
G
lea

m
in

g
 C

o
ffin

s • Ic
o

n
o

g
r

aph
y an

d
 Sym

bo
lism

 in
 T

h
eban

 C
o

ffin
 D

ec
o

r
atio

n
 (21

st D
yn

a
st

y) 
V

o
l. I: T

h
e Sh

elter
in

g
 Sk

y
R

o
g

ér
io

 So
u

sa

GLEAMING COFFINS

Vol. I: the sheltering sky

Rogério Sousa

imprensa da universidade de coimbra
Coimbra university press

ICONOGRAPHY AND SYMBOLISM  
IN THEBAN COFFIN DECORATION  

(21ST DYNASTY)



(Page intentionally left blank)



Rogério Sousa

imprensa da universidade de coimbra
Coimbra university press

GLEAMING COFFINS
ICONOGRAPHY AND SYMBOLISM 
IN THEBAN COFFIN DECORATION 

(21ST DYNASTY)

Vol. I: the sheltering sky



Publisher
Imprensa da Universidade de Coimbra Coimbra University Press
E-mail: imprensa@uc.pt
Online Sales
http://livrariadaimprensa.uc.pt

Title
Gleaming Coffins. Iconography and Symbolism in Theban Coffin Decoration 
(21st Dynasty)

Publication Date
March 2018

Print by
CreateSpace

ISBN
978-989-26-1588-2

Digital ISBN
978-989-26-1582-0

DOI
https://doi.org/10.14195/978-989-26-1582-0



For Carlos 



(Page intentionally left blank)



Death is always on the way, but the fact that you don't 

know when it will arrive seems to take away from the 

finiteness of life. It's that terrible precision that we hate 

so much. But because we don't know, we get to think of 

life as an inexhaustible well. 

The Sheltering Sky 

Paul Bowles 

https://www.goodreads.com/work/quotes/2287950
https://www.goodreads.com/author/show/7659.Paul_Bowles
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INTRODUCTION 

This study is focused on the decoration of the so-called ‘yellow’ coffins crafted in 

Thebes from the final part of the 20
th

 Dynasty to the beginning of the 22
nd

 Dynasty 

(1295-945 BC). This is a critical period in the Egyptian History, witnessing to a 

situation of political unrest and severe economic scarcity affecting Egypt, the Near East, 

and the Mediterranean
1
. And yet, there is no evidence for a decline in the production of 

these outstanding funerary artefacts. On the contrary, the corpus of ‘yellow’ coffins 

outnumbers the previous types of Egyptian anthropoid containers and stands out among 

the most complex and sophisticated objects ever crafted in the Ancient World.  

Despite its singularity, the ‘yellow’ corpus is deeply rooted in the tradition of coffin 

decoration, which on itself is a complex and multidimensional phenomenon with its 

own history and evolution.  

Originally, coffins and sarcophagi remained undecorated, as well as the burial chambers 

themselves. The phenomenon only took shape from the late 5
th

 Dynasty onwards, with 

the growth of Osirian beliefs. From then on, royal funerary chambers started to be

decorated with the Pyramid Texts, providing a safe journey into the hereafter and 

private coffins too received texts and images aiming at securing an eternal supply of 

food, a successful mummification and a thorough cartography of the underworld
2
.

The decoration of coffins is thus deeply rooted in the Osirification of the funerary 

practices. We will examine this process in Chapter 1, presenting an overview of the 

evolution of anthropoid coffins from its origins dating back to the early Middle 

Kingdom to the late Ramesside Period. During this time, several types of anthropoid 

containers emerged, each one with its own specificities in terms of formal layout. 

However, behind their differences, anthropoid coffins evolved in a continuum line 

forming what can be called a ‘genealogical evolution’. This means that each new form 

is grounded in previous developments, not only in formal terms but also regarding 

religious and symbolic meaning.  

The defining layout of a particular type of coffin literally imprints a specific repertoire 

of texts and images on the object, adding further layers of meaning to the basic practical 

purpose of the body container strengthening and enriching its magical scope. In 

1
 Cooney 2014. Broekman 2017. 

2
 Grajetzki 2016, 30-37. 



addition, we should not lose of sight that motifs integrated into coffin decoration were 

also relevant for the performance of funerary and mourning rituals
3
.

For reasons still difficult to perceive, the design of anthropoid coffins resulted from the 

complex interaction between ritual needs, funerary beliefs, and socioeconomic factors. 

‘Yellow’ coffins resumed all these aspects in ways sometimes difficult to grasp. It has 

long been pointed out the correlation between the complexity of the ‘yellow’ type with 

the inexistence of decorated tombs during the 21
st
 Dynasty, as well as the disappearance

of rectangular coffins from the archaeological record. ‘Yellow’ coffins thus seem to 

have absorbed the iconographic repertoire and ritual purposes associated with 

rectangular coffins and tomb decoration
4
. As a result of this fusion, ‘yellow’ coffins

depict both the magical household and its divine dweller
5
, integrating representations of

magical space and sacred topography. René van Walsem labeled this phenomenon as 

the ‘architectonisation’ of anthropoid coffins
6
, which consists in the adoption of

architectural components or scenes originating in temple or tomb architecture in the 

repertoire of coffin decoration in order to create a sacred space
7
. The design of the

‘yellow’ type conveys a symbolic topography
8
, where a cosmic map was imprinted

9
.

Each pictorial area defines a particular setting in this topography, one which is provided 

with its own principles of composition
10

. Another aspect involved in the ‘yellow’ type is

the dynamic character of the scheme of decoration, which is open to endless variations. 

Variability shaped coffin decoration, creating a ‘genealogical’ line from the simpler 

objects to the utterly complex ones. This aspect was dealt with by Andrzej Niwiński and 

our approach is built upon the evolution of ‘yellow’ coffins proposed by this author.  

The ‘architectonisation’ and the ‘genealogical evolution’ of coffin decoration are the 

fundamental concepts that shaped our approach and even the terminology that we used. 

We present in Chapter I our topography of ‘yellow’ coffins. As much as we 

3
 For example, the features of the face – eyes, mouth, and nose – should not be taken just as the divine 

‘portrait’ of the deceased they also would have played an important role in the Opening of the Mouth 

ceremonial, aiming at the symbolic reanimation of the mummy. In Taylor 2016a, 53. 
4
 Taylor 1989, 32. Bettum 2017, 73. 

5
 Bettum 2017, 73. See also Taylor 2016a, 55. 

6
 On the concept of architectonisation of coffins see Van Walsem 1997, 361. 

7
 Van Walsem 2014a, 2. 

8
 Sousa 2017b. 

9
 Liptay 2017, 261. 

10
 Sousa 2017a. 

12



acknowledge the need for a standardized approach in terms of terminology
11

, we 

strongly believe that each type of coffins presents its own specificities in this respect. 

Our terminology of the ‘yellow’ coffin’s components is consistent with our conceptual 

framework. The designations that we adopted define objective areas easy to isolate and 

to compare and we intentionally avoided the use of terms based in the analogy of body 

parts which are rather difficult to use objectively in the ‘yellow’ type
12

. Terminological

options do have important consequences in terms of methodology. By defining a 

pictorial setting we enhance the holistic perception of its composition, which is often 

neglected. For example, the ‘central panel’ is seldom acknowledged as a 

composition of its own and it is frequently reduced to a random and often meaningless 

assemblage of registers, which we believe introduces a biased view, preventing a deeper 

inquiry on its significance and meaning. A similar situation is observed in the design of 

the lower section, often seen as not more than a random succession of registers. By 

clearly isolating these pictorial areas we are able to study not only the rules guiding

their layout as we are better equipped to perceive their symbolic role in the overall 

program of the coffin.

Perhaps more importantly, our terminology provides a sound base to carry out 

comparative studies. In this way, we are able to isolate each pictorial unit and to define 

its own scheme of decoration, i.e., the guidelines ruling its layout. This approach 

eventually reveals the key-features that, in each section, rule the evolution towards 

complexity. By doing so, this method also provides important formal criteria for dating 

coffins in relative terms.

This comparative approach is complemented with an assessment of the impact of each 

section in the overall organization of coffin decoration. Variations in the weight of each 

section provide important clues regarding its symbolism in the overall economy of this 

process. 

Given the complexity involved in the decoration of these objects, this study will be 

published in several volumes, with the first one dealing with the decoration of the lid, 

and the others dedicated to the exterior and interior decoration of the case. The patterns 

used in the decoration of the borders and edges will be dealt with separately, as well as 

11
 The Vatican Coffin Project is carrying out a useful work in establishing a common protocol for coffin 

description. However, this work has to acknowledge the formal differences between the different models 

of anthropoid coffins and different designations should be used when working with different models. 
12

 The use of expressions such as ‘abdomen’ or ‘legs’ create ongoing difficulties as these areas do not 

depict body parts.  

13



the corpus of texts inscribed in these objects. Broader considerations on style and 

workshop practices will be carried out integrating data from these different pictorial and 

textual contexts. 

Based on our topography/terminology of the lid we carried out a comparative approach 

on each pictorial area involving a relatively large sample of coffins quoted in the ‘List 

of Sources’ in the end of this volume
13

. The formal analysis of this corpus revealed

typologies, defined the iconographic repertoire and the principles of composition of 

each section of the lid allowing us to assess its meaning. Despite the large number of 

coffins inventoried, we cannot be exhaustive in the description of all the different 

arrangements adopted in coffin decoration. In each chapter, we will focus on one 

particular section of the lid presenting the general principles ruling its layout. The 

iconographic repertoire of each section of the coffin’s topography is therefore examined 

separately, aiming at the definition of its symbolic scope and/or ritual purpose in the 

overall arrangement of coffin decoration. Given the extreme levels of variability 

reached by the ‘yellow’ type, the complete listing of the iconographic arrangements 

involved in each section is virtually impossible to carry out. Equally impossible is the 

task of listing all the objects that share a particular feature. For each relevant feature, we 

offer a small selection of examples quoted in the footnotes. In the future, only a 

database will make possible the complete listing of the objects according to their key-

features. 

The adoption of a sound terminology is also important to distinguish the funerary 

objects themselves which, in many cases, are indifferently grouped under the same 

labels. In fact, even in specialized Egyptological literature, different funerary objects 

tend to be described using the same designations. For example, under the designation of 

‘mummy-boards’, a variety of objects is referred to, such as the openwork cartonnage 

cages, funerary planks featuring the deceased as a living and the mummy-covers used 

during the 21
st
 Dynasty. We avoided this practice and adopted the following

terminology to deal with the variety of objects under discussion: 

- Mummy-board: openwork cartonnage cage normally used with a funerary mask;

- Funerary plank: board featuring the deceased as a living;

- Mummy-cover: board designed after the layout of the ‘yellow’ type, displaying

headboard, upper section, central panel and lower section.

13
 We did not include in this corpus the so-called ‘stola’ coffins, which form a consistent funerary corpus 

on its own. For this corpus of coffins see Van Walsem 1997. 
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In short, this study seeks to investigate Theban coffin decoration from an art historical 

perspective. The decorative elements will be dealt with according to the compositions 

they form in the different pictorial areas of the coffin. The study involves the analysis of 

the iconography of each section, but our major goal consists in finding the principles of

composition ruling the layout of each pictorial tableau. We believe that this approach is

important not only to reveal how the scheme of decoration evolved during this period as 

to understand the symbolic and ritual meaning behind each pictorial tableau. Although

this approach can be useful to understand different ‘layers’ of use, we will not examine

here aspects like coffin reuse, or workshop practices, which fall outside the scope of the 

present work.

Terminological remarks

Despite the astonishing levels of sophistication achieved by ‘yellow’ coffins, their 

primary purpose remained serving as body containers. We should thus start by defining 

the Egyptian terminology concerning funerary body containers and understand how 

specific the role of anthropoid coffins was perceived in relation to the other types of 

funerary containers.

Egyptian funerary archaeology is rich in body containers and sometimes modern 

vocabulary does not acknowledge the particularities of these artefacts. The modern term 

‘sarcophagus’ refers to a monumental object carved in stone
14

. The Egyptian vocabulary 

referring to this type of object includes the expressions neb ankh, the ‘lord of life’
15

, and 

djebat. As a large stone object, the sarcophagus was positioned within the tomb since its 

very construction
16

 and it would normally hold coffins within. Rectangular sarcophagi 

display an architectonic layout, adopting motifs and patterns suggesting its 

identification with a building or an enclosure wall
17

, thus serving as a house for 

the deceased, a role it shared with the tomb itself
18

.

Coffins, on the other hand, are almost universally carved in wood or light materials, 

such as clay. Given the complexity of Egyptian funerary rituals, coffins played a bold 

role, being used for a variety of purposes. In the first place, coffins were portable

14
 This term is borrowed from Classical archaeology and alludes to the drying properties of limestone, 

literally meaning ‘flesh eater’. 
15

 Ikram, Dodson 1998, 193. 
16

 Ikram, Dodson 1998, 193. 
17

 See Van Walsem 2014, 12. The anthropoid shape is sometimes adopted to carve sarcophagi, first by 

private individuals (reign of Amenhotep III) and later on, in royal contexts too (Ramesside Period). It is 

unknown whether anthropoid stone sarcophagi may also have been called djebat. 
18

 Bettum 2017, 72. 
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objects allowing the corpse to be moved during the funerary processions. Secondly, 

coffins performed an important role in the ceremonials themselves mediating the ritual 

interaction between the mourners and the deceased. The variety of these roles originated 

different types of coffins.  

During the Middle Kingdom, the most common coffin was rectangular in shape. This 

type of coffin was called qersu (the word qerset is used generically for ‘burial’)
19

. In the

same period appeared the anthropoid coffin, called wt, making use of a mummy 

determinative and the pustule sign (Aa 2),  suggesting an intimate contact of this body 

container with the flesh. This would be the container nearest the fully-adorned corpse 

and in such a close contact with it that one could hardly make a distinction between 

them. The word wt, sometimes followed by the determinative of wood (M 3) would 

mean something like ‘wooden embalmed body’
20

. In other words, this funerary

container would be seen as an eternal body, thus an extension of the mummy itself and 

not quite as an independent object. This coffin depicted the deceased as a sah, a 

mummiform deity of the underworld
21

, featuring the horizontal and transverse bandages

that hold the wrappings together
22

.

