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Foreword

Founded in 1973, the Museum of Ancient Cultures (originally the History Teaching Collection) is now a leading 
museum at Macquarie University. Since its conception, the museum’s stated vision and continued purpose 
has been to open the ancient world to the modern mind. Archaeological materials are key to this mission, 
transcending temporal and socio-cultural bounds through the rich insights they offer into the complexities 
of ancient societies and those who lived within them. Sharing the knowledge these materials contain and 
encouraging the academic curiosity in students and the wider public has also formed a central tenet of the 
museum’s philosophy.

The project, Death is Only the Beginning, and this resultant catalogue could not be a more fitting 
representation of this vision. It is testament to the ongoing legacy of the museum’s founding members and 
Macquarie University’s expertise in Egyptian Archaeology, due in no small part to Prof. Naguib Kanawati, 
founder of both the Australian Centre for Egyptology and the Rundle Foundation for Egyptian Archaeology. 
The project, led by Dr Yann Tristant, Senior Lecturer in the Department of Ancient History and a member of 
the Ancient Cultures Research Centre, and Ellen Ryan, a doctoral candidate in the Department of Ancient 
History, details 72 Ancient Egyptian artefacts from the museum’s approximated 4700 genuine and replicated 
artefacts with the use of pioneering technologies such as 3D scanning and online platforms. The catalogue 
is authored by academic staff and students, showcasing both the expertise of Faculty of Arts academics 
and burgeoning student scholarship, in an original and innovative approach to creating meaningful learning 
experiences.

More than a mere cataloguing of items, this project is one of exploration that gives extraordinary insight 
to the practices of Ancient Egyptians and into their inner lives, including their theological and metaphysical 
conceptions about existence and mortality. The stories told therein are at times individual, at times cultural, 
but always enthralling in their revelation of foreign and far yet increasingly familiar lives.

This catalogue coincides with a new venture for the Faculty of Arts, the building of a new Arts Precinct 
and the merging of the Museum of Ancient Cultures and the Australian History Museum into one state-of-
the-art museum facility. This new facility will see all collections digitized into the EMu collection management 
system, interactive displays created through digital technologies and online external access to the collections, 
creating a source of knowledge, ideas, stories and memories to inspire, educate and inform the Macquarie 
University community, visitors and the wider community alike.

Death is Only the Beginning is an exciting preview of the possibilities this new venture will bring through its 
combination of innovative technology, passionate scholarship and student skill, serving to bring the ancient 
past ever closer to the modern world.

Prof. Martina Möllering
Executive Dean 
Faculty of Arts
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Preface

The Museum of Ancient Cultures in the Faculty of Arts, Macquarie University, has become a vital instrument 
of the research training and teaching program of the Department of Ancient History. The collection gives 
our students the opportunity to handle objects from the ancient cultures that we study. In addition to the 
intrinsic excitement that direct contact with the objects can inspire, they allow us to better understand the 
material culture of the past, the artistry, technology, and the craftsmanship. They also help us to recognize 
the people who created such objects, both how they lived and what they believed. In the objects selected for 
this catalogue, we come into contact with objects from Ancient Egypt that speak to us about life and about 
death, how people make sense of where they belong and what role gods play in their lives. Each object, in a 
sense, tells a story about itself and the people who created and used it.

This book is the result of the collaborative work of many people. It brings together the expertise of the staff 
from the Faculty of Arts at Macquarie University, the Australian Centre for Egyptology, and Dr Christopher 
Davey from the Australian Institute of Archaeology. It includes valuable contributions from Macquarie University 
students and highlights the 3D virtual technology developed at Macquarie University that is allowing even 
greater access to and study of the objects than ever before. In this book, Yann Tristant and Ellen Ryan have 
given us the means to better understand and appreciate the value of the Egyptological collection in the 
Museum of Ancient Cultures. I would like to congratulate them and all the contributors to this book for 
teaching us more about the objects in our collection, and through the objects more about the people of 
Ancient Egypt.

