and waning crescent
moons – the two most auspicious
phases in the lunar cycle for
waging war. Similar images of the
God of War were often positioned
on top of sceptres carried into
battle. They symbolised the
sovereign’s capacity to lead an
army and defend his borders.

p.39

THE ACTOR
– 4,500 b.t.

This anthropomorphic vase
has baffled archaeologists and
scholars since its discovery over
a century ago. Attributed with
certainty to the expert hands of
a skilled artisan from the Second
Dynasty (a number of organic
items contained within have since

p.42

GOD OF WAR
– 4,800 b.t.

His arms, raised aloft, end in two

Found at the beginning of the
last century among the ruins of
an ancient place of worship in the
Southern Desert, this artefact was
concealed in a small shrine made
of pink granite to which access
was subsequently walled off. We
can be certain that this is a votive
candelabra as traces of candle wax
have been detected on the salvers,
which the female figure raises
in an attitude of devotion. Most
likely representing a priestess
of the desert sanctuary in which
she was found, her facial features
reveal her affinity with the peoples
of the Southern Tribes.

047
_

THE
SOUTHERN
TRIBES
/ROOM 03
THE NEW MUSEUM

048
_

050
_

052
_

053
_

057
_

058
_

059
_

060
_

062
_

063
_

IMAGINARY CAPTIONS /THE SOUTHERN TRIBES
Central Plateau, who to this day
practise a matrilineal system of
descent.
p.49

SYMBOL OF HOSPITALITY
– 200 / 150 b.t.

p.48

RITUAL FIGURE
– 200 before today (b.t.)

Typical of the people of the
Great Lakes, this type of statue is
evidence of contact with coastal
tribes. The coral used for the eyes
– a precious material believed to
have magical powers – was bought
in exchange for slaves and ivory.

carved notches, they produced
a distinctive sound – taratatà
– from which they derive their
name. At these lively events,
every single member of the tribe
would join in the dance, children
included.

Tribal settlements on the Northern
Plateaus generally consisted of
just a few dozen individuals, and
were often several days’ journey
from one another. Such vast
distances ensured that visits from
members of other villages could
last for weeks at a time. Guests
would be accommodated in a
large mud hut whose entrance
bore statues of this type. With
arms open wide in a gesture of
welcome and faces sporting a
broad smile, these artefacts are
of a rare character among tribal
crafts.

they were typically arranged in
two concentric circles in public
areas of settlements. The large
eggs used in these sculptures most
often came from ostriches – an
animal considered sacred among
many of the Southern Tribes – and
symbolise the transition between
the afterlife and the world of the
living.

/ROOM 03
p.54

METAL TILE
– 600 / 500 b.t.

Created using great metal casting
expertise, these objects once
decorated the walls of chieftains’
homes.

were poured into the hollow of the
bowl, where they were infused with
restorative powers from the spirits.

prevalent among coastal tribes.
Elegant and hieratic in aspect,
a small spear (the end of which
has broken off) emerges from the
figure’s left sleeve. Spears of this
type were commonly used to catch
fish in shallow waters close to the
shore.

p.55

DYNASTIC TOKEN
– 600 / 500 b.t.

These figurative tokens were seen
as repositories of the spirit of the
sovereign and were handed over
to their successor at his or her
accession. While often drawing
on conventional iconography
(the long neck, hair represented
by a comb, incisions on the chest
evocative of warrior scarification),
examples of this type of sculpture
have been found in a surprisingly
wide range of styles. Here, a gold
coin – symbol of wealth and power
– embellishes one of the figure’s
earrings.

p.58

ROYAL GUARD
– 500 / 400 b.t.

For over three centuries, a
significant portion of the central
territories was ruled over by one
ethnic group whose population
numbered over 300,000. Warriors
selected for their exceptional
bravery protected the royal
palace, which was located in the
heart of the capital. After reaching
puberty, and having undergone
circumcision, aspiring warriors
had to pass a series of tests; if
successful, they would attain the
coveted post of Royal Guard and,
with it, a very high social rank.

p.53

MASK
– 200 b.t.

p.60

TALISMAN
– 200 b.t.

The circular designs carved into the
body and spear here mirror those
applied to warriors and weaponry
during forays into enemy territory.
The circles also mimic (and multiply)
the eyes of the bird of prey that
the figure holds up in his left hand.
Wearing rhinoceros horns on his
head, the warrior seeks to channel
some of that fearsome animal’s
awesome power.

This mask was originally mounted
on a wooden ossuary containing
ancestral remains, where it served
as a custodian of these relics.
p.57

ELEPHANT GODDESS
– 150 b.t.
p.48

COUPLE
– 150 b.t.

The term ‘Southern Tribes’
encompasses a number of different
cultures with a wide range of
approaches to social organisation.
This small object is representative
of the peoples spread across the

p.50–1

TARATATA’ I & II
– 100 b.t.

Until recently, these musical
instruments were an integral
part of many tribes’ annual
harvest ceremonies. Played by
rubbing wooden sticks along their

p.52

TOTEMIC FIGURE
– 150 / 120 b.t.

These totemic statues are
characteristic of an indigenous
group of farmers who occupied the
westernmost limits of the tribal
territories. Thought to have been
used to communicate with spirits,

p.56

FISHING DEITY
– 200 / 150 b.t.

Worship of this deity, who was
thought to govern relations
between water and land, was

This figure, common to many
tribes, bears a number of small
elephant-trunk-like protrusions
in place of arms – typically
either four or eight were placed
symmetrically around the body. At
sunrise on hunting days, women
would make votive offerings
of honey and cow’s milk to the
figure, seeking protection for their
husbands. Women with fertility
problems also prayed to her.

p.61

CEREMONIAL JEWEL
– 250 b.t.
p.59

HEALING BASIN
– 150 / 100 b.t.

This basin was used for magical
healing rites. Tonics and potions

This jewel most likely belonged
to a chieftain: the figure’s
elaborate hairstyle was exclusively
worn during secret initiation
ceremonies, which were attended
by only a small number of the
chieftain’s closest devotees.
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represented here with her back
to the sun, a reference to the
marriage from which the entire
Olympian pantheon sprang.
Ceremonies to the goddess
culminated during the summer
solstice, when orgiastic rites
were performed over three days
and three nights. Despite the
authorities’ attempts to curtail
such behaviour, the people
continued to practise these beliefs
until the Late Era, when the cult
was finally outlawed.

predict the future were manifold:
from reading the entrails of
animals and interpreting the
movement of the clouds, to
throwing dice and shards of
bone, or ingesting hallucinogenic
substances. All of these rituals
were designed to produce signs
and warnings that the petitioner
would believe with the utmost
conviction. Astrologers were held
in the very highest esteem among
both the aristocracy and the more
humble classes.

be very simple, fashioned from
plain wool or linen. Headgear and
hairstyles, on the other hand, were
far more elaborate, with special
handmaidens employed just
for the purpose of looking after
their masters’ hair. High-ranking
women in particular would
have applied fragrant oils and
ointments to their hair, and would
have covered their clothes in
perfumed essences.

/ROOM 04

people became increasingly
realistic, depicting the sitter’s
features with great faith, including
their imperfections and flaws.
This gold and black marble statue
depicts a Consul, the highest
political and military office in
Middle Kingdom society during
the Republican period. His head
and shoulders, the only parts of
the body depicted, rest on a small
triumphal column in celebration
of a major military victory.

characters, while a pronounced
mouth served to project
the actor’s voice. The facial
characteristics on this object bear
a striking resemblance to those
seen on ‘The Actor’, a vase found in
the Great Rivers region (see p.39).

p.66

COMMANDER’S INSIGNIA
– 1,950 before today
(b.t.)
This artefact would have been
inserted on top of a cylindrical rod
up to two metres in length and
decorated with elaborate spiral
motifs. The size of the object (46.5
cm tall) and the subject it depicts
suggest it was probably a military
insignia of the kind traditionally
placed next to the commander’s
tent. The ivory head and elaborate
headgear show the clear influence
of art from the Great Rivers, and
in all likelihood this particular
insignia belonged to a military
unit garrisoned along the Middle
Kingdom’s southern borders.

p.67

MAGNA MATER
– 2,600 b.t.