From the 18
th

 Dynasty onwards, the mummy-board (suhet) was included in the funerary

equipment of the dead. This object was put inside the anthropoid coffin in close contact 

with the mummy. The word’s original meaning is ‘egg’
23

 suggesting the association of

the body container with the primordial ‘egg’, where the deceased is cocooned in the 

womb of the mother goddess Nut in order to reborn again as the sun god
24

.

These body containers were combined in a variety of ways. During the Middle 

Kingdom, burials frequently used double sets of rectangular coffins, but the anthropoid 

coffin remained a rare object. Because it was seen as an extension of the mummy itself, 

it always occurs in association with rectangular coffins
25

. As a rule, the anthropoid

19
 Ikram, Dodson 1998, 193. 

20
 In fact, depending on the determinative, the word wt is associated with various meanings such as 

‘embalming’ or ‘bandages’ or ‘coffin’. In Cooney 2007, 18. 
21

 The anthropoid coffin thus became the visible indication that the person had been transformed into a 

divine being. The salts, oils, and resins that were used, in addition to their preservative qualities, were 

held to magically purify and regenerate the dead, and to make them like gods. See Taylor 1989, 24. 
22

 In most of the times, iconography establishes a complete identification between the mummy and the 

anthropoid coffin and normally it is impossible to differentiate the depictions of coffins from the 

depictions of mummies on tomb walls and papyri. In Ramesside tomb paintings, the coffin is shown with 

width and height as the living humans in the scene, suggesting that the coffin is purposely likened to the 

mummy itself in two-dimensional funerary art. Cooney 2007, 20. 
23

 Cooney 2007, 23. 
24

 Delvaux, Therasse 2015, 9. 
25

 Burial of Sebnesi, in Mace, Winlock 1916, Fig. 1. 
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coffin is always laid on its left side, facing the eye-panel depicted on the sides of the 

rectangular case and the sunrise.

Royal burials probably involved nested sets of rectangular coffins and an anthropoid 

coffin, positioned within a large stone sarcophagus
26

. Anthropoid coffins were shaped 

after the sah-archetype but a similar influence is also detected in the decoration of other 

objects, such as the funerary masks, the shabti figurines or even the canopic vases
27

, all 

of them conveying the idea of sacredness associated with mummification
28

. In Thebes,

during the Second Intermediate Period, only one coffin was used, normally of anthropoid 

shape. In the early 18
th

 Dynasty, for the first time it is attested the exclusive use of

anthropoid coffins in nested assemblages
29

. Royal burials of the 18
th 

Dynasty involved

up to three anthropoid containers, one sarcophagus and a variety of funerary canopies
30

,

shaped as per-wer or per-nw shrines. Private burials of the Theban elite tried to emulate 

this practice. The exquisite burials of Yuya and Tjuiu (KV 46), dating from the reign of 

Amenhotep III (1390-1352 BC), revealed funerary sets involving four wooden 

containers
31

. The outermost was shaped like a per-nw and the remaining three containers

were anthropoid in shape
32

.  Ideally,  the innermost coffin  was entirely gilded,  while the

other anthropoid containers were partially covered with gilded foil33. The burial

equipment of the ‘black’ type also included an openwork mummy-board featuring 

bands of texts
34

. 

The same nesting principle is used in miniature versions of these coffins. Examples are 

found in the Tomb of Tutankhamun (KV 62), where miniature ‘black’ coffins were used 

26
Any royal burial dating from the Middle Kingdom survived to our days. It is quite possible that 

anthropoid coffins first occurred in this context. See Roehrig 1988, 131. 
27

 Hayes 1953, fig. 210. Miniature versions of this object were used in the canopic jars (khebw en wt, 

literally ‘the jars of the wt’) that is, the jars belonging to the mummified body (Cooney 2007, 18). 
28

 “Material preserved from tombs of the Middle Kingdom makes it perfectly clear that the individual 

organs were regarded and treated as small ‘mummies’. They were anointed with preservative resins, 

wrapped in linen bandages, and either provided with miniature mummy masks or enclosed in jars of 

cartonnage, wood, or stone, with covers in the form of a portrait heads of the deceased – obvious 

counterparts of the anthropoid coffins in which bodies were placed. In spite of its cubical shape, the 

canopic, or visceral, chest in which the bandaged organs or the jars containing them were stored, was 

nothing more than a smaller replica of the rectangular outer coffin, with which it was always made to 

conform in type, construction, and decoration”, in Hayes 1953, 320-321 
29

 The burial of Merytamun involves two rishi coffins (Cairo Egyptian Museum), the outer one of 

gigantic proportions. 
30

 Such is the case of Tutankhamun (KV 62). See Reeves 1990, 100-109. 
31

 Jouguet 1930, Pl. I-XII. 
32

 Taylor 1989, 34. 
33

 The burials of Yuya and Tjuiu (KV 46) revealed that for high-ranking individuals sets of up to four 

coffins were available. The outermost was shaped like a shrine and mounted on wooden sledge runners, 

like the catafalques which were used to transport the mummy to the tomb. Taylor 1989, 34.  
34

 Mummy of Tjuiu and mummy of Yuya (KV 46). See mummy-board of Yuya, from KV 46 (Cairo 

Egyptian Museum) in Reeves, Wilkinson 1996, 177. 
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to bury the unborn children of the king. Most interestingly, these miniature coffin sets 

are also used to keep locks of hair
35

. In all these objects, gold foil is used as the

innermost layer in contact with the divine flesh. 

As we approach the 21
st
 Dynasty the nested burial assemblages used in the Theban

necropolis tend to be composed of anthropoid containers alone
36

. In these nested burial

assemblages, the outer anthropoid coffin was described by two different word 

compounds, wt aa, literally meaning the ‘large anthropoid coffin’ and men ankh, 

meaning ‘enduring of life’, thus similar to the expression neb ankh, ‘lord of life’. The 

inner anthropoid coffin was described by the expression wt sheri, translated as ‘small 

anthropoid coffin’
37

.

 ‘Yellow’ coffins are thus seen as a particular type of wt coffins, providing a nested set 

of wooden bodies that wrapped the mummy with symbolic and magical layers forming 

with it an inseparable unit, while at the same time integrated into their layout the 

symbolic scheme of a qerset rectangular coffin and the decorative repertoire of a tomb. 

This concentration of symbolic layers in one single type of object largely explains the 

levels of complexity achieved in the ‘yellow’ type. In the next chapter, we will examine 

how this process evolved. 

35
 A set of miniature coffins contained a lock of hair of Queen Tiye. See Reeves 1990, 168. 

36
 The burial assemblage of Merymes involved three nested ‘black’ type sarcophagi (British Museum, EA 

1001). The anthropoid sarcophagi of Ramses I (Cairo Egyptian Museum), carved when he was still vizier 

under Horemheb, were modelled after the ‘festive dress’ type and featured the deceased wearing the 

official garments of his rank, showing that nested assemblages were now formed using exclusively 

anthropoid coffins. Further evidence of this practice is found in contemporary shabtis. Modeled after the 

‘festive dress’ type these shabtis were enclosed within an anthropoid miniature coffin designed after the 

proto-‘yellow’ type. See model coffin and shabti of Amenmose (British Museum, EA 53892) in Friedman 

1998, 152. 
37

 Kathlyn Cooney states that coffins were referred to with these adjectives only to avoid confusion when 

a set of nesting wt coffins was purchased. When only one coffin was commissioned, the object was just 

called wt simply because there was no need for specification (Cooney 2007, 21). Ramesside tomb 

paintings depicting funerary rituals sometimes illustrate two coffins of equal size standing next to one 

another before the tomb (Cooney 2007, 20). The Tomb of Amenemimet (TT 277) shows two male coffins 

of identical size and type, probably indicating that a set of inner and outer coffins was meant, even though 

the artist provided no size perspective (D´Abbadie 1954, Pl. XII). 

18



CHAPTER I – EVOLUTION OF THE ANTHROPOID COFFINS 

The origins 

The remote origins of the anthropoid coffins can be already detected as early as the 6
th

Dynasty (2345-2181 BC) and consisted in the depiction of human eyes on the exterior 

of the rectangular coffins
38

. However, the first known predecessor of the anthropoid

coffins is only to be found in the burial of Queen Ashayet, wife of Mentuhotep II (2055-

2004 BC), consisting in a cartonnage ‘mask’ that had been expanded to form a full-

length case enclosing the whole body
39

.

During the 12
th

 Dynasty, wooden anthropoid coffins are for the first time attested in the

archaeological record. They were made from a single trunk of sycamore-tree, cut in two 

halves and hollowed out
40

. The interior of the coffin is covered with black pitch
41

.

Black pitch
42

, or even gold leaf
43

, is seldom found on the exterior, but most of the

coffins are covered with a layer of stucco and linen and simply painted white
44

.

Occasionally a brightly colored reticulated pattern imitating the bead girdle that 

wrapped the mummy is depicted
45

. The decoration of the coffin reproduces the magical

equipment of the mummy, such as the funerary mask, collars and binding bands.  

A great deal of attention is given to the headboard, which is a strict replica of the 

funerary mask. The face is often gilded, or painted black
46

, dark green or yellow. The

eyes are inlaid
47

 or painted
48

. A square kingly beard is the rule for men
49

. They also

38
The intimate connection between the anthropoid container and the eye-panel was kept during the 

Middle Kingdom, as the anthropoid coffin was laid within the case upon its left side so that, in this 

position, the eyes could look out through the eye-panel on the side of the rectangular coffin. Van Walsem 

2014, 13. See Coffin of Nebhotep (British Museum, 46629), in Taylor 1989, 15. A direct connection 

between the Giza mummies completely covered with gypsum separated from the flesh by only a few 

layers of linen, and the anthropoid coffins cannot be demonstrated (Van Walsem 1997, 27-28).  
39

 Hayes 1953, 310-311. Taylor 1989, 25. See also Bickerstaffe 2009, 26 and Van Walsem 1997, 27-28. 
40

 Some coffins combine two methods: The back was made from a single plank of hardwood, hollowed 

out inside, while the lid was built up of smaller pieces of wood. See Mace, Winlock 1916, 40. 
41

 Winlock 1916, 41. 
42

 Coffin of Nephthys (Metropolitan Museum of Art). Coffin of Hapyankhtify (Metropolitan Museum of 

Art). 
43

 Winlock 1916, 41. See also Hayes 1953, 310. 
44

 Coffin of Senebtisi. See also Taylor 1989, 24. Coffin of Userhat (Fitzwilliam Museum). 
45

 Coffins of Nakhtankh and Khnumnakht  (Tomb of the Two Brothers). 
46

 Coffin of Userhat (Fitzwilliam Museum). 
47

 Coffin of Hapyankhtify (Metropolitan Museum of Art). 
48

 Coffin of Userhat (Fitzwilliam Museum). 
49

 Coffin of Hapyankhtify (Metropolitan Museum of Art). Coffin of Khnumhotep (National Museums of 

Scotland). See also coffin of Userhat and the coffins of Nakhtankh and Khnumnakht  (Tomb of the Two 

Brothers).  



wear a nemes-headdress (or a khat-headdress), or a divine tripartite wig
50

. Striated wigs

are occasionally detected
51

.

The funerary mask, or tep en seshta, ‘head of mystery’, served as a substitute for the 

deceased’s own head and face, hidden under the wrappings
52

, but its magical role was

much wider in scope. Chapter 151 of the Book of the Dead (‘Spell for the head of 

mystery’) describes its powers:  

 Your right eye is the night barque, your left eye is the day barque, your eyebrows are the 

Ennead. The crown of your head is Anubis, the back of your head is Horus. Your fingers are 

Thoth, your lock of hair is Ptah-Sokar. You (the mask) are in front of (the deceased), he sees by 

means of you. (You) lead him to the goodly ways, you repel Seth’s band for him and cast his 

enemies under his feet for him in front of the Ennead in the great House of the Noble in 

Heliopolis. You take the goodly way to the presence of Horus, the lord of the nobles
53

.  

The text makes clear that the mask enabled the deceased to see and that it drove away 

his enemies but also emphasizes that through mummification the deceased had become 

wholly divine, a transformation expressed through the equation of all parts of the head 

with deities
54

.

Also related to the imagery of the funerary mask, is the depiction of the usekh-collar, 

displaying concentric bands with alternating colors and drop-beaded motifs in the outer 

band. Two types of terminals are detected in these early coffins: undecorated terminals 

with rounded borders
55

 or falcon-headed terminals
56

. Both types are attested in the

funerary collars found in contemporary mummies
57

. Great care is given to the depiction

of these collars, sometimes integrating real beads inlaid
58

. Other adornments or jewels

can be depicted such as the barrel-shaped seweret bead worn on the throat. The meaning 

50
 The tripartite wig is originally a divine attribute. It was not usurped by private individuals before the 6

th
 

Dynasty. The first private statues exhibiting this type of wig date from the Middle Kingdom and from 

then on tripartite wigs are the rule both for male and female coffins. See Van Walsem 1997, 109.  
51

 Coffin of Hapyankhtify (Metropolitan Museum of Art). 
52

 Hayes 1953: 310. 
53

 In Taylor 2010, 26. 
54

 Taylor 1989, 25. 
55

 Coffin of Userhat (Fitzwilliam Museum). 
56

 Hayes 1953, fig. 203. 
57

 Hayes 1953, fig. 198; Hayes 1953, fig. 199. See the collar of Neferuptah, dating from the reign of 

Amenemhat III in Hornung, Bryan 2002, 104. 
58

 Hayes 1953, 311. 
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of the floral collar
59

 is connected with the protection conferred by certain deities, such

as Horus, Nekhbet or Wadjet
60

.

Plain transverse bands, spaced at regular intervals, represent the outer binding which 

held the mummy wrappings in place
61

. A longitudinal band runs down the centre of the

lid, normally inscribed with an offering formula referring to the protection conferred by 

Nut, the sky goddess. This text is borrowed from the Pyramid Texts, where the goddess 

is beseeched to spread herself over the deceased in a gesture of protection:  

Oh, my mother Nut, spread yourself over me, so that I may be placed among the Imperishable 

Stars and may never die.
62

 

This inscription thus establishes a magical identification between the anthropoid coffin 

and the heavenly realm of Nut, where the deceased his begotten as Osiris in order to be 

reborn as the sun god. 