Dr Ian Plant
Head of the Department of Ancient History, 

Macquarie University
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Throughout dynastic history, the elite members of ancient Egyptian 
society carved and painted the walls of their tombs with detailed 
scenes of life along the Nile and the divine world beyond. The striking 
uniformity of their decorative schemes is such that each tomb invariably 
contained a selection of scenes taken from a (largely) finite repertoire 
of themes, namely: images of the tomb owner and his family, images 
of the tomb owner honouring the king or various deities, in addition to 
scenes associated with aspects of the tomb owner’s career, or images of 
offering, banqueting, hunting in the desert or marshlands, the funeral, 
craft, games and music and agricultural and ritual activities.1 The 
overwhelming consistency2 of Egypt’s mortuary representations hints at 
a purpose beyond mere decoration, but its precise meaning has caused 
much debate in the literature. Egyptologists have traditionally treated 
tomb scenes, with their focus on everyday events and activities, as a 
primary source of historical information (literal identification of what is 
directly seen).3 The validity of this approach has been questioned by 
more recent authors, who doubt whether a clear understanding of the 
meaning and significance of Egyptian visual culture has been reached.4 
Current scholarship instead attempts to determine the extent to which 
tomb images were meant as literal depictions of the world or symbols 
and metaphors referencing abstract ideas and beliefs (identification of 
symbols expressing the Egyptian worldview).5 

The visual and material culture of ancient Egypt provides us with a 
wealth of evidence concerning the past lives of its inhabitants, however 
what remains to the modern day mainly derives from royal and elite 
funerary contexts. Accordingly, the ideological concepts of the dominant 
ruling (male) elite6 group is reflected in the surviving remains.7 Mediated 
by the expectations of elite patrons, training of the artists and clear rules 
governing the content, composition and placement of representational 
forms within the funerary architecture, the visual repertoire in an elite 
tomb mirrors, reflects and in turn legitimises the strict hierarchical 
structure of Egyptian society.8 However, what may have been consumed 

1 Harpur 1987: 175–177.
2 The ‘sameness’ of Egyptian 2–Dimensional representations is highlighted in 

Bárta 2015: esp. 2–3.
3 Verma 2014: 1.
4 See for example, Moreno García 2003; Fitzenreiter and Herb 2006; Bickel 

2006.
5 See for example, van Walsem 2005.
6 For an overview of the study of inequality and definition of the term ‘elite’ 

see Richards 2005: 14–18; Verma 2014: 16–17 and Grajetzki 2010: 180–181; 
Baines and Yoffee 1998: 212–214. 

7 Yet, royal cemetery sites have suffered damage through re–use and modifica-
tion in later periods of Egyptian history. See Guksch 1995: 13–24.

8 All societies have systems of social differentiation and ranking, which has 
been defined by Richards as differential access to and/or control of economic, 
productive, and symbolic resources. Richards 2005: 15–17. Privileged access 

‘Art’, aesthetics and the functioning image in Ancient 
Egyptian elite tombs



75

and understood by those outside of this minority elite group is almost 
entirely inaccessible.9 Although a significant amount of visual culture 
survives from ancient Egypt, due to selective preservation of mortuary 
data, gaining a sense of the total range of ancient artistic production 
and the extent of ancient Egypt’s continuous tradition and living artistic 
environment is wrought with difficulties.10 With these considerations 
in mind, this chapter aims to highlight the difficulties of defining ‘art’ 
in reference to ancient Egyptian contexts and to explore the varied 
interpretations of the function of Egyptian mortuary representation, 
using 2–dimensional imagery from elite tombs as a case study.

‘Art’ and Visual Culture in Ancient Egypt
Studies of ancient Egyptian art since the 19th century have favoured 
approaches and classifications parallel to those that dominate research 
on western art and the philosophical discipline of ‘aesthetics’. As such, 
it is important to explore the classification of ‘art’ in antiquity and how 
a modern definition of the concept may affect its understanding and 
reception. The perception of ‘art’ that evolved from the study of aesthetics 
emphasised the unconscious, innovative drive behind an original work, 
and the inspiration that acted as the driving force for its production. In 
contrast to visual culture from antiquity, art and the artist no longer found 
roots in the concept of collective tradition and state motivations, but 
rather came to be recognised as personal and free expression created 
by an individual for the purpose of public engagement and critique.11 
With this perception of art evolving in and dominating the modern era, 
audiences and participants must be cautious when applying the label 
‘art’ to visual culture from antiquity. The rise of museum and gallery 
collections has meant that today’s audience associates a range of objects 
and forms to the broad category of ‘ancient art’.12 Displaying ancient 
objects in a collection environment places them in an artificial category 
that aligns with practices in the modern art world and does not recognise 
their original archaeological and social context.13 

Western approaches utilised in the art market and museum context are 
likely due to comparable forms, such as sculpture, painting, portraiture, 
architecture, occurring in ancient Egypt as well as in modern artistic 
genres. Accepting such a congruence between ancient and modern 

to restricted knowledge, literacy and control of key symbols and aesthetic 
forms, can be identified in elite tomb complexes, the written word and in 
artistic form. Baines and Yoffee 1998: 234–240.