This sculpture is evidence of
the first of the Eastern cults
introduced to the Middle
Kingdom. The 'Magna Mater',
or Great Mother of the Gods, is

who distinguished themselves
in battle. The lion’s head in the
middle of the bronze shield
symbolises strength and courage.
Military campaigns could last for
years at a time and commanders
would bring with them everything
they needed to make life in
the field less uncomfortable.
Wine was also consumed in
considerable quantities in civilian
life: it accompanied libations at
banquets and was the central
element at symposia, which were
attended exclusively by adult
males and featured countless
toasts. Wine was almost always
diluted – two parts water were
generally mixed with three parts
wine.

yet the overall image remains
extremely powerful.

p.75

SACRIFICIAL BASIN
– 1,700 b.t.
p.70

ORNAMENTAL SHIELD
– 1,800 b.t.

p.68

p.69

CENSER
– 2,200 b.t.

FEMALE BUST
– 2,300 b.t.

Libanomancy – using incense for
divination – was a very common
practice throughout the Middle
Kingdom. Prophecies were
made by interpreting the trails
formed by smoke as it issued
from the censer’s grotesque
facial mask – its mouth, ears and
eyes – which would have produced
a particularly evocative effect.
Practices and techniques used to

When it was originally unearthed,
this artefact still bore traces of
paint on its hair and face. The
original colour scheme would
have created a startlingly different
effect to that which we see today.
The statue’s eyes were also lost
long ago but would originally
have been made from glass or
coloured marble. Clothing in
the Middle Kingdom tended to

This ornamental object, which
has a specially designed stand,
was sculpted from a single block
of exquisite marble. The face
at its centre depicts a young
emperor, carved from the finest
ivory. Artefacts of this type were
most often used to decorate the
audience rooms of a royal palace.

p.69

PORTRAIT OF A CONSUL
– 2,300 b.t.

Approaches to portraiture made
great advances during the Middle
Kingdom. Representations of

p.71

ACTOR JEWEL
– 1,700 b.t.

This remarkable jewel mimics
the facial features of a theatrical
mask. In the theatre dark colours
were associated with male

p.72

p.74

WINE FLASK
– 1,900 b.t.

DYING WARRIOR
– 2,800 / 2,600 b.t.

This travel flask most likely
belonged to a general, or perhaps
even an emperor. It depicts
a soldier with a golden torc
around his neck, embellished
with elaborate engraving.
Collars were considered valuable
war booty and were a much
sought-after prize for soldiers

This sculpture captures the
moment immediately after a
warrior has been struck down in
battle. His spear has clattered
to the ground and his face is
contorted in a grimace of pain. A
product of archaic times, the bust
is rigid and stylised, and the shield
is simple and unornamented,

Making sacrifices to the gods
was of prime importance to the
people of the Middle Kingdom.
Sacrifices were made to gain
favour with divinities, placate
their anger or to express gratitude
for good fortune. During these
ceremonies, the flesh of animals
– sheep and cattle, mostly – was
burned and their blood collected
in special basins such as this
finely chiselled example from the
Late Era. Rolled-up parchments,
a great many of which have been
recovered, would have been
inserted into the two holes at
the central figure’s shoulders,
bearing written requests to the
gods and listing the possessions
and rituals that constituted
the sacrifice. Sanctuaries were
open to the faithful day and
night, and the largest of them
would have housed dozens of
altars. Dedicated hostels nearby
provided accommodation for
pilgrims who had travelled long
distances.
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Kingdom’s administration would
be built for a long time to come.
She bore no children and, on her
death, her only surviving relative
– a first cousin who, it is said, was
also her lover – succeeded her to
the throne.

/ROOM 05

was introduced to dress horses
in heavy chainmail, only the very
strongest animals became suitable
for use in battle. Prohibitively
expensive as a result, a number
of noblemen were forced to
mortgage their lands to cover the
cost of their mounts. The ordinary
population served as infantrymen
and were armed with shields and
spears loaned to them by the
lord under whose command they
served.

from felted wool embellished with
silver thread, which gave them
a rigidity not dissimilar to the
armour worn by knights. During
the banquets, meat dishes of wild
boar and venison were the staple,
while mead – a liquor considered
to be of divine origin, made by
fermenting honey in water –
flowed freely. All the while, poets
recounted the tales of derring-do
of lords and kings.

of a cross. The opulence and
abundance of these finds suggests
that the couple enjoyed high
social status.

p.80

WARRIOR QUEEN
– 1,500 before today
(b.t.)

For long periods of time, the
reigns of power in the Northern
Kingdom were held by women – a
fact that makes this civilisation
more or less unique. This artefact
depicts the Warrior Queen,
a legendary figure who was
responsible for unifying all of
the different Northern tribes
into a single nation. According
to popular tradition, she was
born in a small village that was
attacked by a gang of thieves.
They set the village on fire and
killed her parents, brothers and
sisters. Adopted by a mercenary,
she grew up in military camps
where she immediately excelled
in the arts of war. As a result of
her extraordinary abilities and
courage on the battlefield, she
was made a commander and soon
after proclaimed herself Queen,
conquering the region’s many
tribes. During her reign, which
lasted more than 30 years, she
ran the new state skilfully and
with intelligence, introducing a
whole series of laws that provided
the framework upon which the

p.85

FUNERARY ARTICLE
– 1,000 b.t.

p.82

ICON
– 1,100 b.t.

p.81

CAPTAIN
– 1,400 / 1,300 b.t.

If sovereignty was passed down
by heredity, military command
was acquired through valour
– albeit on the condition that
you were already of noble rank.
The structure of the army was
strictly hierarchical, with various
captains all reporting to a single
supreme commander. The cavalry
was formed entirely of members
of the aristocratic classes: each
horseman owned his own horse
and armour, and their breastplates
were engraved with their clan’s
personal emblem. When a custom

Devotional objects underwent a
significant change after pagan
beliefs were abandoned in favour
of the religion imported from the
south. This artefact is a perfect
expression of this transitional
period as the halo around the
figure’s head would not previously
have been recognised as an
element of religious iconography.
This icon was found hidden in a
niche in a monastery, where it was
believed to have been concealed to
protect it from raids by barbarians
from across the Frozen Sea. It had
been dismantled into four pieces
(the marble base is from a later
period). Intriguingly, a metal
crucible was also found in the
same niche, which had been used
to weld together small objects
symbolic of both the old and new
religions – tangible evidence of
the syncretism that prevailed in
the Northern Kingdom for at least
two centuries.

p.83

GENERATIVE MOTHER
– 1,900 / 1,800 b.t.

A mythological being of utmost
importance, this figure bearing
the classical attributes of
fecundity represents one of a triad
of goddesses responsible for the
destiny of man. All of the Northern
Kingdom’s peoples issued from
her union with the supreme
male divinity. Commemorated
in countless inscriptions, she
was associated with springtime
and fertility and was enormously
popular across all of the northern
territories, invoked to oversee
the sowing of seeds and to secure
material riches. This archaic
artefact was discovered relatively
well preserved, buried in the
mineral deposits lining the bed
of the Cold River. The practice of
submerging images of the divine
in lakes and rivers was associated
with the popular belief that water
itself possessed regenerating
properties.

p.84

LADY-IN-WAITING
– 1,000 / 900 b.t.

On feast days, highborn women
would parade impressive rods
bearing their household emblem.
To protect them from the harsh
climate, their garments were made

This find comes from a burial
mound erected on the probable
site of an even more ancient
settlement established in Ancient
Times. Located at the end of a 30
metre-long corridor, the funerary
chamber’s walls were completely
lined with chiselled stone blocks.
The skeletons of a man and a
woman were found laid out in
the middle of the room, with the
charred remains of four horses
and their harnesses beside them.
Further grave goods consisted
of a finely engraved shield, a
double-edged sword, a drinking
horn with a silver-lined rim, solid
gold crockery and a host of other
metal artefacts. In one corner of
the main room, a large bronze
basin was found raised on two
planks of wood (analysis of the
residue on the inside of the bowl
reveals that it once contained
wine) and terracotta bowls
containing the bones of deer and
pigs. The semi-figurative object
presented here consists of a skull
carved from whalebone and a
breastplate covered in precious
stones that trace the outline

p.85

UPSTART PRINCE
– 1,100 b.t.