Rishi type 

Anthropoid coffins were used sporadically during the Middle Kingdom, but achieved a 

dominant status from the 17
th

 Dynasty (C.1580-1550 BC) onwards, especially in

Thebes
63

. Feathered (rishi) coffins appear in the archaeological record during the

Second Intermediate Period associated with the Theban ruling elite. Unlike the previous 

form of anthropoid coffins, they are always used as a single piece without association 

with an outer rectangular coffin
64

. Following this practice, the dead were no longer laid

on their left sides but placed on their backs
65

.

The coffin itself is roughly hewn out of sycamore logs. Only the feet, and sometimes the 

face, are dowelled separately to the lid
66

. The workmanship of these objects is mediocre

typically featuring crude, angular and wedge-shaped faces
67

. The use of a royal nemes-

59
 Hayes 1953, 310-311. 

60
 The magic role of these collars is suggested in the friezes of objects depicted on rectangular coffins 

dating from the same period. In these friezes, a wide range of objects is depicted such as mirrors, broad 

collars with counterpoises, bracelets, anklets, necklaces, kilts, linen cloth, scepters, staves, maces, bead 

aprons with tails, crooks, bows and many others (Hayes 1953, 314). The association of these deities to the 

collars is detected by the names given to some of these collars. See Winlock 1916, 65. 
61

 Taylor 1989, 24. See also Taylor 2010, 98. 
62

 Taylor 1989, 11. 
63

 Ikram, Dodson 1998, 193. 
64

 Miniaci 2011. 
65

 Grajetzki 2016, 46. 
66

 Van Walsem 1997, 28. 
67

 Hayes 1953, 29 -30. 

21



cloth is the rule
68

, usually decorated with feathered motifs. Occasionally hathoric
69

 or

tripartite wigs
70

 can be detected too.

On the chest, a new important feature was added: the motif of the winged deity (the 

vulture), outstretching its wings towards both sides of the lid
71

. This motif is sometimes

combined with the depiction of a cobra. The usekh-collar is now decorated with falcon-

headed terminals
72

.

The longitudinal band is inscribed with the offering formula
73

, normally addressed to

Osiris
74

 or, more rarely, to Ptah
75

. The name of the deceased is rarely included in this

text
76

. The longitudinal band is flanked by two long wings
77

.

The footboard is normally flattened, featuring concentric bands suggesting the shape of 

a mound
78

. On the other hand, on the crown of the head, a bird is sometimes found,

suggesting the rising of the deceased from the primordial mound, flying as a ba-bird
79

.

Sometimes the footboard is decorated with the jackal form of Anubis
80

. Occasionally,

the reverse side of the footboard bears the mourning goddesses, Isis and Nephthys
81

.

The case is decorated as an independent box
82

. Its monochromatic decoration contrasts

with the lavishly decorated lid
83

. On occasions, ritual scenes depicting the funerary

procession and the Opening of the Mouth ceremony are painted on the exterior walls of 

the case, thus forming the first known occurrences of these motifs in the decoration of 

anthropoid coffins
84

.

68
 Anonymous rishi coffin 1 (Metropolitan Museum of Art). 

69
 Anonymous rishi coffin 5 (Metropolitan Museum of Art). 

70
 Coffin of Taiuy (British Museum). 

71
 Anonymous rishi coffin 1 (Metropolitan Museum of Art) 

72
 Hayes 1953, fig. 13. Anonymous rishi coffin 2 (Metropolitan Museum of Art). 

73
 Sometimes this band is left uninscribed: Anonymous rishi coffin 1 (Metropolitan Museum of Art). 

74
 Anonymous rishi coffin 2 (Metropolitan Museum of Art). 

75
 Hayes 1953, 32. 

76
 Hayes 1953, 32. 

77
 Ikram, Dodson 1998, 193. 

78
 Anonymous rishi coffin 3 (Metropolitan Museum of Art), anonymous rishi coffin 4 (Metropolitan 

Museum of Art), anonymous rishi coffin 5 (Metropolitan Museum of Art), anonymous rishi coffin 8 

(British Museum), anonymous rishi coffin 9 (Museum of Fine Arts in Boston), anonymous rishi coffin 10 

(National Museums of Scotland), anonymous rishi coffin 11 (Staatliches Museum Ägyptischer Kunst in 

Munich), coffin of Sekhemre Heruhermaat Antef (Louvre Museum), coffin of Kamose (Cairo Egyptian 

Museum). 
79

 Anonymous rishi coffin 1 (Metropolitan Museum of Art). 
80

 Anonymous rishi coffin 7 (British Museum). 
81

Anonymous rishi coffin 9 (Museum of Fine Arts in Boston). See also anonymous rishi coffin 7 (British 

Museum). 
82

 Coffin of Taiuy (British Museum). 
83

 Coffin of Reri (Metropolitan Museum of Art). Anonymous rishi coffin 7 (British Museum). See Hayes 

1953, 29 -30. 
84

 Anonymous rishi coffin 6 (Metropolitan Museum of Art). 
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The religious meaning of these coffins is enormous as they depict the deceased as a 

human-headed ba-bird, while the anthropoid coffins from the Middle Kingdom 

represented the deceased as sah, i.e., a chthonian deity. This apparently new vision of 

the afterlife was probably borrowed from the royal coffins crafted during the 12
th

Dynasty
85

.

Another interpretation commonly accepted recognizes the feathered motifs depicted in 

these coffins as the wings of the vulture mother goddess embracing the deceased with 

her wings. This interpretation, however, overlooks the fact that anthropoid coffins 

provide an empowered alter ego for the deceased, usually as an Osirian god. Rishi 

coffins are not different in this respect, depicting the deceased as a ba-bird, a motif that 

would be more expected in royal burials, where the Pharaoh figured as a solarized god. 

Surely the idea of the protective embrace of the mother goddess also integrates the 

imaginary of these coffins but this concept is better expressed in the vulture depicted on 

the chest of the deceased.

The depiction of the deceased as a ba-bird in the Theban coffins from the Second 

Intermediate Period shows that royal solar beliefs were integrated into the traditional 

vision of the Osirian hereafter. Comparison with contemporary funerary masks shows 

the same concerns. Here the head is rendered on a much smaller scale than the mask 

itself, originating oddly unbalanced objects
86

. However, the examination of these 

objects clearly shows that a human-headed raptor is depicted instead of the head of the 

deceased, revealing that he is here depicted as a ba. These objects thus stand as the 

first documented attempts to depict this important anthropological concept and 

because of that, we are still far from the conventions that will be established from the 

18
th

 Dynasty onwards
87

. However, it is clear the divine nature of these depictions
88

.

85
 In Roehrig 1988, 131. 

86
 Cairo Egyptian Museum (JE 45629). See Ikram, Dodson 1998, 169. See also the Rishi mummy mask 

(World Museum in Liverpool, M 11020) 
87

 The divine wig, which will be an important attribute of the ba-bird from the 18
th

 Dynasty onwards is 

still absent from these depictions. 
88

 The object kept in the Cairo Egyptian Museum (JE 45629) is gilded showing a divine beard. See Ikram, 

Dodson 1998, 169. See also the Rishi mummy mask (World Museum in Liverpool, M 11020) where the 

ba-bird is fully depicted as a raptor with the human face added. This composition results from the 

aspective character of iconographic representations where different manifestations of the same being are 

juxtaposed in the same image. In this regard see the well-known statue of Khafre in the Cairo Egyptian 

Museum (JE 10062), with the pharaoh depicted both in human shape and in avian form, as an 

embodiment of Horus. These objects are also interesting in the way they show the close association 

between the anthropoid coffin and the funerary mask. If previously, the anthropoid coffin could be seen 

as an extension of the funerary mask, here we can see the funerary mask as a ‘reduction’ of the 

anthropoid coffin. 
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Royal rishi coffins 

In the royal tombs of Dra Abu el-Naga, dating from the 17
th

 Dynasty, splendid gilded

coffins were uncovered
89

. In these objects, the feathered pattern is incised on the wood

and entirely covered with gold leaf. The treatment of the faces presents much better 

quality in royal artefacts
90

, frequently presenting inlaid eyes
91

, an iaret-cobra over the

front
92

 and divine beards. It is likely that these objects had been crafted after the royal

models from the Middle Kingdom, which have not survived to our days
93

.

The quality of craftsmanship of these objects is increasingly better as we approach the 

18
th

 Dynasty. The coffin of Ah-hotep, in particular, is an accomplished masterpiece of

this type, already announcing some of the developments that will follow, such as the 

subtle rendering of anatomic details. The kneecaps and legs are carved, and the nipples 

are suggested by the decoration of the hathoric wig. The vulture headdress is for the first 

time attested in these royal coffins
94

, as in the coffin of Sat-Djehuti
95

.

The military exploits of Ahmose and his successor transformed the once modest lineage 

of Theban rulers into the sovereigns of a world power
96

 and this is obviously reflected

in the royal funerary practices. The gilded foil is first selectively applied over certain 

details
97

 but its use was extended and eventually covered the object entirely.

From the New Kingdom onwards, the rishi type became an exclusive royal prerogative 

and in this context alone it is used down to the Third Intermediate Period. During the 

18
th

 Dynasty, a new feathered pattern is introduced in royal coffins. Instead of the large

wings outstretched along the lid, the body is now entirely sheathed in plumage, back 

and front, rather as if the deceased were dressed in an enveloping garment of feathers
98

.

Two different sections are now fully visible, each one decorated with a distinct 

89
Coffin of Nubkheperra Antef (British Museum), coffin of Sekhemre-Wepmaat Antef (Louvre 

Museum), coffin of Ah-hotep (Cairo Egyptian Museum). 
90

 Coffin of Kamose (Egyptian Museum in Cairo). coffin of Sekhemre-Heruhermaat Antef VII (Louvre 

Museum). 
91

Coffin of Sekhemre-Wepmaat Antef (Louvre Museum), coffin of Ah-hotep (Egyptian Museum in 

Cairo), coffin of Taa II (Egyptian Museum in Cairo), coffin of Nubkheperra Antef (British Museum). 
92

 Coffin of Ah-hotep (Egyptian Museum in Cairo), coffin of Taa II (Egyptian Museum in Cairo), coffin 

of Sekhemre-Wepmaat Antef (Louvre Museum), coffin of Sekhemre-Heruher-Maat Antef VII. 
93

 From the New Kingdom onwards, the rishi type becomes restricted to the royal use which seems to 

suggest the royal origin of this type of coffin. In Roehrig 1988, 131. 
94

 Miniaci 2011, 30, 136-138. 
95

 Coffin of Sat-Djehuti (fragment) - Staatliches Museum Ägyptischer Kunst in Munich. In the coffin of 

Puhorsenbu (Metropolitan Museum of Art) a vulture is depicted over the front of the deceased, but 

probably not willing to depict the royal headdress.  
96

 Taylor 2016a, 49. 
97

 Anonymous rishi coffin 10 (National Museums of Scotland). 
98

 Taylor 1989, 28. 
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feathered pattern
99

: the shoulders and the torso are covered with overlapping rows of 

small scale-like feathers, while long feathers cover the legs – the two zones representing 

the upper and lower sections of a falcon’s plumage
100

. On occasions, the lower section 

is decorated with winged goddesses (Isis and Nephthys) flanking the central 

longitudinal band
101

.

Headdresses include the usual nemes-cloth for kings or hathoric wigs for royal 

women
102

. However, elaborate tripartite wigs decorated with feathered motifs are also 

attested for queens
103

, as well as the vulture headdress
104

.

Another important innovation introduced in royal rishi coffins is the depiction of the 

hands and crossed forearms
105

. This innovation is seen for the first time in the gigantic 

coffins of Ahmose-Nefertari and Merytamun
106

. The depiction of the fists is visibly 

related to the use of regalia, the scepters heka and nekhakha for the kings
107

 and 

flowers
108

 or ankh-signs
109

 for the queens
110

. The adoption of this pose by royal coffins 

thus defines the kingly status of its owner rather than his Osirian identity, as it is often 

understood.  

The cross-arms pose seems to have been borrowed from royal colossi, such as those that 

stood before the cliffs of Deir-el-Bahari, in the funerary temples of Hatshepsut and 

Mentuhotep II, as it is accurately pointed out by Dylan Bickerstaffe:  

although the cross-arms pose seems to have nothing to do with Osiris, the name ‘Osiride’ has 

been applied to the type of colossal royal statue with arms crossed in this manner, either dressed 

in a kilt with an elaborate crown as though alive, or apparently swathed and ‘mummification’ as 

though dead. This pose is related to the authority of the king. The colossal Osiride statues of the 

99
 Outer coffin of Merytamun (Cairo Egyptian Museum). 

100
 Taylor 1989, 28. 

101
 Inner sarcophagus of Tutankhamun (Cairo Egyptian Museum). 

102
 Inner coffin of Merytamun (Cairo Egyptian Museum). 

103
 Coffin of Ahmose-Nefertari (Cairo Egyptian Museum), outer coffin of Merytamun (Cairo Egyptian 

Museum). 
104

 Inner coffin of Merytamun (Cairo Egyptian Museum). 
105

Sometimes the upper section alone works as the lid of the entire coffin, thus presenting a full 

independence from the rest of the coffin (outer coffin of Ahmose-Nefertari). Because the form of the 

coffin imitated a wrapped mummy, no arms were depicted on the first anthropoid coffins. This trend 

continued into the Second Intermediate Period and royal coffins of the 17
th

 Dynasty from Thebes 

continued to be ‘arm-less’. Bickerstaffe 2009, 27. 
106

 Taylor 1989, 30. 
107

 Tutankhamun’s burial assemblage (Cairo Egyptian Museum). Coffin of Psusennes I (Cairo Egyptian 

Museum). 
108

 Outer coffin of Merytamun (Cairo Egyptian Museum). 
109

 Outer coffin of Ahmose-Nefertari (Cairo Egyptian Museum). 
110

 Exceptionally this feature is attested without an explicit political reading. Anonymous rishi coffin 12 

(Metropolitan Museum of Art). 
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New Kingdom appear to predate the assumption of the cross-arms pose by Osiris, and it is really 

only the mummiform Osiride statues that bear a superficial resemblance to the god.
111

  

During the reign of Akhenaten, ceremonial wigs featuring braiding motifs carved in the 

round were introduced
112

 resulting from a new vision of the afterlife where the deceased 

did not resurrect as Osiris but continued to live in an earthly like dimension
113

 where he 

is ritually engaged in the cult of the sun. 