9 Baines 2013: 3, 5; O’Neill 2015: 22; Scott 2006: 630–631; Verma 2014: 35. 
10 Baines 2015: 1–2.
11 Firth 1992: 17; Verbovsek 2015: 147–148.
12 Scott 2006: 628.
13 O’Neill 2015: 22; Scott 2006: 628. For an anthropological perspective on the 

Western categorisation of ‘art’, see Coote and Shelton 1992. 
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traditions and classifications should, however, be done with caution.14 
The classification of ancient Egyptian visual culture as ‘art’ is a topic of 
debate due to the absence of comparable terminology in the ancient 
vocabulary. This debate has been analysed in detail by contemporary 
Egyptologists, most notably John Baines, who provides an alternate 
view to the discussion. In previous literature, scholars note that the 
closest Egyptian parallel for the modern concept of art was hemet (ḥmt), 
translated as ‘craft’, therefore suggesting ‘art’ did not exist in ancient 
Egypt.15 Baines, and those after him, note the illogical nature of such 
a statement, as the etymology of a word and how it is translated is 
not always a true representation of its intended meaning.16 If the same 
etymological standards are used for other concepts, such as religion or 
mathematics, then it would suggest that these too were absent in ancient 
Egypt, despite the surviving evidence conclusively proving otherwise.17 
It is therefore imperative when studying ancient Egyptian visual culture 
that function and context be considered, and that modern, western 
preconceptions and classifications of art do not detract from exploring a 
works’ relevance within the ancient culture.

The Functioning Image: Context, Principles and Decorum 
Representational art18 occurred in both sacred and non-sacred contexts 
in ancient Egypt 19 and is attested on a wide range of surfaces and items 
made of stone, wood, ivory, ceramics, or metal, as seen, for example, on 
tomb and temple walls, ceramic vessels, palettes, knife handles, statuary, 
false doors, and stelae. In tomb and temple environments 2-dimensional 
and 3-dimensional art can be described as utilitarian, combining function 
and aesthetic, and acting thereby as a carrier of cultural tradition. Cosmic 
order and the control of chaos was a prominent feature of ancient Egyptian 
beliefs, and art served to re-enforce control of that cosmic order.20 Most 
works produced by the ancient Egyptians had social, religious and 
political significance, with designers creating works that had an intended 
practical purpose to be served or a message to be conveyed.21

Earlier research on ancient Egyptian visual culture was dominated by 
stylistic, formalistic and iconographic investigations22—consistent with 

14 Baines 2015: 1.
15 Baines 2007: 300. 
16 Bahrani 2013: 104; 2007: 300.
17 Baines 2015: 1. 
18 The definition of ‘art’ used in the forthcoming pages follows as ‘the term for 

individual and/or collective product of human behaviour by means of artefacts 
and/or performances…beyond the purely functional.’ van Walsem 2005: 2.

19 For an overview of contexts see, Müller 1980.
20 Baines 2007: 335; Brunner-Traut 1987: 440; Davis 1989: 190.
21 Freed 2008: 124.
22 See Hartwig 2015 for an appraisal of the varied approaches to the study of 

ancient Egyptian visual culture, refer to the comprehensive essays in Part I: 
Methodological Approaches.
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practices in the wider discipline of art history—but the standard practice 
was to evaluate the decoration without regard to its original funerary 
context, or its placement within the confines of the tomb.23 More recent 
investigations have adopted a more holistic contextual approach that 
incorporates dimensions of temporality and space, and considers the 
purpose(s) of an elite tomb.24 In most periods of Egyptian history, the 
primary purpose for the structure, spatial arrangement and content of elite 
tombs25 and their decorative programme was to facilitate the transitional 
process from life to afterlife for the tomb owner, conceptualised as a 
‘house for eternity’.26 Elite tombs can be divided into two architecturally 
distinct areas: the offering place or chapel (i.e. the superstructure) which 
contains a focal niche, stela, statue, and/or false door; and the space 
associated with the actual burial of the body that usually occupied the 
substructure. While the significance and function of these two spaces 
has been the subject of debate among scholars, it is generally agreed 
that elite tombs were charged with a number of vital functions:27 (1) to 
protect the body of the deceased; (2) to provide a ritual complex for 
the tomb owner’s regeneration and eternal well-being; (3) to externally 
project his or her identity and personality simultaneously into the next 
world while commemorating the tomb owner’s life and achievements 
(via self-observation and self-thematisation)28 to the living who would 
visit the chapel. The tomb architecture, text and imagery were organised 
to complement these basic functions, where the tomb owner portrayed 
him/herself as they wished through a careful and deliberately chosen 
selection of culturally accepted scenes and accompanying inscriptions.29 