This 47.5cm-tall object was a
key element in a game called
Grand Tournament, which was
all the rage among the nobility
of the Northern Kingdom. The
game was played on a large grid
made from differently coloured
marble slabs set into the floor.
Opposing players would sit on
high-backed wooden chairs and
use long, lightweight poles to
indicate where they wanted their
pieces to be moved. Two helpers,
one for each player, would move
the pieces either by lifting or
dragging them across the grid.

The ‘Upstart Prince’ was one of
the most important pieces in
the game, and originated from a
character in a popular fairy tale.
Interestingly, the pieces that each
player was given were not the
same and so the ‘weapons’ they
had at their disposal were also
different, making the nature of
the competition very different to
what we are used to in today’s
board games. Matches could last
for days on end and attracted a
great many spectators who would
make wagers on the likely winner.
At regular intervals, servants
would distribute abundant
libations, and spectators could
expect musical interludes and
hired acrobats to entertain them
with their skills.
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initially a privilege of the few, and
ensured the accumulation of great
wealth. However, before long in
a society whose very foundations
were built on trade, the profession
inevitably opened itself up to many
more people in order to facilitate
the expansion of mercantile
activities. The Accountant of Court
was the only accountant eligible
to collect taxes on behalf of the
king, making him a particularly
important and powerful figure.

scarce and precious resource – so
much so that water engineering
was held in the highest esteem
among desert populations, who
strove for ever greater levels of
efficiency and ingenuity. The
planning, design and maintenance
of irrigation systems and wells for
drinking water were entrusted to
experts who learned their craft
over many years of apprenticeship
and reported directly to the
regional governor.

draws strength and wisdom – is
crystallised in a moment of perfect
balance thanks to the masterful
expression of the craftsman who
created this precious object.
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destroyed) discovered in the ruins
of a palace in the Bay of Cedars.
This region, a crossroads between
land and sea routes, was a thriving
centre of trade. The object owes
its name to the fifteen parchment
scrolls preserved within, which
are among the oldest specimens
of alphabetic writing ever found.
The texts feature a detailed list of
products (foods, spices, fabrics,
carpets, ivory objects, small glass
vases, etc.) for trade via sea and
caravan routes.

The patterns that decorate the
merchant’s clothing are similar
to those found on ornamental
carpets and textiles woven on
narrow-strip looms by Bedouin
tribesmen.

p.90

MAN FROM THE EASTERN
PLATEAUS
– 2,200 before today
(b.t.)

p.94

DANCER
– 2,400 b.t.

It is not known exactly who the
man depicted in this sculpture
may have been. Although this
artefact was discovered in the
Western Territories, the colour and
shape of the beard, as well as the
style of head covering, place his
origins a good deal further to the
east, in the arid Eastern Plateaus.
This anomaly should come as no
real surprise: the term ‘Desert
Dwellers’ refers to a vast melting
pot of different ethnic groups and
cultures. Suffused with a strong
cosmopolitan spirit, dozens of
different languages would have
been heard in the squares and
alleys of desert towns, which
teemed with shops, studios and
merchants.

p.93

ROYAL ASCENSION
– 2,700 / 2,600 b.t.

p.91

p.92

ACCOUNTANT OF COURT
– 2,300 / 2,200 b.t.

WATER MASTER
– 2,800 b.t.

The profession of accountant was

In such arid lands, water was a

This gilded bronze and ivory
statue was most likely unearthed
during unauthorised excavations
(it has been the subject of a long
legal dispute since its appearance
on the antiquities market 20 years
ago). The iconography reflects a
deep-seated tradition whereby
the monarch was thought to
be glorified as he rose up in the
presence of the gods. The figure
appears to hover above a votive
altar, with his voluminous robe
seeming to swell over a rising air
current. The upward movement
signalling his communion with
the divine – from which the king

The peoples of the desert had
a profound love of dance, song
and poetry. Dance and music, in
particular, were considered the
highest forms of the arts and,
as such, underwent significant
advances. This sculpture features
the typical wide-pleated skirt
worn during festivities, when
dancers would spin skilfully to
create spectacular, stirring forms.
This artefact originally decorated
a niche located at one side of a
small temple dedicated to the
arts. The pond beside the building
is still populated by carp that the
locals hold to be sacred: nobody
has dared eat them for the past
thousand years.

p.94

JAR OF SCROLLS
– 2,600 b.t.

This remarkable lid once covered
a terracotta amphora (since

wardrobe. This put them in close
proximity to power and, in time,
some eunuchs achieved prominent
positions in government, in the
military and the civil service.
Another equally common custom
was for younger eunuchs to be
kept in palace apartments set
aside for the master’s daughters,
where they would often become
their confidants and playmates.
Considering their duties and
proximity to aristocracy, the
opulence of their clothes comes as
no surprise – this representation
of a young eunuch, made from
metal and glass, reflects the
precious fabrics and bright colours
they would typically have worn.

pp.98–9

SMALL DECORATED
FIGURE I & II
– 2,500 / 2,400 b.t.

p.95

MERCHANT
– 2,400 b.t.

The bust and head of this small
sculpture – which is only 17cm
high – are made from cast glass
(pâte de verre), a technique in
which the desert peoples excelled.
An opaque, vitreous glass paste
was made by melting silica, a
chemical element extracted
from the local sand, at very high
temperatures, before mixing it
with gum arabic harvested from
acacia trees. The desired shape
would have to be moulded before
the paste cooled, which required
great speed and skill of execution
on the part of the craftsman.

p.96

YOUNG EUNUCH
– 2,000 b.t.

Eunuchs were originally taken on
as servants in the courts of the
East, but the custom of castrating
boys before they reached puberty
soon spread rapidly across all
lands inhabited by the Desert
Dwellers. Eunuchs often enjoyed
the privilege of sleeping in
the room next to the prince’s
bedchamber and attending to his

It is still not known exactly what
these small figurative sculptures
represent. 99 of them were
discovered under the paved floor
of a secret chamber unearthed
near the large Blue Oasis. They
depict male figures only, and
each of them was placed inside
a small wooden box lined with
ivory plates carved with intricate
geometric patterns. The style
of clothing in each sculpture is
unusual and many of the figures’
faces are completely decorated
with paint. Though lacking
documentary proof, some scholars
have speculated that they may
represent followers of an esoteric
sect. The mystery is deepened
further by the existence of nine
identical marble boats, which

were arranged in a semicircle
around the entrance to the
corridor leading to the secret
chamber. Each of these is exactly
nine metres long by three metres
wide, with a difference of barely
two millimetres between the
largest and the smallest. Over the
centuries they were completely
buried by sand, but now that
excavations have ceased and the
site is open to the public, the sight
of these gleaming stone ships in
the middle of the desert evokes
surprise and awe in all who see
them.
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p.104

TOTEM
– 250 before today
(b.t.)

‘Ynuk, the strongest warrior in
the tribe, tensed his bow and
let fly his arrow. But the black
crow was merely wounded, and
with a high-pitched cry rose up
in flight. His wings spread across
the sky, blocking the light of
the sun.’ Thus begins the myth
that describes the origin of the
interminable polar night, one of
the finest stories in an extremely
rich culture deeply tied to nature.
Images straddling the human
and the animal often inspired
the artefacts of the Peoples of
the Ice, a population forced to
survive in one of the planet’s least
hospitable environments. This find
is a rather early totem. Depicting
a human head with bison’s horns,
it was affixed over the entrance
to the chief’s hut, to whom it fell
to preserve and disseminate the
myths of the entire tribe.

p.105

MATRIMONIAL COMB
– 200 / 150 b.t.

Fashioned by artist-craftsmen

who ‘saw’ this image in a dream,
objects of this type were given to
brides immediately after wedding
rites had been performed. As
they were inspired by dreams,
individual examples could vary a
great deal and their colours were
imbued with symbolic meaning.
Red was associated with the vital
strength of blood and was thought
to bode well for a woman’s
fertility. This matrimonial ‘comb’
embodies a spirit called upon
to protect the young couple. Its
function was wholly symbolic:
such is its size (this example is 41.5
cm tall) that it was of no practical
use whatsoever.

shamans were permitted to touch
them. When a shaman reached
old age and felt it was time to
hand over their role to a successor,
they also passed on all of their
paraphernalia for magic and
ceremonial rites. However, if a
shaman died before appointing
their successor, the mask –
considered too powerful to be left
unattended – was temporarily
carried far from the village
and laid close to the deceased
shaman’s ashes. Until then,
nobody would dare approach the
grave.

moments in individuals’ lives –
for example, the special feasts
held each spring for adolescents
who had reached puberty, during
which they were given the names
they would use for the rest of
their adult lives.

chiefs, these ‘medicine men’ were
responsible for negotiating with
the Otherworld to protect the
community at large. They would
often slip into a trance-like state
to contact the spirits and their
dreams were considered of great
significance.

cultures – undoubtedly reflect the
tenderness that was felt towards
the youngest members of Ice
societies. This object was acquired
by a naturalist during a research
trip undertaken in 158 b.t.

hair of scalped enemies – to adorn
warriors’ shields. As with other
decorations, they were thought to
be imbued with magical powers
that would help to protect the
owner.
p.112

ELK MAN
– 220 / 200 b.t.