‘White’ type 

In the beginning of the 18
th

 Dynasty (1550-1295 BC), a new model of anthropoid coffin

emerges in the Theban necropolis, the so-called ‘white’ type, which was specifically 

designed to be used by commoners. 

It is not uncommon to find reused rishi coffins in this category
114

 but workshop

practices evolved in order to make a better use of the wood. Instead of using entire tree 

logs, these coffins are now constructed with wooden planks assembled together with 

increasingly sophisticated methods
115

.

The decoration of the ‘white’ coffins returns to the scheme of decoration used during 

the Middle Kingdom, depicting the deceased as a sah
116

. The tripartite wig becomes the

typical headdress
117

, being used as a divine attribute
118

. It features striate decoration

(alternating yellow and black stripes)
119

 or uniformly blue hair
120

. The lappets of the

wig are decorated with yellow terminals
121

.

The face is shaped with slender proportions, painted yellow to suggest gold
122

 or

covered with gilded foil
123

. Inlaid eyes are rarely found
124

. The ears are always depicted

111
 Bickerstaffe 2009, 19. 

112
 Anonymous royal coffin from KV 55 (Cairo Egyptian Museum). 

113
 Taylor 2016a, 55. 

114
 Coffin of Ahmose, son of Nakht (Metropolitan Museum of Art), coffin of Nubnen (National Museum 

in Warsaw). These objects are easily detected by the technique of construction – they are hewn out of logs 

- and the angular faces. Moreover, the coffin of Nubnen displays the hathoric wig, which is a typical

feature in rishi coffins.
115

 Taylor 2016b, 181. 
116

 Taylor 2016a, 50. 
117

 Van Walsem 1997, 109. 
118

 Van Walsem 1997, 109. 
119

 Coffin of Madja (Louvre Museum), Coffin of Ah-hotep Tanedjemet (Metropolitan Museum of Art),  
120

 Coffin of Ahmose, son of Nakht (Metropolitan Museum of Art). 
121

 Coffin of Ramose (Metropolitan Museum of Art), Coffin of Hatnefer (Metropolitan Museum of Art). 
122

 Hayes 1953, 72. 
123

 Coffin of Ramose (Metropolitan Museum of Art). 
124

 Coffin of Wadjshemsisu (Princeton Art Museum). 
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regardless of the gender of the coffin’s owner. A curled beard – an exceptional attribute 

in previous coffins – is for the first time included in male coffins
125

.

The floral collar with falcon-headed terminals is the most prominent feature depicted on 

the lid. The depiction of the sacred vulture on the chest is rare
126

, as well as fists
127

. The

longitudinal band – inscribed with the offering formula - is now associated with the 

transversal bands which, for the first time, became fully inscribed with short texts 

referring to the protection granted by the Sons of Horus and other deities
128

. These 

inscriptions run down the sides of the case, as the columns of texts inscribed on 

rectangular coffins
 129

. Similarly, the wedjat-eye
130

 is introduced on the sides, following 

the layout observed in rectangular coffins
131

.

Perhaps even more important is the introduction of scenes on the sides of the case, 

featuring earthly events, such as the funerary procession
132

 or mourning rituals
133

. The 

lid, on the other hand, is decorated with vignettes featuring deities, such as Anubis
134

 or 

mourning goddesses
135

. This scheme suggests that the lid was now connected with the 

heavenly divine realm, while the case became associated with the earthly profane 

sphere
136

. Perhaps under the growing influence of the rectangular coffins, the choice of 

subjects became eventually restricted to deities, thus paving the way for creating 

the scheme typically used in the ‘black’ type
137

.

125
 Coffin of Ahmose, son of Nakht (Metropolitan Museum of Art). Coffin of Wadjshemsisu (Princeton 

Art Museum). 
126

 The vultures typically found on the chest of the rishi coffins are kept even if the object was updated 

according to the scheme of decoration of the ‘white’ type. Coffin of Ahmose, son of Nakht (Metropolitan 

Museum of Art) and coffin of Nubnen (National Museum in Warsaw). 
127

 The coffin of Puia (Museo Egizio in Turin) is a remarkable exception, also showing the forearms. This 

is to our knowledge the earliest occurrence of this motif in private coffins. 
128

 Anonymous ‘white’ coffin (Metropolitan Museum of Art), coffin of Ramose (Metropolitan Museum 

of Art). See Hayes 1935, Pl. XVIII-XX. 
129

 Taylor 2016c, 215. 
130

 Coffin of Ahmose, son of Nakht (Metropolitan Museum of Art), Coffin of Madja (Louvre Museum). 
131

 It was now usual that one eye was painted on each long side (rather than two on the left side as it was 

the usual practice in the Middle Kingdom rectangular coffins), a response to the position of the dead on 

their backs introduced with the rishi coffins (Grajetzki 2016, 46). 
132

 Coffin of Madja (Louvre Museum). 
133

 Coffin of Ahmose, son of Nakht (Metropolitan Museum of Art) 
134

 Coffin of Madja (Louvre Museum). 
135

 Coffin of Nubnen (National Museum in Warsaw). 
136

 These scenes are transversally aligned with the sides of the case. Coffin of Ahmose, son of Nakht 

(Metropolitan Museum of Art). Coffin of Madja (Louvre Museum). 
137

 This scheme is also detected on contemporary terracotta coffins. See Delvaux, Therasse 2015, 53-57. 
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This is exactly what we observe in the coffin of Ah-hotep Tanedjemet. The sides are 

decorated with the four Sons of Horus
138

. On the lid, the winged goddess Nut is depicted

standing with upraised hands (Plate 1)139
, emulating the decoration of the ceilings from 

the Theban funerary chambers, as it can be seen in the Tomb of Djehuty (TT 11) in Dra 

Abu el-Naga. This motif establishes a magical equation between the ceiling of the burial 

chamber and the lid, both seen as the embodiment of the heavenly goddess
140

. In this

way, the symbolic reading of the lid as the ‘sky’ or the ‘ceiling’ of the anthropoid coffin 

became clearer than ever before. This exceptional object already shows that by 

integrating the scheme of decoration of the rectangular coffins, anthropoid coffins 

started to include motifs deriving from the repertoire of tomb decoration. 

‘Black’ type 

The first attested ‘black’ coffins date from the reign of Hatshepsut-Thutmose III (1473-

1458 BC). From then on the color of the background changed from white to black
141

,

with the hieroglyphic bands and iconographic motifs covered with gold foil or painted 

in yellow (imitating gold). The ‘black’ corpus includes objects with exquisite levels of 

craftsmanship
142

, often featuring kneecaps, shinbones and the contour of the legs and

buttocks
143

. Beards are rare
144

 as well as other gender-markers
145

: the use of clenched

fists, an innovation first detected on royal rishi coffins, is progressively introduced in 

the repertoire of the ‘black’ type
146

.  They are depicted crossed over the chest protruding

through the floral-collar, regardless of the sex of the deceased. Sometimes they hold 

djed or tyet-amulets
147

.

138
 They are depicted in fully human shape in the Coffin of Coffin of Ah-hotep Tanedjemet (Metropolitan 

Museum of Art) and in the Coffin of Puia (Museo Egizio in Turin), but they can also figure in 

mummiform guise (anonymous coffin, Rosicrucian Museum). 
139

 Coffin of Ah-hotep Tanedjemet (Metropolitan Museum of Art). 
140

Coffin of Henutudjebu (Washington University Gallery of Art). Inner sarcophagus of Merymes 

(British Museum). 
141

 Exceptionally, instead of resin, silver-leaf was used as the contrasting element. Middle coffin of Yuya 

(KV 46). 
142

 Taylor 1989, 34. 
143

 Van Walsem 2014a, 16. See burial assemblages of Yuya and Tjuiu (Cairo Egyptian Museum), coffin 

set of Kha (Egyptian Museum in Turin), inner coffin of Maherpra (Cairo Egyptian Museum, CG 4219). 
144

 Fragment from the coffin of Amenhotep (Myers Museum), gilded inner coffin of Maherpra (Cairo 

Egyptian Museum). On anthropoid sarcophagi, this attribute is more often found: outer and inner 

sarcophagi of Merymes (British Museum), reused anthropoid sarcophagi of Psusennes I (Cairo Egyptian 

Museum), sarcophagus (Elephantine Museum). 
145

 Van Walsem 1997, 29. 
146

 Outer and middle coffins of Yuya (Cairo Egyptian Museum), outer coffin of Tjuiu (Cairo Egyptian 

Museum), burial assemblage of Maherpra (Cairo Egyptian Museum), inner coffin of Kha (Museo Egizio 

in Turin).  
147

 Van Walsem 1997, 29. Taylor 1997, 30. 
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Other coffins, however, show no difference with the ‘white’ type in terms of the 

structural work and seem to have been carved exactly in the same way
148

.

The headboard displays striated wigs with the lappets decorated with yellow terminals. 

The striated pattern continues onto the case
149

. The floral collar is decorated with

terminals featuring a lotus flower or a falcon’s head
150

. The use of a central marker on

the chest is for the first time witnessed, usually consisting of a heart amulet
151

 or a

naophoric pectoral featuring the solar scarab
152

.

On the abdomen, it is clear the difference between earlier objects, which bear the 

depiction of a vulture
153

, and later ones featuring the winged goddess Nut
154

. This figure

provides an illustration of the longitudinal band of text, where the goddess is addressed 

to place the deceased among the Imperishable Stars. Both the winged deity and the 

longitudinal inscription allude to the protective role of the lid as the embodiment of the 

heavenly-goddess
155

. It is noteworthy that this winged figure combines the human

depiction of Nut with the avian manifestation of the goddess formerly featured as a 

vulture in rishi coffins
156

. Two other goddesses are included in the decoration of the lid:

the underside of the footboard receives the image of Isis, and the crown of the 

148
 Coffin of Kent (Museo Egizio in Florence), coffin of Nebtaui (Museo Egizio in Florence). Coffins like 

these may have been crafted following the ‘white’ type and later on (re)painted after the ‘black’ type. A 

similar phenomenon is detected in the ‘white’ type, with many objects showing a structural work typical 

of the rishi coffins.  
149

 Van Walsem 1997, 29. This rule is observed even on sarcophagi. See sarcophagus of Psusennes I 

(Cairo Egyptian Museum). 
150

 These motifs are borrowed from the decoration of the actual usekh-collars that were used in the 

wrappings of the mummies. See collar with falcon-headed terminals, (Michael Carlos Museum, 

2001.15.1), collar with lotus-shaped terminals (Michael Carlos Museum, 2001.9.1). See Lacovara, Trope 

2001, 62. 
151

 The heart amulet seems to have played an important role as it figures on a significant number of 

coffins dating from the reigns of Amenhotep II and Thutmose IV: coffin of Amenhotep (Myers Museum), 

inner coffin of Maherpra (Cairo Egyptian Museum), sarcophagus (Elephantine Museum). 
152

 Inner coffin of Tjuiu (Cairo Egyptian Museum). 
153

 Coffin of Kent (Museo Egizio in Florence), coffin of Amenemope (Roemer and Pelizaeus Museum), 

coffin of Mahu (Pushkin State Museum of Fine Arts), anonymous ‘black’ coffin 1 (Museum of Fine Arts 

in Boston), anonymous ‘black’ coffin 2 (British Museum), coffin of Nubenusekhet (Musée d'Archéologie 

Méditerranéenne de Marseille) 
154

 Coffin of Henutudjebu (Washington University Gallery of Art), coffin of Tentamentet (British 

Museum), burial assemblages of Yuya and Tjuiu (Cairo Egyptian Museum). 
155

 Coffin of Henutudjebu (Washington University Gallery of Art), inner sarcophagus of Merymes 

(British Museum). 
156

 Van Walsem 1997, 29. At first, Nut is depicted in standing position with upraised hands and a vulture 

flying above her. Eventually, these motifs were fused into one single image featuring the mother goddess 

squatted with outstretched wings. In our corpus, this motif is first attested on the anthropoid coffin of 

Tjuiu (KV 46). 
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headboard is decorated with Nephthys. Both are depicted rejoicing with their arms 

upraised
157

.

A pair of wedjat–eyes figures now on the left shoulder of the lid
158

. This motif migrated

from the sides of the case and stays as a faint reminder of the eye-panel that used to 

decorate the left side of rectangular coffins
159

.

Four transverse bands of inscription spring from either side of the longitudinal band, 

running down the sides
160

. The texts and images depicted on the sides refer to the

positions of gods escorting the deceased:  

- The four corners of the coffin are watched over by the Sons of Horus: Imsety

and Hapy paired on either side of the shoulders, Duamutef and Qebehsenuef

flanking the legs;

- The middle of the sides is associated with the primeval cosmic divinities, Shu

and Tefnut, and their offspring, Geb and again Nut
161

;

- The footboard depicts one or two djed-pillars
162

, or even a composition

involving tjet-signs and djed-pillars
163

.

This scheme is drawn from the vignette of Chapter 151 of the Book of the Dead, 

showing these divinities grouped around the mummy to protect the deceased from Seth 

and assure his resurrection
164

. The scheme of decoration of the ‘black’ type thus

served to establish a magically protective environment around the mummy
165

, 

recreating the symbolic features of this vignette to emphasize the identification between 

Osiris and the dead
166

.

This decorative scheme is completed by two figures of the god Thoth located on each 

side alluding to Chapter 161 of the Book of the Dead, which refers to the triumph of the 

157
 Occasionally, the lid receives further decoration such as the figure of Anubis in jackal form, the 

wedjat-eye or the mourning goddesses. See anonymous ‘black’ coffin (British Museum). 
158

 Coffin of Tentamentet (British Museum), coffin of Henutudjebu (Washington University Gallery), 

coffin of Mahu (Pushkin State Museum of Fine Arts). 
159

 Van Walsem 1997, 29. 
160

 This grid pattern of text bands was borrowed from the decoration of rectangular coffins but the older 

concept which had linked the coffin with ideas of the house or tomb was no longer so influential (Taylor 

2016a, 51). 
161

 Hayes 1959, 70-71. 
162

 Coffin of Mahu (Pushkin State Museum of Fine Arts). 
163

 Coffin of Henutudjebu (Washington University Gallery of Art). 
164

 Taylor 2016a, 52. 
165

 Taylor 2010, 98. 
166

 Taylor 1989, 9-10. 
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sun god Re over his enemy Apophis and to the opening of the sky by Thoth enabling the 

sun god to ascend to the heavens
167

.