Within such a framework, varied opinions on the significance and 
function of the imagery and sculptural program within the superstructure 
have been presented by scholars, for example, some suggest that tomb 
imagery created an ideal world for the tomb owner in the hereafter30 or a 
liminal space in which the worlds of the living and the dead intersected.31 
Tomb imagery is predominantly located in the superstructure, occasionally 

23 As highlighted by Hartwig 2004: 49–50; Müller 1990: 41; Müller 2013: 60–
61. It was during this period that the now outdated and inadequate phrase 
‘scenes of daily life’ was coined, see Vasiljević 2003: 136–138.

24 Roeten 2014; Schulz 2011: 347; Vischak 2014: 210–215.
25 An elite tomb is defined, in a basic structural sense, as ‘an architectural 

complex completely or partially free–standing, respectively cut from the rock, 
consisting of one or several (substantial) space unities, which is inextricably 
and consciously connected with the mortal remains of the elite, and (was 
planned to be) provided with decoration, that is iconography and/or texts’. 
van Walsem 2005: 19. See also Nyord 2013: 195–200.

26 Assmann 2002: 67; O’Neill 2015: 4; Verma 2014: 16.
27 Hartwig 2004: 15–19, 37–35; Verma 2014: 16–19.
28 Assmann 2002: 70.
29 Assmann 2002: 70; Bryan 2009: 19, 24; O’Neill 2015: 4; Verma 2014: 37, 112. 
30 Bolshakov 1997: 264–267, 279–280.
31 Assmann 1983a: 28–29.
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in the burial chamber of the substructure, and represented a projected 
ideal of the public and private life of the tomb owner. The evolution of elite 
tomb decorative programmes according to developments in architectural 
design and religious practices cannot be outlined here in detail, but the 
observation must be made that tomb imagery of earlier periods centred 
on activities and achievements that are representative of Egyptian high 
culture, acting as a sacred space of permanence, ensuring a perpetually 
idealised state of existence in the afterlife and in the memories of the 
living.32 Elite tombs contain scenes depicting the relationships between 
the tomb owner and his personal extended household and/or lower 
ranking officials, which are frequently situated within and around the 
environment of his estate(s) and representing activities of ‘daily life’ that 
concern the production, acquisition, and provision of foodstuff.33 Specific 
scene types are consistently represented throughout the pharaonic era, 
indeed one of the most universal elements within the repertoire of themes 

32 Baines 2015: 10; O’Neill 2015: 6. Baines rightly argues that it is difficult to 
establish what was fictional and what was factual in relation to tomb imagery, 
and that a true understanding of the meaning of these scenes is still in doubt. 
See Baines, 2013: 16–17. 

33 For an overview see Cherpion 1996: 871–872.

Fig. 1
Khnumhotep II seated before 
an offering table and pile of 
offerings.
12th Dynasty, Beni Hassan, 
(modified after Kanawati and 
Evans 2014: pl. 116).
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and scenes is the depiction of the deceased seated before an offering 
table laden with food items (Fig. 1).34 However, in specific periods, the 
focus of elite tomb imagery is broadened to include ritual elements, as 
seen for instance in the inclusion of scenes illustrating the Book of the 
Dead in the post-Amarna period that were previously only suitable for 
the burial chamber.35

While some tomb imagery clearly represents specific examples of visual 
narrative and refer to a specific moment (Fig. 2),36 some scenes represent 
a collection of past times and events enjoyed or observed on a regular 
basis in one image.37 Groenewegen–Frankfort refers to these regularly 
occurring images of daily life as elaborate pictographical conceits 
rather than images of transient events,38 while Kantor highlights how the 
sequence or consecutive actions in the scenes is not a specific occasion, 
but standardised activity typifying a nobleman, which is repeated in tomb 
after tomb.39 Scenes such as those showing the tomb owner and his family 
in recreational activities and occupational achievements enabled eternal 
reflection on positive experiences in life.40 The standardised, idealised 
and purposeful selection of the content of the imagery, along with the 
biographical inscriptions rendered with them, may also have functioned 
in a way to inspire visitors entering the tomb and compel them to present 
physical or verbal offerings to the deceased or facilitate the continuation 
of the tomb owner’s existence through collective memory and recitation 
of their identity.41