Human-animal hybrid forms were
common among the Peoples of
the Ice. The eyes in this sculpture
are made from whalebone and
its wooden body is completely
hollow. Each of the six wooden
spheres contains a small amulet.

p.108

CLAN SYMBOL
– 130 / 100 b.t.

p.107

CEREMONIAL CLUB
– 150 b.t.

p.106

DEATH MASK
– 250 / 200 b.t.

Death masks were used during
cremation ceremonies and only

During ritual dances, dancers
from the same clan would pass
these special clubs between one
another. The majority of the
musical instruments played were
percussive and many participants
would fall into a trance-like
state during the ceremonies.
Dances were held to mark
important moments both in the
life of an entire village (such as
commemorations of war) and
the most significant transitional

Objects such as these were
used as clan symbols. Clan
membership was passed down
along the matrilineal line. These
symbols were placed on an animal
pelt that would have adorned
the centre of the space where
ceremonies were held to welcome
the clan’s youngest members.
These rituals took place in secret
and their existence could not be
shared outside the clan.
p.109

SHAMANIC MASK
– 250 b.t.

Shamans would tie objects like
these to the top of their heads
during healing rites, ensuring
that the mask’s gaze remained
trained on the skies at all times.
These articles represented
spirits called up by the healer
(who could be of either gender)
to ward off evil supernatural
forces. As counterparts to tribal

p.111

CEREMONIAL SHIELD
– 150 b.t.

p.110

LITTLE MAN
– 200 / 180 b.t.

The Peoples of the Ice referred to
their children as either ‘little men’
or ‘little women’, depending on
their gender. Very few civilisations
throughout history have paid
such close attention and taken
such tender care of their little
ones as the Peoples of the Ice.
This is probably in part due to the
particularly challenging climate in
which these peoples lived, where
it was extremely difficult even
for adults to survive. Artefacts
exclusively representing children
– themselves rare among tribal

Ceremonial shields were usually
made from plant fibres and
wooden panels. In this they
differed from war shields, which
were made from specially treated
leather and were, therefore, far
more resilient. Shields made by
tribes who lived along the coast
often featured depictions of fish,
seals and other sea creatures, as
most of their sustenance came
from the ocean. Sea lions were a
particularly prized prey, hunted
from land by luring them up
through holes drilled into the
ice cap, or on the open seas
from canoes. If hunted at sea,
the animal would be harpooned
before being finished off by a blow
to the head from a heavy club. The
carcass would be lashed to the side
of the boat and transported back
to land. It was common practice
for animal pelts – and, indeed, the

p.113

SLAVE KILLER
– 180 b.t.

This lethal weapon – a type of
serrated sword – was used by the
woodland tribes who lived in the
Southern Territories. Over the
years, it became known as the
‘Slave Killer’, even though the
actual killing of slaves was rarely
practised. Slavery itself, however,

was widespread due to the
frequent capturing of enemies
during raids on other tribes.
Originally, a wooden handle
would have been attached to the
top of the head that decorates
one end of the weapon, but
this has since been lost. It is
interesting to note that the
facial features on this artefact
resemble those of the peoples
of the Golden Kingdom. An
increasing number of scholars
now believe that, following the
mass migration which took place
from north to south during
Ancient Times – an event from
which the peoples of the Golden
Kingdom trace their roots – a
reverse movement of large
numbers of people took place
around 1,000 b.t. This would
explain why certain artefacts
and craft techniques, hitherto
unknown, suddenly appeared
among the Peoples of the Ice.
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p.118

p.121

UNIDENTIFIED FIGURE
– 1,500 / 1,000
before today (b.t.)

GOLDEN JEWEL
– 2,200 / 2,000 b.t.

This artefact bears a striking
resemblance to the mysterious
relief figures that decorated
the walls of the Temple of the
Jaguar on the Empire’s northern
borders. In addition to beings
with giant eyes, these depictions
also include strange architectural
structures. Some commentators
have suggested that these might
be depictions of aliens and their
spacecraft, though of course no
tangible evidence exists to back
up this hypothesis. That said, no
other artefacts like these have
ever been found. The most likely
theory, however, is that this
object was created as a golden
doll for the children of a highranking family.

p.119

FULL MOON
– 1,200 b.t.

On the night of the full moon,
the Sun’s sister completes her full
arc around the face of the Earth
Goddess.

p.120

MOTHER OF CHILDBIRTH
– 1,800 / 1,500 b.t.
This sculpture represents a
midwife, who was commonly
known as the ‘mother of
childbirth’. She would care for
the pregnant woman and, after
the birth, cut the umbilical cord
using a ritual knife made of
obsidian. She would then wash
the newborn baby and ask for
the gods’ protection. Only at this
point would other local children
and adults be allowed to enter
the home for a feast during which
a first horoscope was cast for the
child. Interpreting what would
happen in the future was an
extremely complex practice that
drew on different branches of
knowledge and learning. After the
entire ritual had been completed,
the child was finally given a name.

The head depicted in this jewel was
cast using the lost-wax technique.
Afterwards, the metal was plunged
into a bath of alum and rubbed
with special yellow earth to give
it its particular sheen. The Golden
Empire owes its very name to the
abundance of this precious metal
and to the extraordinary skill of its
goldsmiths. Apprentice goldsmiths
were trained at special workshops,
and a very high value was placed
on the teaching they received – so
much so that inattentive or lazy
students could expect to receive
serious corporal punishment.

the community’s beliefs and
practices. They were also tasked
with overseeing human sacrifices
– which often included children
– because, it was believed, the
balance of the cosmos depended
upon such bloodthirsty rituals.

necessary to grow this cereal, and
the engraving on the lower part of
the vessel depicts rain, using forms
drawn from ancient symbolism.
Similar marks feature in graffiti
that dates back to Ancient Times,
and they persist as a motif in
tribal rugs that are still produced
in some regions to this day – their
original meaning, however, has
become obscured over time. The
red ochre-coloured garment
that the figure appears to wear
is most likely a forerunner of the
poncho, an item of clothing that is
still worn by rural populations in
mountainous areas.

p.125

The shaman played a key role in
Golden Empire society. Shamans
used a variety of techniques
to achieve a connection with
the Otherworld, from dance to
ingesting psychotropic substances.
It was not the shaman’s body that
journeyed to the ‘other side’ but
his alter ego, which in most cases
took the form of an animal. In
this representation, the shaman’s
strange headgear signals that he
is about to transform into some
kind of bird or flying insect. His
solid gold garments are refined
and elegant. His wings, however,
are made of simple animal bone,
signifying his transition to another
dimension.

PRIEST
– 600 / 500 b.t.

p.123

ANTHROPOMORPHIC
VESSEL
– 700 / 500 b.t.

This terracotta vessel was
used to hold corn, the Golden
Empire’s staple food. Its refined
marble lid indicates that the
item was used for ceremonial
rather than everyday purposes.
An abundance of water was

p.124

CEREMONIAL DRESS I & II
– 500 b.t.

The Golden Empire’s calendar
featured many feast days. On
these special occasions, the
well-to-do wore sumptuous robes
and outlandish hairstyles. The
artefacts presented here display two
particularly dazzling examples.

p.126

JAGUAR GOD
– 1,200 b.t.