From the symbolic point of view, ‘black’ coffins fully accomplished the fusion between 

the anthropoid coffin depicting the deceased as a sah and the rectangular coffin, a 

process already in motion in the ‘white’ type. The importance of this fusion in the 

creation of the ‘black’ type is detected in the iconographic repertoire of the Book of the 

Dead. Contemporary vignettes of Chapter 17 (Plate 2) show a rather strange association 

between a black per-nw coffer and a yellow human face heading the composition
168

,

suggesting the depiction of the ‘black’ coffin exactly as it was conceived from the 

symbolical standpoint: a magical container embodying both the deified deceased and his 

protective environment.  

Regarding the color scheme adopted in these coffins, it probably derives exactly from 

the association with rectangular coffins as these objects had long been decorated with 

black resin and gilded foil
169

. As John Taylor points out, in the symbolic language of

color, black represents the fertile silt from which vegetation sprang, naturally with a 

strong association with Osiris who was precisely described as ‘the black one’
170

. The

‘black’ type thus emerges as further stressing the osirification of the anthropoid coffin 

and therefore its sacredness. 

However, archaeological evidence suggests that the application of the black resin only 

took place in the tomb
171

, perhaps with ritual significance. In these circumstances, the

dark color of the background would only the visible during the funerary rites 

themselves. We should note that this procedure would only be possible when gilded foil 

was used
172

, otherwise all the painted decoration would disappear under the dark

pitch
173

. From this hypothesis results that the black color would be ideally achieved

only after the performance of the appropriate rituals. This dynamic view of the ‘black’ 

type helps us to understand the continuum observed between coffins partially gilded 

167
 Taylor 2016a, 53. 

168
 Dublin Papyrus (Trinity College Library, Inv N 161). The vignette sometimes occurs in the interior 

decoration of the coffin. See Zivie 1979, Pl. 29. 
169

 Coffin set of Nebseni. See  Mace, Winlock 1916, Pl. XVII. 
170

 Taylor 2016a, 51. 
171

 The middle coffin of Maherpra was left without resin because, due to some manufacturing error, the 

coffin turned out to be smaller than the inner case. See Ikram, Dodson 1998, 211. 
172

 The varnish was added after the gilded foil had been applied since in some places it overrans the edges 

of the gilded features. In Taylor 2016b, 182. 
173

 Clearly, this procedure was not used in the coffins of Kent and Nebtaui (Museo Egizio in Florence), or 

in the coffin of Tentamentet (British Museum). On gilded coffins, such as those of Henutudjebu 

(Washington University Gallery) or on the coffin of Mahu (Pushkin State Museum of Fine Arts) this 

could have happened, as the gilded decoration would be easily cleaned up.  
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(thus almost completely covered by dark pitch) and coffins entirely gilded. One could 

say that ‘gilded coffins’ would be a proper expression to describe these objects included 

in the ‘black’ type, as all of them are, or pretend to be, gilded in different degree and 

extension. The application of gleaming black pitch might be related to an important 

funerary ritual often illustrated in contemporary Theban tombs, depicting the lustration 

of the deceased
174

. This lustration ceremonial had important solar significance and was 

performed after royal archetypes (Plate 7). Surely the subject deserves a deeper 

inquiry but the royal background of this ritual might help to understand the boldness 

it achieved in coffin decoration.  

Royal archetypes are indeed implicit in nested assemblages, where the use of gold foil is 

increasingly more extensive as we approach the mummy, suggesting several stages of a 

transformation towards complete illumination, i.e., identification with the sunlight. The 

innermost object, completely gilded, suggested the full identification of the deceased 

with the sun god begotten by Nut
175

 and symbolized solar immortality
176

.

The ‘black’ type is attested not only at Thebes but also in the Memphite necropolis
177

and at Nubian sites, becoming something like a ‘national’ style
178

. The success of the 

‘black’ type is detected even in the decoration of anthropoid sarcophagi. The first 

attested occurrence is found in the Theban tomb of Merymes (TT 383), the powerful 

governor of Kush during the reign of Amenhotep III. His nested funerary assemblage 

included three outstanding anthropoid sarcophagi, designed after the ‘black’ type
179

. 

Sarcophagi designed with this layout have also been found in Sakara and were still 

being used as late as the 19
th

 Dynasty
180

.

‘Festive dress’ type 

During the late 18
th

 Dynasty, an important innovation is documented in coffin

decoration. The anthropoid sarcophagus of Ramses I (1295-1294 BC), carved when he 

was still a vizier under the King Horemheb makes use of an odd combination of 

174
 See, for example, the scenes depicted in the Tomb of Sennefer (TT 96), the Tomb of Ramose (TT 55) 

and the Tomb of Userhat (TT 51), showing the importance of this subject during a long span of time. See 

Sousa 2011, Pl. 74-76. 
175

 Taylor 2010, 98. 
176

 Van Walsem 1997, 110. Sometimes the face is also covered with black resin, but that circumstance is 

highly exceptional, such as in Coffin E found in KV 63. See Sousa 2014b, 202. 
177

 Coffin of Tauret (Imhotep Museum). 
178

 Taylor 2016b, 181. 
179

 Funerary shrines of Yuya and Tjuiu (KV 46). 
180

Sarcophagus of Pahemnetjer (British Museum), sarcophagus of Hori (Ägyptisches Museum und 

Papyrus Sammlung in Berlin). 
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features
181

. The deceased wears the tripartite wig, typical of his status as a sah, a divine

being but, instead of the mummy-like appearance, the lid fully depicts Ramses as a 

living, wearing his ceremonial costume as vizier, with his arms displayed along the 

body and the feet crudely carved in the round
182

. Oddly enough, the layout of the sides

is fully designed after the ‘black’ type, featuring the usual figures of the four Sons of 

Horus and Thoth alternating with bands of text
183

.

A similar scheme is detected in wooden coffins dating from the early 19
th

 Dynasty

(1295-1186 BC). The lid is decorated with a life-size image of the deceased wearing the 

so-called ‘every-day dress’. Actually, these garments are ceremonial and have 

connotations with the divine festivals of Amun. Men wear a white linen kilt and a long 

tunic; they have a short beard and the hands are laid on the thighs
184

 or crossed on the

chest
185

. Women wear an elaborately pleated dress; one hand is held by the side and the

other flexed across the breast
186

. Both sexes wear heavy wigs. Those of women have

straight masses of hair brought forward over both shoulders, held together with 

horizontal binding bands
187

. They wear earrings, and her nipples are suggested with the

depiction of rosacea. The type of wig worn by men consisted of two lateral flaps of hair 

swept backwards to the shoulders
188

. In both cases, the texture of the hair is carved in

relief, with the individual tresses carefully rendered. Ears are no longer included in the 

deceased’s ‘portrait’ as they remain hidden under the heavy masses of hair
189

.

181
 Inner sarcophagus of Ramses I (Cairo Egyptian Museum). 

182
 The four Sons of Horus displayed on the intervening panels of the lid were probably added on a later 

moment, as this layout is witnessed in the proto-‘yellow’ type alone. 
183

 This sarcophagus was later buried in Medinet Habu but was found without a mummy. However, it is 

clear that a secondary decoration was added on the lid, consisting in the addition of the four Sons of 

Horus, a pattern otherwise common on proto-‘yellow’ coffins.  
184

 Funerary plank of Khay (Musées royaux d´Art et d´Histoire in Brussels), anonymous ‘festive dress’ 

funerary plank 2 (Nationalmuseet in Copenhagen), anonymous ‘festive dress’ funerary plank 3 (Brooklyn 

Museum of Art), anonymous ‘festive dress’ funerary plank 4 (Museo Egizio in Florence). 
185

 Coffin of Amenemhat (Metropolitan Museum of Art), funerary plank of Piay (Cairo Egyptian 

Museum). 
186

 Coffin of Aset (Cairo Egyptian Museum), funerary plank of Iyneferty (Metropolitan Museum of Art), 

funerary plank of Tamakhet (Ägyptisches Museum und Papyrus Sammlung in Berlin), coffin of 

Weretwahset (Brooklyn Museum), coffin of Henutwati (Louvre Museum), anonymous ‘festive dress’ 

funerary plank 1 (Michael Carlos Museum in Atlanta). 
187

 Coffin of Isis (TT 1), funerary plank of Iyneferty (TT 1), funerary plank of Tamakhet (TT 1), coffin of 

Weretwahset (Brooklyn Museum), coffin of Henutwati (Louvre Museum).  
188

 Taylor 1989, 35. Coffin set of Sennedjem (TT 1), inner coffin of Khonsu (TT 1). 
189

 The anonymous ‘festive dress’ funerary plank 1 (Michael Carlos Museum in Atlanta) presents a 

noticeable exception, displaying ears.  
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This life-sized depiction of the deceased is found either as an independent funerary 

plank
190

 or as the lid of the coffin
191

. These objects depict the deceased as a justified 

god, thus exactly in the same way that he/she is figured in tomb decoration, being able 

to go forth by day or moving freely in the netherworld
192

. The origins of this type of 

coffins are obscure but it is possible that the ‘festive dress’ type may have been created 

during the Amarna Period (1352-1336 BC). In fact, we know that royal rishi coffins 

dating from this period introduced for the first time the representation of ceremonial 

wigs depicted in naturalistic fashion as they were worn by the living in divine 

festivals
193

. Evidence of this practice can be found in the rishi coffin found in KV 55, 

reused by a member of the royal family. In the same tomb, canopic vases were found 

with their lids displaying the same layout, which is consistent with the usual practice of 

shaping these objects after the same model used in the coffin
194

. 

Although so far unattested in archaeological records, it is possible that a similar design 

was used in private contexts. Tomb decoration in Amarna clearly depicts the deceased 

wearing festive wig and garments, lying on a funerary bear, with the arms lying 

alongside the body (Plate 4). What we generally interpret as the depiction of the corpse

itself may, in fact, represent the current type of coffin, the ‘festive dress’ type. This new 

type of coffin would thus have been entirely shaped after the living image of the 

deceased, which is consistent with the Amarnian concepts regarding the afterlife, 

expected to be continued with the earthly life in eternal interaction with the life-

giving powers of the sun god
195

.

This would have been the short-lived apex of the maximal anthropomorphisation of the 

coffin
196

. After the Amarna Period, the traditional Osirian archetype was back in favour. 

A few examples are known of ‘black’ coffins dating from the late 18
th

 Dynasty
197

 but 

the most important examples are the sarcophagi of an unknown man reused for 

190
 Funerary plank of Khay (Musées royaux d´Art et d´Histoire in Brussels), funerary plank of Sennedjem 

(TT 1). 
191

 Coffin of Weretwahset (Brooklyn Museum), coffin of Aset (Cairo Egyptian Museum). 
192

 It can be argued that these representations of the deceased as a living are representations of the akh. 

See Taylor 2016a, 57. However, when these depictions occur in tomb decoration the deceased is simply 

referred to as a mae kheru, a justified god.  
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 Anonymous royal coffin from KV 55 (Cairo Egyptian Museum). 
194

 Canopic jar (Egyptian Museum in Cairo, JE 39637). See Saleh, Sourouzian 1987, 171. 
195

 This paradoxical fashion for representing the dead as living people also influenced the design of 

shabtis (Taylor 1989, 39). See also Taylor 2016a, 55. 
196

 Van Walsem 1997, 359. 
197

 Coffins from the embalming cache KV 63. See Sousa 2014b. 
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Psusennes I and another one preserved in the Museum of Elephantine, both dating from 

the reign of Tutankhamun or Horemheb.  

Despite this attempt to return to the traditional model, the Amarnian revolutionary 

model did not fall into complete oblivion. On the contrary, attempts to integrate the 

‘festive dress’ type into the Osirian scheme of decoration proved to play a decisive role 

in the subsequent evolution of coffin decoration.  

These attempts consisted in the juxtaposition of both models in one single coffin, 

resulting in hybrid objects with the lid following the layout of the ‘festive dress’ type 

and the sides designed after the ‘black’ type
198

. This fact alone had lasting consequences 

as from then on, the lid and the case became formally independent and decorated as two 

separate pieces. For the first time, the unity between the lid and the case was broken. 

Another lasting legacy of these coffins consisted in the adoption of gender distinction. 

From then on, anthropoid coffins would always define its owner as a male or female 

deity, a practice that would persist until Greco-Roman times. 

Perhaps the most distinctive feature introduced by the ‘festive dress’ type is the 

polychrome decoration covered by shiny yellowish varnish. Thereafter the black 

background only seldom is seen
199

. The gilded decoration is first suggested by yellow 

paint, but soon a new technique would be used instead, consisting of varnish to stabilize 

the pigments and give the yellowish glow. This varnish consists of pistacia resin, a 

substance also used as incense in temple ritual, which conferred the gleaming yellow 

color, a godlike radiance, to the deceased
200

. The examination of the coffins displaying 

yellow background shows that its original color was white
201

. The varnish would

turn them yellowish which from the magical standpoint would literally ‘make divine’ 

the gilded flesh of the deceased
202

. However, besides the yellowish tone, varnish also

had the advantage of adding gleaming light, without hiding the pictorial work, as 

black pitch did. This is a very important aspect as, in order to be used during the 

funerary rites, black pitch required the use of gilded foil, otherwise would cover the 

decoration underneath. Coffins that did not use gilded foil had to be ‘ready’ when 

leaving the workshop and that prevented the reenactment of the ritual of giving 

198
Coffin of Aset (Cairo Egyptian Museum), sarcophagus of Ramses (Cairo Egyptian Museum), 

sarcophagus of Nia (Louvre Museum). 
199

 Coffin set of Ipuy (Museo Egizio in Florence). 
200

 Taylor 2016a, 57. 
201

 Loring 2012. This process is clear in objects where varnish was selectively applied on particular motifs 

and not extensively all over the object. See mummy-cover of Tabasety (Museum of Ancient Art and 

Archaeology in Aarhus) and mummy-cover of Hori (Kestner Museum). 
202

 Incense’s designation in Egyptian is senetjer, ‘that which makes divine’. In Taylor 2016a, 57. 
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gleaming light to the coffin, which was probably a very important step of the funerary 

ritual.  