Although the ‘personality’ or ‘individuality’42 of the tomb owner as 
patron43 is evident in instances of diversity and variation in mortuary 
practices, visual expression was required to fit within the bounds 
constituted by artistic tradition and decorum—an organising principle that 
determined the content, composition and placement of representational 
forms and a set of rules that defined what image(s) and inscription(s) 
may be included in a given context.44 The principle of decorum centres 
on what is considered appropriate, and what is not—a sort of visual 

34 Kaplony 1986; O’Neill 2015.
35 Strudwick 1994; Assmann 2003; Hofmann 2004.
36 For a definition and specific examples of visual narrative see Braun 2015: 347–

357. 
37 Braun 2015: 348.
38 Groenewegen–Frankfort 1951: 33.
39 Kantor 1957: 44.
40 O’Neill, 2015: 6. 
41 Verma 2014: 46, 50. 
42 Baines 2013: 11; Bryan 2009: 24; Verma 2014: 65–70. For a specific case study on 

the tomb of Niankhkhnum and Khnumhotep, see Evans and Woods 2016: 71. 
43 For a discussion on the patronage system that commissioned elite tombs 

and the relationship between the patron and artist/designer/executor of the 
decorative program see Hartwig 2014: 22–30; Verma 2014: 19; Baines 2007: 
336. 

44 Baines 2007: 15; Baines 2013: 11, 244; O’Neill 2015: 22. 
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etiquette engineered and generated by the elite, which encouraged 
hierarchical formulations as a means of restricting knowledge. Decorum 
was a visual demonstration of the maintenance of order and control 
over chaotic forces, highlighting the connection between tomb imagery 
and ancient Egyptian belief systems.45 As such, tomb scenes are likely 
to be an idealised rendering of the owner and their life that was based 
on reality, rather than a true and accurate record. While elite tomb 
imagery depicts specific activities, such as funeral processions and ritual, 
the images are visual representations, not records. The images have 
conventions, codes, and meanings that may well reflect actual practice 
and an actual or anticipated event, but their pictorial existence means 
that they have a range of other qualities and functions. The image 
compresses the spectacle of performance (time, movement, sounds and 
other sensations) into an image that viewers can experience either at 
once or in sections and the image operates within the tomb as a ritual in 
perpetuity, its efficacy a part of the symbolic whole.46 The executors of 
the tomb imagery certainly drew inspiration from the natural and divine 
world permeating their everyday life, however it must be recognised that 
such representations function within and adhere to the rules of decorum, 
which was a part of the greater collective memory of the elites, and the 
aspirations of high culture to create a barrier between this elite social 
group and the rest of society.47

Visual Communication and Audience in the Mortuary Context 
Apart from providing a place to protect the body of the deceased and 
the performance of both funerary and mortuary in addition to cultic and 
ritual activities, the tomb also functioned as the external projection of 
identity and individual experience, a monument of social and collective 
memory,48 and a place of collective experience.49 Tombs of the elite were 
maintained through a funerary cult, comprised of offering rituals being 
made by the living on behalf of the deceased.50 The funerary cult was 
to be provided for by either external forces, such as through prayer and 
offerings brought to the tomb by visitors and/or priests, or internally, 
which was facilitated by the inclusion of religious texts and imagery.51 The 
co-occurrence of imagery and text within elite tombs sheds light on who 
the intended audience was and what their roles were as participants.52 

45 Bahrani 2013: 106; Baines 2007: 15–16. 
46 Riggs 2013: 158–159.
47 Baines 2014: 10; Baines and Yoffee 1998: 237–238; Bahrani 2013: 106; Verma 

2014: 36, 47–46. 
48 Bryan 2009: 18–39; Harrington 2013: 28–64, 128–130; Hartwig 2004: 37; 