The face on this pendant is made
from amber, a material that
was thought to have magical
properties. The jaguar’s body – here
in anthropomorphic form – has
spotted white fur, identifying it
as an extremely rare rainforest-

face. A complex ornament made
of feathers divided into three
semicircles lies behind his head
– a reference to his conception
from a bird’s feather. While at
first glance the sculpture may
convey a sense of peace, this calm
belies its historic connotations.
The Sun required human sacrifices
to power his perpetual cycle –
thousands upon thousands of
them: ancient inscriptions reveal
that in just one year as many
as 25,000 prisoners of war were
slaughtered at his altar.

p.129

SHAMAN
– 700 / 600 b.t.

p.122

In a civilisation where religion
was so pervasive and allencompassing, priests inevitably
enjoyed an especially high status.
The priest portrayed here sports
a particularly finely crafted jewel
of pure gold on his head, in the
form of an anthropomorphic bat:
the bat was a totemic animal that
symbolised ‘initiatory death’.
Meanwhile, the two circular forms
placed at the statue’s ears recall
the sun. Priests were the prime
custodians of knowledge and
were responsible for educating
the young elite, interpreting signs
to establish dates for sowing and
the harvest, and for maintaining

dwelling species that has been
extinct for more than three
centuries. This object was found
around the neck of a corpse
wrapped in a funerary bundle.

VASE OF HEARTS
– 1,000 / 800 b.t.

p.128

SOLAR DEITY
– 1,000 / 800 b.t.

This statue features a multitude of
symbolic elements. It represents
the Sun God: a deity who dies,
is reborn and triumphs over the
powers of the night every single
day. Legend told that when the
sun was swallowed up by darkness,
the moon emanated from his
belly button (the only part of
the sculpture made of marble);
the moon was his sister, with
whom he fought to avert the end
of all existence. The battle was
fierce and, during the struggle,
the Warrior God also had to slay
the stars – his blood brothers –
portrayed here around the rays
that surround the Sun God’s

Ritual cannibalism and human
sacrifice were particularly
common in the Golden Empire.
This vase, whose base echoes the
stepped structure of a temple, was
used to store the dried hearts of
20 people. An image on the wall
of the secret chamber where it was
found depicts a woman offering
the Feathered Serpent a drink,
most likely the blood of sacrificial
victims. Just beneath the image is
the inscription: ‘To the valorous
enemy commander, who was
flayed and his skin used to make
a drum’.
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one hand, war masks were used
during ritual combat between
clan warriors. In their other
hand, adversaries would brandish
decorated wooden clubs. Some
traditional features are missing
from this example, such as the
shells that would normally
ornament a mask’s edges, and the
pigment often applied around the
eyes. Yet the artist’s great skill
in paring back this object to its
essentials lends it an undeniable
force.

example is this statue, which
represents the ‘Mother of Us All’,
a key figure in cosmogonic myths.
Traditionally placed alongside
other anthropomorphic forms
embodying ancestral spirits, this
statue once decorated the façade
of the clan’s Ritual House, a large
hut with an uncommonly steeppitched roof.

WAR MASK
– 180 / 150 b.t.

Held in front of the face with

of clan members – the number
with which they were adorned
increased with rank.

pp.140–1

FOOD PROTECTOR
– 150 b.t.

substantial weight of the object,
a great deal of skill would have
been required to move with it
effectively. The iron brackets that
run along the top of the lower
cylinder were added as part of an
early restoration attempt.

This object comes from an ethnic
group that still lives on the small
Isle of Volcanoes. For centuries the
clan’s food supplies were stored
in circular huts raised above the
ground on wooden stilts. These
supplies were distributed freely
on feast days and in cases of need.
Half-man and half-bird, this
statue embodies the spirit that
was believed to protect the stores
from insects and animals.

DREAM MASK
– 150 / 120 b.t.

CANNIBALISTIC MANTIS
– 200 before today (b.t.)

p.135

with small fragments of bone, it
can either be shaken in time to a
rhythm – in which case it sounds
similar to a rattle or maraca – or
struck sideways with the palm of
the hand.

p.137

p.134

Thousands of islands scattered
over a vast swathe of the Great
Ocean were, for centuries, home
to the people of the Island
Clans. This fragmented habitat
spawned a wide variety of
social structures and an equally
diverse universe of cultures and
styles. This artefact hails from
a volcanic archipelago situated
to the north of the Hot Island,
whose inhabitants long sought
to avoid contact with the outside
world. The object represents a
cross between a woman and a
mantis, the clan’s totemic animal
and the goddess invoked during
acts of cannibalism (the female
mantis famously devours the male
immediately after mating). Eating
the flesh of enemies was thought
to destroy their spirits, and whole
villages would participate in these
frenzied events.

containers for fruit, and many
other wares were fashioned from
woven reeds. Executed with great
craftsmanship, these items were
often decorated with symbolic
paintings.

This mask represents the spirit of
dreams. Dreaming was of great
importance to the Island Clans
and was considered an essential
part of maintaining equilibrium
between mankind and nature.
p.139

GUARDIAN OF SOULS
– 280 / 250 b.t.

p.136

THE MOTHER OF US ALL
– 300 / 250 b.t.

Some of the most creative
examples of Island Clans art were
made by the people who lived in
the Central Archipelago. Their
statuary and masks, techniques
for decorating bodies, tattoos,
music and dance were all designed
to reflect the profound spiritual
link between the people and
the environment in which they
lived. This understanding gave
rise to a highly original lexicon
of forms, which included images
that border on abstraction. One

p.137

BETEL BOWL
– 300 / 250 b.t.

This highly original, graphic bowl,
whose features are styled so as
to resemble a face, also comes
from the clan of the Central
Archipelago. Betel nuts, to which
the indigenous people attributed
a great many positive effects,
would be stored inside the bowl’s
‘mouth’. Wood was not the only
material the clan used to make
everyday objects: baskets, trays,

p.138

MUSICAL INSTRUMENT
– 250 b.t.

This magnificent percussion
instrument was hollowed out
from a single piece of wood (the
base on which it stands was
added at a later date). Filled

This sculpture stood in
the centre of a clan’s Spirit
House, the hut in which the
village performed its most
important rites. The lintel over
the building’s entrance – which
was never located at the centre
of its façade – was decorated
with symbolic carvings in bas
relief: crossing this threshold,
one left the profane world and
entered a sacred realm. Ancestors’
skulls were arranged around the
Guardian of Souls. The practice of
decorating skulls with engravings
was reserved for only the most
celebrated chiefs and constituted
a supreme act of homage: their
spirit had been chosen to watch
over the clan. This was also
where the important business of
applying tattoos took place, an
activity closely tied to the status

p.142

WOODEN SCEPTRE
– 180 b.t.

p.142

WEDDING HEADGEAR
– 180/ 150 b.t.

This heavy, elaborate headgear
was worn during wedding
rites, which included a highly
formalised set of dances. The
object’s sculptural upper section
rests on a hollow wooden cylinder,
which would have been tied to the
dancer’s head and shoulders using
leather straps. Considering the

Artefacts of this type were symbols
of authority and command. In a
clan society based on strict social
stratification – much like the one
that lived on the coral atoll where
this item was found – power and
status were hereditary, with the
chief and his family members
drawing legitimacy from their
supposed divine origin. This
resulted in a highly defined class
system wherein works of art were
often imbued with a symbolism
that naturalised social difference.

p.143

WATER SPIRIT
– 250 / 200 b.t.

This characterful effigy was used
at supplicatory ceremonies for the
spirits of the wind and sea.
Its head, redolent of the shape
of the canoes used in the
archipelago where it was found,
sits atop a paddle-shaped body.
These boats were over fifteen
metres long with space for rowers
to sit along both sides. This
artefact belonged to the clan
chief, who would stand at the
centre of the largest canoe and
call out ritual chants to provide
the rowers with a rhythm. Over
his shoulders he would have worn
a multicoloured cloak of feathers
made by the tribe’s womenfolk,
who achieved an extraordinary
level of skill in making ceremonial
garments out of birds’ feathers.
Sadly, owing to their fragile
nature, none of these garments
have survived. However, sketches
made by explorers who landed on
the archipelago in the early 200s
b.t. testify to their intricacy and
beauty.
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animals often represented on
temple walls – denote inner light
and purity. Engraved on the inside
of the sculpture are the mantras
that students would have chanted
while their guru was absorbed in
meditation.

p.148

p.151

GOVERNOR
– 1,850 before today
(b.t.)