The varnish was thus used as a substitute for black pitch as it was compatible with a 

relatively cheap work of decoration and, more importantly, it could be added during the 

rituals themselves. In the ‘yellow’ corpus the evidence of the selective use of varnish 

abounds, especially in inner objects such as the mummy-covers, where sometimes only 

the inscriptions and the deities are covered with varnish
203

.

The ‘festive dress’ coffins provide the first attempts to use varnish to finish off the 

decoration. The sides are completely varnished but the lids are selectively coated: only 

the skin, wig, collar and other adornments are covered with varnish
204

.

We certainly could not witness the outstanding development in coffin decoration from 

the Ramesside Period (1295-1069 BC) onwards without this technical (or perhaps better 

said, ‘alchemical’) innovation. The use of varnish allowed the development of the 

pictorial work and it is deeply embedded in the magical search for solarization of the 

funerary equipment. The result is the coffin literally showing the deceased as a deity 

irradiating sunlight.  

These innovations are consistent with a new color scheme introduced in the so-called 

‘monochromatic tombs’ of Deir el-Medina (Plate 9), all of them dating from the early 

19
th

 Dynasty:

 Tomb of Khabekhnet (TT 2)
205

;

 Tomb of Penbuy (TT 10)
 206

;

 Tomb of Khawy (TT 214)
 207

;

 Tomb of Paneb (TT 211)
 208

;

 Tomb of Neferabu (TT 5)
209

;

 Tomb of Nebenmaat (TT 219)
210

;

 Tomb of Nakhtamun (TT 335).

203
 Mummy-cover of Tabasety (Museum of Ancient Art and Archaeology in Aarhus). 

204
 This is probably the reason behind the reddish color shown in the coloration of the skin in this corpus 

of coffins. 
205

 Bruyère 1952. 
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 Bruyère 1952. 
207

 Bruyère 1952. 
208

 Bruyère 1952. 
209

 Vandier 1935. 
210

 Maystre 1936. 
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In these tombs, the burial chambers are decorated with scenes outlined in black against 

a white background and summarily painted in yellow. It is unclear the meaning 

underlying to this scheme of tomb decoration but it was meaningful enough to be 

included in the decoration of the Tomb of Nefertari (QV 66), where it is used in the 

decoration of small shrines. The gleaming effect that results from the selective 

use of yellow reminds the use of varnish on coffins and it is quite possible that both 

coffin and tomb decoration evolved under the same magical concerns.  Contemporary 

shabtis, mummiform
211

 or carved after the ‘festive dress’ type
212

, show further

evidence that might be helpful to understand this iconographic trend, as they often 

bear the inscription sehedj Osiris N. (‘To make shine the Osiris N.’) sometimes using 

the sun disk as determinative (N 8 in Gardiner’s list) pointing out to the 

solarization of the Osirian afterlife and depicting the deceased as a solarized god. 

Illumination and radiance were thus sought as the ultimate expression of a glorious 

afterlife and the gleaming coating provided to the funerary equipment expressed this 

pursuit of light. One of the funerary figurines of Sennedjem provides an interesting 

testimony of these beliefs, depicting the deceased wearing a ceremonial dress, entirely 

covered in varnish
213

. An inscription runs vertically down Sennedjem’s kilt. The text 

reads: ‘Everything which goes forth upon the offering table of Amun in Ipet-Sut, for the 

Ka of Sennedjem, justified, happy in peace’
214

.

The formula fully expresses the ideal afterlife inherent in the ‘festive dress’ type, which 

was seen as an eternal engagement of the deceased in the sacred festivals performed in 

the Temple of Karnak, with all the pleasant outcomes resulting from this blissful 

experience. 

Proto-‘yellow’ type 

In the transition to the Ramesside Period, no major changes are to be recorded on the 

sides of the boxes
215

, but the lid returns again to the mummiform shape, creating what

can be called the ‘proto-yellow’ type. The lid is now arranged in five distinct sections 

(the headboard, the upper section, the central panel, the lower section and the 

211
 Shabti of Khabekhnet, from TT 1. See Hornung, Bryan 2002, 143. 

212
 Shabti of Sunur. See Taylor, 2001, 123. 

213
 Cairo Egyptian Museum (JE 27221). In Hornung, Bryan 2002, 144. 

214
 Hornung, Bryan 2002, 144. 

215
 The layout basically keeps reproducing the same scheme observed on the ‘black’ type but the 

floorboard is now flattened. 
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footboard). This innovative arrangement allowed these sections to evolve 

independently and from then on they are decorated with a repertoire of their own:

- Headboard – Most of the female Ramesside coffins keep displaying the

fashionable wigs used by the living. The festive wig
216

 is still seen in male

coffins, but the tripartite wig
217

 becomes progressively more prevalent. In both

cases, the skin is colored red, in association with sunlight.

- Upper section – The torso is delimited by the contour of the forearms. Men

have clenched fists, sometimes holding religious emblems
218

, while women are

always depicted with open hands. The depiction of breasts, introduced with the

‘festive dress’ type is kept. These will remain important gender-markers in the

‘yellow’ type. On the chest, naophoric pectorals are often shown
219

;

- Central panel – Typically, only the winged goddess figures in the tableau (Fig.

21), but the latest examples already include the naophoric pectoral (Fig. 22);

- Lower section – The lower section displays two longitudinal partitions. These

panels flank the central hieroglyphic band. They can remain undecorated or

provided with vignettes. These scenes are arranged longitudinally but the gods

are always depicted centripetally, thus facing inwards
220

.

- Footboard – A tripartite panel is formed showing the mourning goddesses

displayed in reversed direction.

Despite this formal arrangement, the layout of the lid in the proto-‘yellow’ corpus is 

highly unstable, as craftsmen were keenly engaged in pursuing the integration of the 

‘festive dress’ type into the traditional Osirian scheme. The design of these coffins is 

highly experimental, often originating unique objects. The analysis of this corpus 

reveals, step by step, the creation of new features which, later on, will be incorporated 

in the ‘yellow’ type.  

This process of integration was clearly focused on two conflicting objects, the funerary 

plank depicting the deceased as a living
221

 and the openwork mummy-boards that were

216
 Inner coffin of Ipuy (Museo Egizio in Florence), coffin of Sennedjem (TT 1), inner coffin of Khonsu 

(TT 1). 
217

 Outer coffin of Khonsu (TT 1). 
218

 Coffin of Sennedjem (TT 1). coffin of Paherypedet (DB 320). 
219

 These pectorals are depicted in an increasingly lower position, eventually ending up associated with 

the central panel. 
220

 Coffin of Katabet (British Museum), coffin set of Henutmehyt (British Museum), 
221

 Funerary cover of Khay (Musées royaux d´Art et d´Histoire in Brussels), funerary plank of Sennedjem 

(TT 1). 
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used together with the ‘black’ coffins
222

. The proto-‘yellow’ type united these two 

competing objects, creating two separate pieces. The funerary mask absorbed the 

layout of the ‘festive dress’ plank
223

, featuring the ceremonial wig, the forearms of

the deceased and festive garments
224

, while the openwork mummy-board included

the winged goddess and the network of inscriptions with funerary gods depicted 

in the intervening panels
225

.

The synthesis achieved in these objects had a powerful impact on the layout of the lid. 

The Ramesside coffin set of Ipuy
226

, now in Museo Egizio in Florence, reveals an 

interesting combination of features. The background is black and the face and fists of 

the two lids are gilded. However, the face of the inner lid is oddly painted over in red, 

clearly showing that this was a ‘black’ coffin set reused and recycled according to the 

new Ramesside layout. The lower section of the inner lid displays a central longitudinal 

band of text and two others arranged along the edges. This arrangement is designed 

after the usual layout of the contemporary mummy-boards. The outer lid builds upon 

this scheme introducing vignettes with the four Sons of Horus in the intervening panels 

between the inscriptions. Unlike the ‘black’ type, these scenes are arranged 

longitudinally, which again results from the layout of the mummy-boards
227

. 

Surprisingly enough, the synthesis obtained with the creation of two complementary 

objects to cover the mummy was followed by further elaboration. The scenes carved in 

openwork in the intervening panels started to include the deceased clad in festive 

garments, exactly as he/she is depicted on the life-sized funerary planks. These scenes 

have a bold significance as they document, for the very first time, the integration of the 

deceased in the iconographic program of the coffin.  

222
 These objects displayed a network of inscribed bands that used to adorn royal mummies. See mummy-

trappings of Tutankhamun (Cairo Egyptian Museum, 60673) in Reeves 1990, 112 (Plate 4). See also 

Ikram, Dodson 1998, 171. 
223

 Clearly, this type of funerary mask was designed as a shorter version of the ‘festive dress’ cover. 

Mummy-board of Henutmehyt (British Museum). Mummy-board of Ram (Hermitage Museum). 
224

 As they are carved in openwork, the background of the iconographic tableaux is the linen straps of the 

mummy itself. Mummy-board of Tamutneferet (Louvre Museum). Mummy-board of Henutmehyt 

(British Museum). 
225

 During the 18
th

 Dynasty these scenes only included the four Sons of Horus. See Mummy-board of 

Tjuiu, from KV 46 (Cairo Egyptian Museum, CG 5101 I) in Ikram, Dodson 1998, 171. Later on, during 

the Ramesside Period, these deities will become a standard feature of mummy-boards: Mummy-board of 

Takayt (Die Städtische Galerie Liebieghaus). Mummy-board of Henutmehyt (British Museum). 

Fragments of the mummy-board of Pendenit (British Museum). 
226

 Museo Egizio in Florence. 
227

 However, the use of black resin became increasingly applied on the interior walls, as we can witness in 

the coffin set of Tamutneferet, following the usual practice in the gilded coffins dating from the 18
th

 

Dynasty. 
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The coffin set of Tamutneferet is a good example of this early use of ritual scenes in the 

decoration of the burial assemblage
228

. The mummy-board decorated in openwork 

shows scenes featuring the deceased before the gods of the underworld, while both lids 

of Tamutneferet’s coffins only show bands of inscriptions. Despite its misleading 

simplicity, this exquisite coffin set clearly shows that scenes depicting the deceased 

were first rendered in the secrecy of the mummy-board, the innermost object of the 

coffin set. 

New experimental solutions gradually expanded the use of these motifs to the other 

objects of the burial assemblage. The undisturbed tomb of Sennedjem (TT 1), royal 

artisan during the reign of Seti I, contained the burial assemblages of his family 

spanning from several generations, providing the most important funerary corpus to 

understand this phenomenon
229

.

In the coffin set of Sennedjem, some of the features typically observed in ‘black’ 

coffins, such as the effigy of Nephthys depicted at the crown of the head, are still 

detected. As to the case, no major changes are to be recorded on the sides, which 

basically keep reproducing the same scheme observed in the gilded versions of the 

‘black’ type.  

The burial assemblage of Sennedjem includes a life-sized funerary plank featuring the 

deceased in festive dress, exactly in the same way he is depicted in the wall paintings of 

his tomb, i.e., as a justified god. Sennedjem thus figures in his burial 

assemblage as a justified god, ready to carry out all the ritual actions illustrated in the 

wall paintings of his burial chamber. This magical link between Sennedjem’s funerary 

equipment and the decoration of his burial chamber may have triggered a phenomenon 

that would change completely the subsequent evolution of coffin decoration. This 

phenomenon consisted in the ‘download’ of iconographic repertoire from tomb 

decoration to the burial equipment. In fact, from then on, the scenes featuring the 

deceased formerly used in tomb decoration alone would be included in the repertoire of 

coffin decoration. The coffin of Sennedjem offers some of the first attested occurrences 

of this kind: two scenes painted on the footboard, depicting the deceased before the tree-

goddess. This might  be  seen  as  a  minor  step  but  in  fact, represents a

228
 Coffin set of Tamutneferet (Louvre Museum). 

229
 Sennedjem was the son of Khabekhnet and Tahenu, whose tomb (TT 2) was next to his. He was 

married to Iyneferty and they had at least ten children, most of them were buried in Sennedjem’s tomb. 

Sennedjem was ‘servant in the place of truth’, referring to work in the royal tombs and the Valley of the 

Kings. See Hornung, Bryan 2002, 144. 
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breakthrough as it shows that a link was firmly established between the decoration of 

the coffin and the vast pictorial resources used on tomb walls.  

The other burial sets found in the Tomb of Sennedjem show how quickly the diffusion 

of these scenes in coffin decoration took place. In the coffin set of Sennedjem’s wife, 

Iyneferty, vignettes featuring the deceased cover not only the footboard but the entire 

lower section, making use of a wide variety of scenes notoriously akin with the 

repertoire of scenes featured in the funerary chamber of her own tomb
230

.

Both burial assemblages of Iyneferty and Sennedjem include funerary planks carved 

with life-sized images of the deceased wearing festive garments. However, the coffin set 

of Khonsu, their son, no longer includes this type of object. Both the outer coffin
231

 and 

the inner coffin
232

 display an extensive repertoire of vignettes arranged in two 

longitudinal partitions. A similar layout is also detected in the funerary canopy of 

Khonsu
233

. The lid of this object emulates the vaulted ceiling of his own funerary 

chamber (TT 1). The logical conclusion is that anthropoid coffins, funerary canopy and 

burial chamber all share a similar layout revolving around the celebration of the 

hereafter as an eternal interaction with the gods.  

These burial assemblages make clear that, in less than one generation, the layout of the 

lid was completely transformed. The sharp contrast between the parsimonious coffin set 

of Sennedjem and those of his wife and son fully shows that the concepts introduced 

with the ‘festive dress’ type opened coffin decoration to the exploration of the 

iconographic resources previously used in tomb decoration only. This was the key to the 

tremendous success achieved by the emerging model of coffins which were entirely 

decorated with miniature scenes featuring the deceased in (ritual) interaction with the 

gods of the netherworld. These scenes clearly empowered the deceased and enhanced 

his/her godlike status.  