Fitzenreiter 1995; 2001; Verma 2014: 38–51, 70–75, 164–168. 
49 Hartwig 2011: 318.
50 Hayes 2010.
51 Bryan 2009: 19, 29; O’Neill 2015: 15. 
52 Hartwig 2004: 45–49; Baines 2008.
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A crucial element of ancient Egyptian artistic tradition was its emphasis 
on communication, display and engagement with the landscape, 
architecture, texts and imagery. As little as one per cent of the Egyptian 
population throughout the Pharaonic period were literate, and this high 
illiteracy rate meant that full comprehension of and engagement with 
what was represented in elite tombs was limited to all but a small group 
of people, primarily elite males.53 Although the intended audience of 
tomb imagery was predominately limited to those who made up the elite 
group, it is likely that those who fell outside of this (modern) classification 
were still able to participate in some form. Illiterate visitors to a tomb 
who did not have the knowledge to read inscriptions accompanying 
the imagery may have received guidance from those who did, mainly 
priests or scribes.54 Evidence contained within a text type known as the 
‘Appeals to the Living’ illustrates that literate participants were instructed 
to share the message of the inscription to ensure that whoever passed 
by, educated or not, were able to provide offerings or speak an offering 
formula on behalf of the deceased and maintain the funeral cult.55 

53 Baines and Eyre 2007: 67. 
54 Baines and Eyre 2007: 73; Snape 2011: 128. 
55 Snape refers to an example of the ‘Appeals to the Living’ from the Old 

Kingdom Abydene stela of Ankhreni, which instructs priests and scribes who 
may visit the tomb to ‘read aloud this stela’. Snape suggests that this request 

Fig. 2
Khnumhotep II viewing the 
activities on his estate,
12th Dynasty, Beni Hassan, 
(modified after Kanawati and 
Evans 2014: pl. 115)
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Equally, threat formulae providing warnings to passing visitors not to 
desecrate the tomb, ‘Letters to the Dead’, ancient visitor’s graffiti written 
on the walls and games inscribed on the floors of the tomb chapels,56 
all illustrate different forms of communication between the living and 
the dead and provide reference to the tomb as a monument of external 
communication.57 While a level of literacy was needed to gain a full 
appreciation of text and imagery found within elite tombs, it is possible 
that images alone may have imparted some meaning to those who 
could not read the inscriptions. Visual narrative was an effective means 
of recording and relaying information and the illustrations could act as 
visual cues for the viewer. Viewers who did not have the ability to directly 
translate the textual element of a scene, may still have been aware of 
the significance of the representation as a result of a larger network of 
collective cultural knowledge and tradition.58 An example of this is seen 
with New Kingdom funerary texts, where spells and excerpts from the 
Book of the Dead, for example, were accompanied by images to guide 
the audience when needed.59 

Conclusion
The imagery adorning the walls of ancient Egyptian elite tombs offers 
a unique reflection of the ideologies of the dominant ruling (male) elite 
and, far more than being a purely aesthetic inclusion, is likely to have 
been understood and received differently depending on the cultural 
knowledge and education of the individual viewer. Essential to a holistic 
contextual approach that incorporates dimensions of temporality and 
space is to consider the purpose of elite tombs, namely to project the 
tomb owner’s identity and personality simultaneously into the next world 
while commemorating their life and achievements to the living. The role 
of tomb imagery as a reliable source of historical facts is limited because 
they cannot be taken literally as one-to-one depictions of objects and 
events, but must instead be de-coded—a process that reveals cultural, 
religious, political and ideological transformations that permeated and 
reflect ancient Egyptian society, but must inevitably introduce errors in 
interpretation at times. Nevertheless, the events, activities, and objects 
portrayed in elite tombs are those that their owners wished to celebrate, 

was included for the benefit of illiterate participants. See Snape 2011: 128.
56 Kanawati and Abder–Raziq 1999: pl. 48.
57 Harrington 2013: 7, 34–37, 137–139; Hartwig 2004: 7–15; 41, 83; Verma 2014: 

62–65; Strudwick 2005: 182–184, 217–239.
58 Baines 2013: 16; Bryan 2009: 19; Verma 2014: 37, 51–52. Verbovsek notes 

that composition acted as a guide for the ‘recipients’ of Egyptian art, so long 
as they were ‘culturally and socially skillful’. Recipients are said to comprehend 
visual codification through the order in which images appeared, alongside 
meaning in motifs, the function of the image, etc. For further discussion of the 
reception of Egyptian art, see Verbovsek 2015: 141–154. 

59 Bryan 2009: 19. 
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commemorate, or re-create in the Hereafter. The subject matter chosen 
to feature on their tomb walls from amongst a potentially infinite selection 
of topics informs us about what the Egyptians valued. The greatest 
contribution of elite tomb imagery in paint or relief is the extraordinary 
insight into the minds and thoughts of the ancient Egyptians, one of the 
intangible part of their lives that would otherwise have remained a mystery.

Alexandra Woods and Nicolle Leary
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