Following the unification of the
Central Realm’s vast territories,
the newly formed state was
divided up into eight large
regions, each of which was
ruled over and administrated
by a Governor. The position of
Governor carried with it great
prestige and candidates were
selected from officials closest to
the Emperor. It was the Governor’s
duty to collect taxes, oversee the
civil and criminal justice systems,
build major infrastructure
(fortifications, dams, roads,
etc.) and, above all, to manage
the regional army, which was
under the command of a general
appointed by the Emperor. Placing
two subjects of absolute loyalty
in command of local militias
guaranteed greater central control
over the empire’s provinces.

p.149

ASCETIC
– 1,300 / 1,250 b.t.

Beneath a flowing garment,
we can distinguish the typical
cross-legged pose of an ascetic,
his torso erect as he sits in silent,
motionless contemplation. The
two flanking swans – magical

held sway over life in the Central
Territories. Necromancers
who specialised in the occult
usually lived in purpose-built
sanctuaries, where they would
receive people of every social
rank. Each royal palace had its
own court magician who was
responsible for carrying out
exorcisms to ward off the ‘evil
eye’ and evil spirits – and, above
all, to interpret premonitory
signs.

DANCER
– 900 b.t.

‘Absolute silence fell when the
goddess ceased dancing. And
all creation lay in wait.’ This
passage comes from the Book of
Revelations, which tells of how the
primordial elements were set free
during the origin of the universe.
The importance of dance in
Eastern culture is evident from the
countless related artefacts that
portray it as an ancient art form.
One text, written around 2,500
b.t., codifies 120 different gestures
and positions associated with
specific attitudes and emotions.

p.150

WATER MONK
– 1,500 b.t.

This sculpture was originally
situated over a large hollowed-out
basin carved into a rock face.
Made of gilded bronze and set
just inside the entrance to the
Sanctuary of the Mount, one of the
largest rock-hewn religious sites
from the period 1,500/1,000 b.t., it
was a popular object of veneration
for pilgrims. Sacred water would
have poured from the spout at the
figure’s chest, and drinking from
it for seven consecutive days was
thought to cure sicknesses and
ailments.

p.152

COURT MAGICIAN
– 2,800 b.t.

For centuries esoteric practices

p.153

SHOUTING WARRIOR
– 650 b.t.

During battle, 111 musicians would
have been arranged behind the
archers’ line. Equipped with drums
and wind instruments similar to
trumpets, their task was to raise
the greatest possible clamour to
amplify the sound of conflict. This
tactic fortified friendly troops
while striking fear into the hearts
of the enemy – the din of battle
could be heard for miles around.
The image of the shouting warrior
became a popular motif and was
copied for many centuries. The
example depicted here shows a
member of the Imperial Guard, a
unit exclusively made up of the
very finest soldiers.

pastures – were not favourable to
artistic production, which as far as
we can tell was limited to jewellery
making.

mother after his father’s untimely
death so that he could dedicate
himself entirely to his studies.
He wrote the verse tract Book of
the Earth and the Sky, the great
summation of the knowledge of
the age, which left an indelible
mark on ancient Eastern culture.
According to legend, when the
Prince was cremated on his funeral
pyre, thousands of birds rose up in
flight, singing.
pp.158–9

PALACE GUARD I & II
– 1,400 & 750 b.t.

Across great swathes of the
Eastern Lands, warriors who had
proved themselves in battle were
employed to protect their rulers
and princes. Do not be deceived
by the ample proportions of the
figures shown here: Palace Guards
would have been surprisingly agile
in close combat.
pp.156–7

PENDANT & CLASP
– 1,300/1,200 b.t

p.153

LORD OF CHAOS
– 3,100 / 3,000 b.t.

This terrifying, unpredictable
figure represents the god of
war, sacrificial blood and strife.
Primordial chaos is embodied here
as an amalgam of images from
the worlds of man and beast: a
squat and sturdy body, animal
paws in place of feet, a headgear
decorated with peacock feathers,
rings for arms and, most striking,
a face contorted into an endless
roar. Statues of this type were
generally small in size and kept
at the heart of a temple, in a
chamber to which only initiates
had access. Only in this locked
chamber was it permissible to
utter the divinity’s name.

Two fine examples of Eastern
jewellery: the first is a stone and
ivory clasp from Large Island,
the second a pendant from the
coastal regions of the Central
Territories.
p.154

RIDER OF THE STEPPES
– 850 / 800 b.t.

The northernmost steppes were
predominantly populated by
nomadic groups. Skilled horse
riders, members of these groups
lived in bivouacs consisting of
wooden supports covered in
woollen felt. Animal skins were
stitched together to make heavy
fur coats to protect them from
the harsh climate. Their continual
migrations – on account of
their constant need to find fresh

p.160

WISE PRINCE
– 3,200 b.t.

This is a rare depiction of the Wise
Prince, an extraordinary figure of
Eastern philosophy, astronomy,
music, scholarship and poetry. An
only child, at the age of fourteen
he renounced the throne to his

p.161

FERRYWOMAN OF
DREAMS
– 1,300 b.t.

This, the final artefact in The New
Museum, shows the goddess of
imagination and dreams. Here
represented as a slender ivory
figure standing on top of an
upturned canoe, she was also
associated with fantasy and
invention – a companion on the
journey between the realms of
the real and the imaginary. This
goddess has been worshipped in
one form or another by all of the
major civilisations of the past – and
by the thousands upon thousands
of craftsmen and craftswomen
who over the centuries have
created objects, some of them
extraordinary, and all of them the
fruit of manifold creativity.
IT IS TO ALL OF THESE MEN AND
WOMEN THAT THIS IMAGINARY
MUSEUM IS DEDICATED.
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THE NEW MUSEUM

ARTIST'S A–Z
MARCO BARINA

Aim
To create an imaginary Museum of Mankind, reawakening
the spirits of sovereigns and warriors, gods and ancestors,
sorcerers and shamans, princes, princesses, courtesans
and ordinary people, all of whom might have lived
hundreds or even thousands of years ago.

sight of a prehistoric Venus or a Cycladic figurine, a Dogon
sculpture, a Fang mask, a Moche ceramic or a Chola dynasty
bronze. Emotion also raises one of the central questions
in this imaginary museum: namely, how can contact with
art from very different, far-off cultures and civilisations
prompt such profound feelings and responses in us all?

Belonging

Found objects

When looking at art from bygone civilisations, I have
often been struck by the sudden recognition of forms
that trigger echoes of ancestral memories and emotions.
These archetypal images can be powerful and surprising.
Are they evidence of what scientists refer to as our ‘basic
emotions’? The New Museum is a journey into this archive
of human memory.

Civilisation
‘The total culture and way of life of a particular people,
nation, region, or period.’— Collins English Dictionary

Direction
Since the dawn of time, representations of the human
figure have been a powerful conduit for confronting life
and death, power, sexuality, religion, spirituality and our
innermost fears. This impulse, central to so many cultures
from prehistory to today, is the direction I decided to
follow on my journey into the history of art.

Emotion
What many people experience as they wander through
the halls of the Metropolitan or British Museum, catching

Objects recovered from everyday life are already steeped in
their own history, which they disclose in a unique patina,
a dent or a missing piece. These objects are in some sense
imbued with the life story of the people who previously
owned and used them. We could say that they ‘embody
time’, and this is a property that is transferred into the
sculptures they are then used to make, giving them a
special kind of credibility.

Gathering
It took more than three years to create the 111 sculptures
that constitute The New Museum. During this time, Rome’s
second-hand market at Porta Portese became my happy
hunting ground for the objects that I would use to create
the sculptures. Two criteria informed my purchases: 1)
the evocative shape of the chosen items (their potential
to become a head, a limb, a torso or clothing); and 2) the
patina that time had bestowed on them.

Handmade
It has always intrigued me that, with very few exceptions,
the objects I repurposed to portray human figures were
themselves all crafted by human hand.
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Images
Some objects are so commonplace that we generally pay
them little or no attention. But if you look at them as
images in their own right, it is often possible to discern in
them an extraordinary and powerful beauty.

Joining
Assembling two objects, for example two metal vessels
made for some practical use, can lead to very different
associations and images than one might expect from the
original constituent parts. While creating the characters
that populate this imaginary museum, I made another
fascinating discovery: joining together found objects is
a process that, through the mysteries of assonance, can
lead to the rediscovery of truly ancestral forms – a sort of
strange alchemy that is renewed when the raw materials
are re-assembled into sculptures.