Including the deceased in the repertoire of coffin decoration had a deep impact in terms 

of the symbolism associated with coffins. The repertoire of the ‘black’ type recreated 

230
 The scenes show Iyneferty and her sons Khonsu and Ramose engaged in cult scenes. Iyneferty is also 

depicted as a mummy lying on a bier having its mouth ceremonially ‘opened’ by Anubis and as a human-

headed ba-bird drinking from a stream of water poured out by the tree-goddess. See Hayes 1953, 416. 
231

 Anubis, Isis and Nephthys, Khonsu worshiping Osiris, and, on the footboard, a tree goddess pouring 

out water for the ba-birds of Khonsu and his wife, Tamaket. See Hayes 1953, 417. 
232

 Eight panels feature the deceased and his wife kneeling in adoration below the seated figures of Osiris, 

Anubis, Isis and Nephthys. On the footboard, the solar disk is seen supported by the arms of the sky 

goddess Nut and by the sun god Khepri. See Hayes 1953, 417. 
233

 Egyptian Museum in Cairo (JE 27302/CG 47745). See Hornung, Bryan 2002, 151-153. See also coffin 

of Paherypedet (DB 320). 
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the assembly of gods escorting Osiris in his burial chamber and in this context the 

deceased is completely identified with Osiris lying on his bear, thus playing a passive 

role. The inclusion of the deceased in the repertoire of the proto-‘yellow’ type shows a 

new vision of the afterlife as an eternal interaction with the gods. The coffin is now seen 

as an extension of the tomb unfolding before the deceased the netherworld itself, which 

of course supposes his/her active interaction with its divine dwellers. The elaborate 

pictorial program set up in the proto-‘yellow’ type thus evolved as a narrative extension 

of the ‘festive garment’ type, profusely illustrating the rituals that would be performed 

by the deceased in the hereafter. While doing so, coffin decoration absorbed the 

repertoire of tomb decoration. In other words, it was the anthropomorphisation of the 

coffin that would give rise to the process of its architectonisation, which would be the 

defining feature of the ‘yellow’ coffins. 

The inspiration for this phenomenon may have been provided by royal sarcophagi. The 

famous alabaster anthropoid sarcophagus of Seti I is entirely decorated with scenes 

taken from the Book of the Amduat, which were previously used in the decoration of 

the royal funerary chambers. This is one of the earliest occurrences of the explicit use of 

the repertoire of royal tombs in the decoration of anthropoid sarcophagi. As the lid of 

this important sarcophagus is missing, we are not able to know how the missing object 

looked like. The rounded format of the case suggests that it was shaped after the rishi 

type, with the contour of the nemes-headdress clearly visible. And yet, with its 

extensive depiction of the landscapes of the Duat featuring the nightly journey of the 

sun, this sarcophagus may well have been the prototype for the new type of decoration 

witnessed in the tomb of his servant, Sennedjem (TT 1). In this respect, it is interesting 

to look at the second sarcophagus of Seti’grandson, Merenptah. As Seti’s 

sarcophagus, this was also decorated with extracts from the Amduat and the Book of the 

Gates
234

 but the lid shows an elaborate version of the proto-‘yellow’ type observed in 

private coffins, suggesting that the prototype for these objects may have derived from 

the royal circles
235

.

234
 Reeves, Wilkinson 1996, 149. See the full nested assemblage of sarcophagi in Ikram, Dodson 1998, 

262.9. The third sarcophagus of Merenptah, found in Tanis, also revealed conspicuous features resulting 

from the ‘contamination’ of royal tomb decoration, such as the frontal effigy of the goddess Nut featured 

on the interior side of the lid. 
235

A similar scheme is found in the sarcophagus prepared for Tauheret and usurped by 

Amenherkhepeshef found in KV 13. See Reeves, Wilkinson 1996, 154. 
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‘Yellow’ type 

The previous examination revealed that Ramesside developments on coffin decoration 

revolved around the integration of the ‘festive dress’ type in the traditional Osirian 

scheme. This integration was first attempted by simply juxtaposing both models in the 

two halves of the coffin, with the lid carved after the ‘festive dress’ type and the box 

designed with the traditional Osirian layout. Further developments were achieved by 

designing a new type of mask featuring the ‘festive dress’ type and combining them 

with openwork mummy-boards. These innovative achievements progressed further on 

with the deceased himself ending up included in the decoration of the mummy-boards, 

which eventually shaped the layout of the lid.  

By the end of the 20
th

 Dynasty (1186-1069 BC), two new decisive inputs were

eventually added resulting in the creation of the ‘yellow’ type. These consisted in the 

depiction of the deceased on the sides of the case and in the creation of the mummy-

cover.  

The latter aspect is of crucial importance and resulted from the fusion of the mummy-

board with the funerary mask in one single object
236

. The mummy-cover thus associated

two radically distinct magical purposes. The defensive role of the funerary mask was 

addressed outwards, projecting the image of the deceased as a living god, while the 

mummy-board was addressed inwards, to the mummy itself, where the Osirian 

regeneration took place under the protection of the four Sons of Horus and Nut. 

The merging of the two objects resulted in the elaboration of a new layout. Once 

established, the layout of the mummy-cover shaped the design of the lid. In a way, the 

‘yellow’ type as a whole resulted from the synthesis achieved in this new artefact and 

not the other way around, as it is usually admitted. It is not by chance that, once created, 

the mummy-cover became the defining object of the ‘yellow’ type. Not surprisingly, 

when a new model of coffins emerged, in the beginning of the 22
nd

 Dynasty (945-715

BC), the mummy-cover disappeared from the archaeological record too. 

The ‘yellow’ type displays a very stable set of key-features, creating ‘autonomous’ 

pictorial areas, each one having an unprecedented degree of iconographic autonomy. 

Moreover, these features are combined in a global layout, forming a carefully planned 

‘topography’: 

236
 The first known examples of this type of object presents a strongly innovative layout, with the 

background painted white or red. Fragment of a mummy-cover (Musées royaux d´Art et d´Histoire in 

Brussels). See also Ikram, Dodson 1998, 173 (fig. 205). 
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- Headboard – On the lid, this area includes the head and the wig, while on the

case, it is composed of a tripartite panel;

- Upper section – On the lid this section is delimited by the contour of the

forearms or the floral collar. On the case this section is decorated as a whole

scene, where the deceased is depicted as a ba-bird or in human shape witnessing

to important mysteries of the underworld
237

;

- Central panel – This tableau only figure on the lid and it is specific from the

‘yellow’ type. The panel has at least two registers and illustrates the rebirth of

the sun god under the protection of his heavenly mother as well as his

mysterious union with Osiris that takes place in the Duat
238

;

- Lower section – On the lid, the lower section displays two or three longitudinal

partitions. In the ‘yellow’ type the gods are always centrifugally oriented, unlike

the deceased who faces inwards
239

. On the case, the lower section is normally

decorated with a succession of smaller vignettes showing the deceased before a

variety of shrines;

- Footboard –  On the lid, the vignettes are depicted in reversed direction and

they are consistently associated with mourning rituals. On the case, this area is

seldom decorated.

It is noteworthy the formal independence of the lid and the case as the transversal bands 

of inscriptions on the lid do not continue on the case
240

.  This rupture is even

highlighted by the introduction of friezes adorning the upper edge of the side walls, a 

novelty of the ‘yellow’ type. 

Another important aspect regarding the ‘yellow’ type is the interior decoration. The 

edges of the case are normally painted yellow as if creating a boundary of light between 

the interior and the outside world. Unlike most coffins dating from previous periods, 

which were undecorated or simply covered with black pitch, ‘yellow’ coffins have 

lavishly colored interiors with the figures painted against the reddish background. The 

237
 This scene can be displayed on a single vignette or composed by two vignettes. 

238
 During the 21

st
 Dynasty, the decoration of the central panel became increasingly complex. In the most 

elaborate objects, it achieved a high degree of complexity with a variable number of registers. Its 

dimensions are highly variable and, in the most extreme examples, it may cover the entire surface of the 

lid below the upper section. 
239

 Note that this scheme is first introduced on mummy-boards. 
240

 Taylor, 1989: p. 39 
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interior of the case also reveals an architectonic layout suggesting the interior decoration 

of a shrine: 

- Headboard – Features a winged deity, normally the ba-bird, protecting the head 

of the mummy. It is the ‘ceiling’ of the ‘shrine’; 

- Sides – The decoration involves several registers suggesting the side-walls of a 

shrine; 

- Floorboard – Large iconographic composition arranged in several registers 

including three registers, the largest of which is the central one consisting in a 

goddess, a mummiform god or a djed-pillar. This section is decorated as the rear 

wall of a shrine.  This composition is sometimes doubled with a scene painted or 

outlined on the underside of the mummy-cover/lid
241

.

- Footboard – normally undecorated, it is seen as the ground of the shrine. 

Seldom it features cryptographic compositions; 

Each of these sections was provided with its own repertoire of symbols, transforming 

the coffin itself into a topographic object, divided into different symbolic zones
242

. The

‘yellow’ type is thus consistent with the view of the coffin as a ‘building’
243

,  i.e., a

heterogeneous and multidimensional object in which decoration serves the purpose of 

creating several ‘places’ within the object. In this way, ‘yellow’ coffins display a 

symbolic ‘topography’ composed of spatial units or ‘sections’, each one displaying a 

well-established set of key-features and governed by its own principles of 

composition
244

.

241
 These motifs, however, are not part of the iconographic repertoire of the mummy-cover/lid integrating 

the scheme of decoration supposed to protect the interior of the case. 
242

 This process known as the architectonisation of coffin decoration is rooted in the deep change of 

patterns that affected the Theban necropolis. From the Ramesside Period onwards the increasing scarcity 

of material resources led to a deep decline of tomb commission. See Cooney 2011, 3-44. This scheme of 

decoration of the ‘yellow’ thus reflects a wider process that transformed coffins into a miniature ‘replica’ 

of the tomb. This trend would find its ultimate development in the stola-corpus. See Van Walsem 1997, 

359. 
243

 See Van Walsem 1997, 358-359. 
244

 It is important to stress that the identification of these areas is the result of the preliminary observation 

of formal and decorative patterns. Each section corresponds to an objective area, formally individualized 

from the others and clearly displaying a distinctive pattern of decoration which is consistently found in 

other objects. 
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Topography of a ‘yellow’ coffin 
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CHAPTER II – HEAD OF MYSTERY: THE HEADBOARD 

The headboard provides a heavily idealized ‘portrait’ of the deceased depicted as a god, 

normally wearing a divine tripartite wig adorned with a headband. Most of the gender-

markers are concentrated in this area, such as ears/earrings, beard, terminals/binding 

bands of the lappets.  

FACE 

Style and dating 

High-quality coffins display well-proportioned faces, with the lips carved in a 

naturalistic manner and the eyes smoothly treated
245

. More often the faces present, in

different degrees, some crudeness of proportions
246

, a style which becomes increasingly

dominant towards the end of the dynasty.  

Formal features 

The faces are painted yellow
247

, but occasional use of gold can be detected both in the

burials from DB 320 and from the Tomb of the Priests of Amun (Bab el-Gasus). The 

use of gilded foil on the face is consistent with its use on the hands too, thus clearly 

suggesting that gold is used to depict the deceased as an illuminated god, irradiating 

sunlight from his own body. With few exceptions
248

, most of the gilded coffins have

been plundered in Antiquity. As a result of that, their faces, hands or breasts have been 

ripped out
249

. Occasionally, the skin is red, a feature that seems to be reminiscent from

of color scheme used in the ‘festive dress’ type
250

.

The eyes are carved but the use of inlaid-stone eyes is exceptional
251

. The cosmetic lines

are painted black, as well as the eyebrows. The iris is black, painted against the white
252

245
A.33 (inner coffin), A.52 (outer and inner coffin), A.131 (outer coffin), A.149 (outer coffin), coffin set

of Tabakmut (Metropolitan Museum of Art). 
246

A.10 (outer coffin), A.105 (outer coffin).
247

Few exceptions are known such as A.149 (outer coffin). Coffin set of Khonsu (TT 1).
248

Outer coffin of Masaharta (DB 320), outer coffin of Maatkare (DB 320), mummy-cover of Pinedjem II

(DB 320) and coffin set of Hori (A.143, inner coffin). Coffin set of Tamutneferet (Louvre Museum). 
249

 Coffin of Nedjemet (DB 320), inner coffin Masaharta (DB 320), inner coffin and mummy-cover 

Maatkare (DB 320), inner coffin and mummy-cover Nesikhonsu (DB 320). A.142 (outer coffin, inner 

coffin and mummy-cover), A.147 (outer coffin and mummy-cover), A.151.  
250

 Mummy-cover of Hori (Kestner Museum), mummy-cover of Panebmontu (Louvre Museum). 
251

 Coffin of Nedjemet (DB 320), inner coffin of Tabakmut (Metropolitan Museum of Art). 
252

A.114 (outer coffin, inner coffin and mummy-cover), A.115 (inner coffin).



or yellow background. It is interesting to point out that sometimes the eyes are painted 

without observing the previous sculptural work, a feature often found in later objects
253

. 

The anatomical details are outlined in red. This is particularly frequent in the following

details: 

- The eyelid is suggested with a thin red line traced between the eye and the

eyebrow
254

;

- The nostrils are outlined in red, especially when the sculptural work is not deep

enough
255

;

- The ears are depicted but only in male coffins (Fig. 6; Fig. 10). Regardless of the

quality of the sculptural work, the details of the ears are always outlined red
256

.

- The throat is normally decorated with a double horizontal line depicting creases

(Fig. 6; Fig. 8; Fig. 13)
257

. This feature might have been used as a sign of

aging
258

.

- The naturalistic rendering of the lips is exceptional
259

 and in most of the objects,

the lips are crudely carved (Fig. 12; Fig. 13; Fig. 15)
260

. The lips are normally

outlined in red
261

. Shadowy effects are created with small circles painted in the

corners of the mouth (Fig. 8)
262

. Very exceptionally, the lips are decorated with

a striped pattern in red to suggest the use of cosmetics (Cover figure)
263

.

Female coffins, wear polychrome domed earrings (Figs. 9; Fig. 13; Fig. 14). Yellow or 

gilded, they are often decorated with rosettes (Chrysanthemum or Chamomilla) similar 

to those depicted on the breasts and on the floral collar, normally displaying seven or 

253
A.4 (coffin), A.27 (mummy-cover).

254
A.27 (mummy-cover), A.91 (inner coffin), A.149 (inner coffin).

255
Outer coffin of Henut-taui (Metropolitan Museum of Art), coffin of Anresenmes (Metropolitan

Museum of Art), A.19 (mummy-cover). Compare with coffin of Hori (Museo Egizio in Turin). 
256

A.29 (mummy-cover), A.68 (coffin, mummy-cover).
257

Coffin of Nesyamun (Leeds City Museum), coffin set of Henut-taui (Metropolitan Museum of Art).