Knights, knaves & knives
Two more surprising discoveries: a) the enormous variety
of characters you can create simply by placing together
the most basic objects; b) the precious appearance that
these sculptures can have, even when made from just an
old bowl and some cutlery.

Likenesses
While the peoples that fill the glass cases of The New
Museum are the product of an imaginary distortion, my
sculptures were, of course, informed by real civilisations
that are readily identifiable.
It is almost as if we have shifted into a space-time

dimension that is very similar to, yet somehow different,
from our own. Worlds rediscovered and reinvented –
imaginary worlds that are, at the same time, extremely
plausible.

Museums

Extraordinary places so often home to astonishing
artefacts. I have always wondered why the futurists
wanted to burn them down.

Naming
The ‘imaginary captions’ that shed light on each room
of The New Museum are fragments of imagination
reassembled into shards of reality. They were written
simply as jumping-off points and suggestions – in an
imaginary museum everybody is invited to ‘rewrite’ these
captions for themselves.

Others
I was born in Rome to a family who originally came from
Venice, and the two cities have defined my frame of
reference and continue to act as beacons in my life.
Since my earliest years, I have lived among some of the
greatest masterpieces of Western art. This incredibly
fertile environment, so dense with echoes and references
to and from other cultures, prompted me to feel ever
more curious about the rest of the world – not in order to
compare or contrast my culture with others, but to attain
a sense of necessary completion.
Other peoples, other civilisations, other histories: other
possible worlds...
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Peoples
Strange as it may seem, when I began this project I had
not yet fully decided what peoples The New Museum
would contain. The possibilities seemed immense: 30,000
years of art history to choose from. I hardly knew where I
would end up. But as I began to work, ten different worlds
soon emerged in quick and spontaneous succession, with
each new sculpture I created finding its rightful place,
almost inevitably.

Questions
How is it possible that some images automatically attract
others? How is it that every single one of the characters
portrayed in The New Museum immediately found a
rightful place in its own ‘world’? From the very start of
the project, I knew that each civilisation had to have its
own identity. But what specific attributes and congenital
traits would the people of each individual world share?
How could a convincing cultural imprint emerge from
the juxtaposition of simple objects made by man for
completely different ends and purposes? These are just
some of the questions I set out to explore in this work.

Reassessing
This project also offered me a chance to revisit some
commonly held assumptions. For example, why not
look at the past in a different way, shirking the Western
view that tends to see cultural progress as a more or less
straightforward evolution from the beginnings of time
to the present day? Why not imagine something a little
more unstable, or perhaps even turn the whole situation

upside-down and look at the past as though it were our
avant-garde? From this perspective, the impression we
get of the art produced by the major civilisations that
preceded us takes on a very different appearance indeed.

Shaping
Most of the figurative sculptures presented here were
made entirely from found objects. But, on occasion, I had
to shape the forms used for their heads, working either in
bronze or in painted resin. In these cases, I intentionally
took inspiration from images of existing statues:
fragments of reality that, as with all of the objects used,
were then ‘contaminated’ with others during the assembly
process that brought the finished artefacts to life.

Time
‘Before today’ (b.t.): The convention I adopted to assign
dates to these sculptures. As ‘today’ is, by definition,
always the present, in this system it is the past that
appears to be continually shifting – a compelling idea
that allows us to reflect differently on the history of art.

Uncovering
The New Museum can also be seen as the result of a
peculiar archaeological dig, where the artist has worn
the twin hats of archaeologist and maker of unearthed
artefacts.

Voyage
The immense journey undertaken – from prehistoric times
to today. Or was it the other way around – from today all

the way back to prehistory?

World
The New Museum is finely balanced between reality and
fantasy, between historical reference and fiction. Even the
map (p.166) showing the geographical distribution of the
imaginary museum’s civilisations reflects a world that is
somehow warped – recognisable but not identical to the
one in which we live today.

Xing
The sculptures that populate The New Museum are, in
essence, hybrids – beings created by crossing different
types. It felt natural for me to use east Asian bronze
masks to create faces for characters from the Golden
Empire (pp.120, 124, 129), or to use the decorative frieze
from a Celtic jug and a mask from Roman theatre to
shape the heads of some of the inhabitants of the Great
Rivers (pp.35, 39), or even to use a Nepalese artefact for
the head of an African-inspired sculpture (p.49). Crossing
and mixing are dominant traits in this work. Or perhaps
it would be more accurate to talk of ‘cross-pollination’.

Yarning
When I started writing the ‘imaginary captions’, I
immediately found that the process flowed very fast: each
sculpture, it turned out, had something to say. In fact, I
felt that each inhabitant of these other possible worlds
could have told a great many different stories – could
have spun a great many yarns. The emotions I felt in front
of the sculptures, and my experience of them, persisted in

words as much as in images, without being dulled. Well, I
reasoned, that’s exactly what you would expect of peoples
from a museum born of the imagination.

Z
The last letter of the alphabet. From A–Z: in other words,
something complete, something that has run its course.
One Sunday morning I woke up very early.
I had not been to the Porta Portese market for a month,
and I wondered why. For practically four years, I had made
a weekly pilgrimage there, and I missed it. I missed the
friends I’d made – the people I jokingly referred to as my
‘found-object pushers’ – and I missed the atmosphere
of this great market, perhaps the most multi-ethnic
place in Rome. To go there is to plunge into a melting
pot of different cultures and to hear dozens of different
languages spoken in one place – a fertile ground that was
itself a stimulus for the entire project. So I went back and
spent half a day there, somewhat distracted, chatting
with the people I bumped into. And then I happened
across two stunning objects: a pair of items that I knew,
without doubt, I could turn into intriguing sculptures.
With the excitement of a child who has been presented
with an unexpected gift, I was just about to buy them
when – suddenly – I stopped.
And immediately I knew why. While it is certainly true
that an imaginary Museum of Mankind should remain
something open – something forever receptive and ever
responsive – even on the most intense and wondrous of
journeys there comes a time when you must realise that
you have reached the end.
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LIST OF WORKS

p.16 First Mother
Wood, metal and marble
52 × 28.3 × 28 cm

p.35 Metal Vase
Metal and resin
36 × 27 × 27 cm

p.53 Mask
Wood, metal and bone
79 × 24 × 14 cm

p.70 Ornamental Shield
Plastic and resin
42.5 × 40.5 × 17.7 cm

p.92 Water Master
Metal, bone and resin
22.2 × 15 × 6.8 cm

p.17 Enigmatic Figure
Metal, marble and
terracotta
35.5 × 20 × 20 cm

p.36 Amulet
Metal, glass and bone
9.7 x 7.6 x 2.6 cm

p.54 Metal Tile
Metal and bone
33.5 × 24.5 × 5.5 cm

p.93 Royal Ascension
Metal and resin
28 × 23.5 × 14.5 cm

p.38 Priest-King
Metal, shell and resin
52 × 35.5 × 35.5 cm

p.55 Dynastic Token
Metal and stone
48 × 20.5 × 11.5 cm

p.71 Actor Jewel
Mother-of-pearl,
metal and resin
11.2 × 7.6 × 2.7 cm

p.39 The Actor
Metal and resin
45 × 33 × 32.5 cm

p.56 Fishing Deity
Metal
44.2 × 15.5 × 14.2 cm

p.40 Predynastic Sculpture
Wood, metal,
leather and marble
48 × 28 × 28 cm

p.57 Elephant Goddess
Metal and resin
21 × 10.5 × 10.5 cm

p.18 Anthropomorphic Bowl
Metal, marble and resin
23 × 20 × 20 cm
p.19 Goddess of the Night
Stone and terracotta
26.5 × 18.5 × 13.5 cm
p.21 Female Deity
Metal
56.3 × 22.5 × 8 cm
p.22 Praying Figure
Metal
54 × 20.3 × 13 cm
p.23 Insect Goddess
Metal
20.3 × 14.8 × 1.4 cm
p.24 Small Idol on Throne
Metal
28 × 19.7 × 16 cm
p.25 Musician
Metal and bone
59 × 27.3 × 26.5 cm
p.26 Gatherer
Metal
65 × 11.5 × 12.7 cm
p.27 Snake God
Metal
46.5 × 45.2 × 4 cm
p.32 Female Figure
Metal, onyx and resin
39 × 14.5 × 11.5 cm
p.33 Golden Greyhound
Metal, resin and glass
34.5 × 21 × 31 cm
p.34 XXII Sovereign
Metal, marble,
stone and resin
21.3 × 7.6 × 7.6 cm

p.41 Fertility God
Wood, marble,
resin and terracotta
45 × 17.3 × 38.5 cm
p.42 God of War
Metal and marble
28 × 24 × 24 cm
p.43 Votive Candelabra
Metal, marble and resin
48 × 52.5 × 50.5 cm
p.48 Ritual Figure
Wood, metal and coral
48.5 × 34 × 21.2 cm
Couple
4,939 mm4,939 mmMetal
16.3 x 4.1 x 2 cm / 17.8 x 5 x 2 cm

p.58 Royal Guard
Metal and marble
54 × 21.5 × 21.5 cm
p.59 Healing Basin
Metal and resin
38 × 33.5 × 29.5 cm
p.60 Talisman
Metal and bone
13.8 × 12 × 1.3 cm
p.61 Ceremonial Jewel
Metal, bone,
stone and resin
14.2 × 10.5 × 1.5 cm
p.66 Commander’s Insignia
Metal, mother-of-pearl
and resin
46.5 × 30.2 × 30.2 cm

p.72 Wine Flask
Metal and marble
47 × 27 × 27 cm
p.74 Dying Warrior
Metal and marble
44.7 × 35 × 26 cm
p.75 Sacrificial Basin
Wood, metal and resin
50 × 33 × 28 cm
p.80 Warrior Queen
Wood and metal
49 × 62 × 33.7 cm
p.81 Captain
Wood, metal,
marble and resin
42 × 26 × 26 cm
p.82 Icon
Metal and marble
66.5 × 27.5 × 27.5 cm
p.83 Generative Mother
Metal
63 × 39 × 35.2 cm
p.84 Lady-in-Waiting
Metal and stone
32 × 26.5 × 31.5 cm

Jar of Scrolls
Wood, metal, bone and glass
33.5 × 39.5 × 39.5 cm
p.95 Merchant
Organic fibres and glass
17 × 8 × 8 cm
p.96 Young Eunuch
Metal and glass
8.5 × 5.6 × 3.6 cm
p.98 Small Decorated Figure I
Wood, bone and glass
10.9 × 4 × 3.5 cm
p.99 Small Decorated Figure II
Metal, bone,
stone and glass
12.5 × 5.5 × 3.3 cm
p.104 Totem
Wood, metal and resin
70 × 43 × 4.7 cm
p.105 Matrimonial Comb
Metal
41 × 26.5 × 9 cm
p.106 Death Mask
Wood, metal and bone
27.4 × 34.4 × 4 cm

p.49 Symbol of Hospitality
Wood
93.5 × 54 × 31.5 cm

p.67 Magna Mater
Wood, metal and resin
45.5 × 22 × 22 cm

p.50 Taratatà I
Wood and resin
62 × 18 × 6 cm

p.68 Censer
Metal and marble
32 × 21.5 × 21.5 cm

Upstart Prince
Metal, bone, stone and resin
47.5 × 26.5 × 26.5 cm

p.107 Ceremonial Club
Wood, metal,
bone and marble
59.5 × 21 × 6 cm

p.51 Taratatà II
Wood and metal
68 × 14.6 × 6.5 cm

p.69 Female Bust
Metal and resin
44 × 44.5 × 39 cm

p.90 Man from the Eastern Plateaus
Metal and resin
48.5 × 18 × 18 cm

p.108 Clan Symbol
Wood and bone
41 × 31.5 × 9.5 cm

p.91 Accountant of Court
Metal, marble and resin
38.5 × 23 × 23 cm

p.109 Shamanic Mask
Wood, metal and bone
48 × 45.5 × 13 cm

p.52 Totemic Figure
Metal, shell and ostrich egg
62 × 18.3 × 17 cm

Portrait of a Consul
Metal and resin
41 × 36.5 × 18.5 cm

p.85 Funerary Article
Metal, bone and glass
17 × 10.5 × 4 cm

p.94 Dancer
Metal and resin
20.6 × 24 × 24 cm

p.110 Little Man
Coconut, metal, marble,
bone and resin
26 × 37 × 37 cm
p.111 Ceremonial Shield
Wood, metal, bone,
mother-of-pearl,
resin and organic fibres
53.5 × 42 × 37 cm
p.112 Elk Man
Wood, metal and bone
56 × 16 × 11 cm
p.113 Slave Killer
Metal and terracotta
65.5 × 9 × 7 cm
p.118 Unidentified Figure
Wood and metal
44.5 × 19.5 × 19.5 cm
p.119 Full Moon
Wood, metal, mother-of-pearl,
semiprecious stone and cork
46 × 24 × 24 cm
p.120 Mother of Childbirth
Metal and wood
29 × 52.5 × 25 cm
p.121 Golden Jewel
Metal and jade
8.3 × 3.2 × 2.6 cm
p.122 Priest
Metal, marble and resin
77 × 23.5 × 22.5 cm
p.123 Anthropomorphic Vessel
Metal, resin,
marble and terracotta
45 × 35 × 35 cm
p.124 Ceremonial Dress I
Metal
67 × 30.5 × 22 cm
Ceremonial Dress II
Metal, semiprecious stone
and resin
51.5 × 32 × 32 cm
p.125 Shaman
Metal, bone and resin
48.5 × 26.5 × 23.5 cm

p.126 Jaguar God
Metal, amber, ruby and ceramic
10.7 × 12.7 × 1.8 cm

p.148 Governor
Metal and resin
38.5 × 31 × 31 cm

p.128 Solar Deity
Metal and stone
35 × 26.5 × 26.5 cm

p.149 Ascetic
Metal and resin
31.5 × 30 × 27 cm

p.129 Vase of Hearts
Metal and marble
40 × 20 × 15 cm

p.150 Water Monk
Metal and resin
53.5 × 40 × 40 cm

p.134 Cannibalistic Mantis
Wood and metal
73 × 21.5 × 18 cm

p.151 Dancer
Metal
46 × 32 × 32 cm

p.135 War Mask
Wood, metal and bone
42 × 23.5 × 23.5 cm

p.152 Court Magician
Metal and resin
39.5 × 22.5 × 22.5 cm

p.136 The Mother of Us All
Wood
77 × 32.5 × 19 cm

p.153 Lord of Chaos
Metal, marble
and resin
33 × 22.5 × 22 cm

p.137 Betel Bowl
Wood
36.5 × 52 × 18.5 cm
Dream Mask
Wood and mother-of-pearl
29 × 67 × 11.5 cm
p.138 Musical Instrument
Wood, leather, resin and
terracotta
68.5 × 25 × 25 cm
p.139 Guardian of Souls
Wood, metal and ostrich eggs
89 × 31 × 23 cm
p.140 Food Protector
Wood, resin and organic fibres
37.5 × 20 × 20 cm
p.142 Wedding Headgear
Wood, metal, leather,
bone, shell and resin
50 × 84.5 × 36.5 cm
Wooden Sceptre
Wood and metal
39.5 × 45.8 × 14 cm
p.143 Water Spirit
Wood and resin
127.5 × 60.5 × 15 cm

Shouting Warrior
Metal and resin
56 × 37 × 37 cm
p.154 Rider of the Steppes
Metal and bone
6.9 × 9.7 × 1.8 cm
p.156 Pendant
Wood and metal
12.8 x 4.8 x 3.2 cm
p.157 Clasp
Metal, bone and
stone
9.5 x 5.2 x 2.1 cm
p.158 Palace Guard I
Wood and metal
41.3 × 39.5 × 31.8 cm
p.159 Palace Guard II
Metal and resin
40.5 × 33.2 × 29.3 cm
p.160 Wise Prince
Wood and metal
45 × 23.5 × 25.5 cm
p.161 Ferrywoman of Dreams
Wood, ivory and bone
20.5 × 35.5 × 4.5 cm

178
_

BIOGRAPHY

Marco Barina was born in Rome in 1956. After graduating
with a degree in Philosophy from the University of Rome,
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Dorazio group show at Palazzo Vescovile in Todi.
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presented a solo show of his sculpture at Galleria del
Naviglio/Cardazzocontemporaneo in Milan.
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further group shows at Galleria del Naviglio/
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Ga b ri e l Garc í a M árq uez, One Hundred Years Of Solitude
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