A.68 (coffin, mummy-cover), A.87 (mummy-cover), A.93 (coffin).
258

 Van Walsem  2014b, 288-289. This feature was introduced during the reign of Amenhotep III. 
259

 Inner coffin of Tabakmut (Metropolitan Museum of Art). A.87 (mummy-cover), A.123 (inner coffin), 

A.149 (outer coffin).
260

A.27 (coffin, mummy-cover), A.97 (inner coffin, mummy-cover). Mummy-cover (Michael Carlos

Museum). 
261

A.27 (mummy-cover), A.47 (coffin). Outer coffin of Henut-taui (Metropolitan Museum of Art), outer

coffin of Butehamun (Museo Egizio in Turin). 
262

A.22 (coffin), A.136 (inner coffin).
263

A.136 (inner coffin).
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eight petals. They are crafted separately and attached to the headboard but occasionally 

they are painted directly on the flattened surface of the wig (Fig. 8)
264

.

Black straps painted along the face of a man depict a short beard
265

, normally used

together with the long curled divine beard (Fig. 10)
266

. These are carved separately and

attached to the chin. Occasionally, they are carefully decorated with incisions 

suggesting braiding motifs
267

 but in most of the times this effect is achieved by simply

outlining these marks in yellow
268

. Short squared beards are used occasionally
269

,

especially on mummy-covers
270

. Royal beards – long and squared – are very

exceptional
271

.

WIG 

Style and dating 

During the late 20
th

 Dynasty, wigs still display the naturalistic outlook typical of the

‘festive dress’ type, with a great care given to the braiding motifs, carved in relief
272

. By

the early 21
st
 Dynasty the use of braiding motifs is kept in the decoration of divine

tripartite wigs
273

, but stylized versions became more common, displaying different

patterns of decoration.  

Formal features  

The wig is heavily decorated with gender-markers
274

. On male coffins (Fig. 10, Plate 

28), the lappets display terminals (yellow or gold)
275

, while floral bindings adorn the 

lappets  of  female  coffins (Fig. 9)
276

.  In exceptional occurrences, both features might

264
 Gasse 1996, pl. XXIII. This is often an evidence of a reused coffin, as in A.22, a male coffin recycled 

for a female burial. 
265

 A.23 (outer coffin), A.55 (outer coffin, inner coffin and mummy-cover), A.108 (inner coffin). 
266

 A.55 (coffin set), A.56, A.131 (outer coffin). 
267

 Inner coffin of Butehamun (Museo Egizio in Turin). 
268

 A.93 (coffin), A.114 (inner coffin). Coffin (Los Angeles County Museum of Art). 
269

 Coffin of Hori (Museo Egizio in Turin). 
270

 Mummy-cover of Pinedjem II (DB 320). Mummy-cover of Khonsuhotep (Rijksmuseum van 

Oudheden in Leiden). Mummy-cover Nesipaherentahat (Kunsthistorisches Museum). See also Goff 1979, 

92. 
271

 A.99 (outer coffin). 
272

 Mummy-cover of Khaemopet (Collection Harris), coffin set of Nesyamun (Leeds City Museum) 

mummy-cover of Panebmontu (Louvre Museum). 
273

 Outer coffin of Butehamun (Museo Egizio in Tutin), mummy-cover of Hori (Kestner Museum), coffin 

of Hori (Museu Nacional in Rio de Janeiro), coffin of Amenemhat (Museo Archeologico Nacional in 

Madrid). 
274

 Goff 1979, 92. 
275

 A.68 (coffin and mummy-cover). Coffin set (Los Angeles County Museum of Art), coffin of 

Yutefamun (Metropolitan Museum of Art). 
276

 See coffin set of Maatkare (DB 320). A.52. 
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be used together, normally by women of high-rank
277

. The floral bindings are 

decorated with the same patterns used in the decoration of the collars and headband.

These bindings may display a single horizontal band (more common in earlier coffins – 

Fig. 7) or several bands (more usual in later coffins – Fig. 9). Very exceptionally the 

bindings are decorated with elaborate vignettes
278

 or liminal elements
279

.

Several types of wigs can be detected (Fig. 2):  

- Braided wigs. Braiding motifs carved in relief can still be found in the ‘yellow’

corpus, normally associated with objects dating from the late 20
th

 Dynasty (Fig.

2, nº 1). The occurrence of braided wigs during the 21
st
 Dynasty is very

exceptional and it is consistently associated with high elite burials
280

.

- Plain blue wigs. This type is observed both in male and female coffins from the

beginning of the 21
st
 Dynasty onwards (Fig. 2, nº 3). Plain blue lappets (without

bindings or terminals) are uncommon
281

. Female coffins may have further

decoration, such as large tresses flanking the face
282

 or flowers
283

.

- Striped wigs. Alternating black and yellow stripes are typically found in male

coffins (Fig. 2, nº 2). This pattern derives from earlier models dating back from

the 18
th

 Dynasty (‘black’ coffins). Yellow terminals and the so-called ‘crown of

justification’ are consistently associated with this type of wig
284

 but it is also

usual to find objects without any headdress (Fig. 10)
285

.

- Checkered wigs. This decoration consists of vertical stripes of alternating

yellow and black squares (Fig. 2, nº 4)
286

. Typically found in female coffins

dating from the second half of the 21
st
 Dynasty, checkered headdresses seem to

have evolved as a stylization of golden hair rings encircling individual tresses
287

.

277
 Inner coffin and mummy-cover of Asetemkhebit (DB 320). 

278
A.74 (outer coffin).

279
Such as vultures, shetjit-shrines or scarabs. See A.74 (inner coffin).

280
Coffin of Nedjemet (DB 320), coffin set of Maatkare (DB 320), coffin set of Tauheret (DB 320).

Coffin of Hori (Museu Nacional in Rio de Janeiro), coffin of Panebmontu (Louvre Museum), coffin of 

Amenemhat (Museo Arqueologico Nacional Madrid). 
281

A.52 (outer coffin), A.54 (outer and inner coffin, mummy-cover), A.132 (mummy-cover).
282

These motifs are reminiscent of the braided wigs. A.4 (coffin), A.19 (mummy-cover), A.119 (outer

and inner coffin). Outer coffin of Henut-taui (Metropolitan Museum of Art). 
283

A.74 (outer and inner coffin).
284

Outer coffin of Pinedjem II (DB 320), outer coffin of Masaharta (DB 320). A.95 (coffin), A.114.

Mummy-cover Nesipaherentahat (Kunsthistorishes Museum), outer coffin of Butehamun (Museo Egizio 

in Turin), mummy-cover of Nesipanebu (Rijksmuseum van Oudheden in Leiden), outer coffin of 

Pasebakhaienipet (Brooklyn Museum). 
285

A.33 (inner coffin).
286

See Manley, Dodson 2010, 41.
287

An example of this type of hair rings is found among the tresor of the Asiatic princeses married to

Thutmose III. On the tresor of the three princesses see Hayes 1959, 132-134. 

50



When depicted in the naturalistic style, the rings are suggested with small yellow 

dots (Fig. 12)
288

. Typically these wigs only wear a headband
289

 and floral

bindings are rarely used. 

HEADDRESS 

Style and dating 

Blue wigs are normally adorned with a headband, together with a cluster of inverted 

lotus flowers and buds lying down on the forehead. Striped wigs, typically used on male 

coffins, adopt a different pattern, using either the headband (Fig. 8)
290

 or the bunch of

lotus flowers (Fig. 10)
291

. Of a much later dating is the vulture’s headdress exclusively

depicted in female coffins (Fig. 5). This attribute is first attested in the royal rishi 

coffins dating from the 17
th

 Dynasty or the early 18
th

 Dynasty
292

. During the 21
st

Dynasty, this motif is adopted in the coffins of Maatkare (DB 320) and it is sporadically 

detected in high-ranked female burials from the late 21
st
 Dynasty

293
. Only in the stola

corpus this motif became a usual attribute of women
294

.

Formal features 

Lotus flowers and buds  

A bunch of lotus flowers and buds is positioned on the crown of the head, lying down 

on the forehead. It may have the following composition:  

- Single lotus flower flanked by buds (Fig. 1, nº 1)
295

;

- Three lotus flowers (Fig. 1, nº 2)
296

;

- Three lotus flowers intertwined with buds (Fig. 1, nº 4)
297

 or other motifs (Fig. 1,

nº 3)
298

.

288
 A.27 (mummy-cover), A.74 (inner coffin and mummy-cover). 

289
 A.10 (inner coffin, mummy-cover), A.53 (outer coffin), A.91 (outer coffin), A.102 (outer coffin). 

290
 Outer coffin of Masaharta (DB 320), outer coffin of Pinedjem II (DB 320). A.93 (coffin), A.115 (inner 

coffin). Coffin set of Khonsumose (Museo Egizio in Turin), coffin set of Paser (Louvre Museum), outer 

coffin of Butehamun (Museo Egizio in Turin), outer coffin of Pasebakhaienip (Brooklyn Museum). 
291

 A.28 (outer coffin), A.55 (mummy-cover), A.99 (outer coffin), A.131 (outer coffin), A.149 (outer 

coffin).  
292

 Inner coffin of Merytamun (Cairo Egyptian Museum). 
293

 A.32 (inner coffin), A.132. Anonymous coffin. 
294

 Anonymous coffin (Carnegie Museum of Natural History), coffin of Nesikhonsu (Vleeshuis Museum). 
295

 Coffin set of Nesyamun (Leeds City Museum), outer coffin of Henut-taui (Metropolitan Museum of 

Art),  
296

 A.74 (inner coffin). 
297

 A.74 (outer coffin), A.110 (coffin), A.119 (inner coffin), A.149 (outer coffin). Coffin of 

Tabakenkhonsu (Museo Egizio in Turin). 
298

 A.10 (inner coffin), A.26 (inner coffin). 
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The bunch of flowers may be arranged following different procedures: 

- The stalks of the plants are not bonded (Fig. 1, nº 1; Fig. 13)
299

;

- The stalks of the plants are grouped and wrapped together (Fig. 1, nº 2-3; Fig.

300
6) ;

- The stalks of the plants are attached to a transversal band at the crown of the

head (Fig. 1, nº 4; Fig. 9; Fig. 10)
301

.

Headband 

Apparently, the headband, or fillet, finds its origin in female statuary of the New 

Kingdom, and its function is most likely that of the ‘crown of justification’
302

. During

the 21
st
 Dynasty, these filets evolve from a single band (Fig. 8)

303
, sometimes entirely

gilded
304

, to a double (Fig. 6)
305

 or even triple band (Figs. 7; Fig. 9; Fig. 13; Fig. 14)
306

.

A variety of patterns can be detected
307

:

- ‘Crown of justification’ – Typically, this motif consists in the alternated

depiction of red and blue rectangles (Fig. 8)
308

. Sometimes each rectangle is

decorated with a yellow circle (Fig. 4, nº 9)
309

 or a rosette (Fig. 4, nº 10)
310

. This

headdress is consistently associated with male coffins, normally wearing striped

wigs. However, this geometrical headband soon became used indifferently by

male and female owners (Fig. 7), together with additional bands (with floral
311

299
 Coffin of Nedjemet (DB 320). A.74 (outer coffin), A.119 (inner coffin). Outer coffin of Henut-taui 

(Metropolitan Museum of Art), coffin of Anresenmes (Metropolitan Museum of Art), coffin of Nesyamun 

(Leeds City Museum). coffin of Tabakenkhonsu (Museo Egizio in Turin). 
300

A.10 (outer and inner coffins), A.26 (inner coffin).
301

This is typically a male motif: A.23, A.28, A.99 (outer coffin), A.131, A.149. Exceptionally, it can

also be found in female coffins (A.110). 
302

 Van Walsem 1997: 110. The famous polychrome bust of Nefertiti at Berlin makes use of one of these 

decorated bands. 
303

A.68 (mummy-cover). Coffin set of Henut-taui (Metropolitan Museum of Art), inner coffin of Khonsu

(TT 1), inner coffin of Butehamun (Museo Egizio in Turin). 
304

 Mummy-cover of Pinedjem II (DB 320). 
305

 Coffin and mummy-cover of Hori (Museo Egizio in Turin). 
306

A.114 (inner coffin, mummy-cover). Outer coffin of Tabakmut (Metropolitan Museum of Art).
307

A.10, A.26, A.52, A.74.
308

Outer coffin of Masaharta (DB 320). Outer coffin of Butehamun (Museo Egizio in Turin), outer coffin

of Pasebakhaienipet (Brooklyn Museum). 
309

A.93 (coffin). Coffin set (Los Angeles County Museum of Art), coffin set of Khonsuhotep

(Rijksmuseum van Oudheden in Leiden), mummy-cover Nesipaherentahat (Kunsthistorishes Museum). 
310

A.16 (inner coffin), A.29 (mummy-cover), A.68 (inner coffin), A.95 (inner coffin, mummy-cover).
311

Inner coffin of Tabakmut (Metropolitan Museum of Art).
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or geometrical decoration
312

) and the inverted lotus on the forehead is often

included in the composition (especially on female coffins
313

).

- Geometrical patterns – Geometrical patterns featuring circles (Fig. 4, nº 2), 

triangles (Fig. 4, nº 5)
314

, or block-friezes are common. The combination of

these motifs is frequent (Fig. 4, nº 15)
315

. Checkered patterns can be attested, but

they are rare (Fig. 4, nº 4). 

- Persea tree buds (Mimusops Schimperi) – This is one of the oldest attested 

patterns in the ‘yellow’ type. It is composed of buds provided with rounded 

terminals (Fig. 4 - nº 11, 12, 13)
316

. It can be used on a single horizontal band or

together with secondary bands decorated with petals, geometrical motifs or with 

mandrake fruits
317

.

- Lotus petals – This motif (Fig. 4 - nº 8) is normally used with other bands 

displaying geometrical (checkered pattern) or floral decoration
318

.

- Mandrake fruits or flowers – It is composed of little ‘pearls’ protruding from 

semi-circular motifs (Fig. 4 – nº 14, 16). This is a rare pattern on headbands
319

.

Regardless of the type of wig, the crown of the head is normally painted in dark blue. 

When seen from above, the crown of the head forms a semi-circle suggesting the shape 

of the rising sun (Fig. 3). The only exception to this rule is seen in the striped type of 

wig, where this area is decorated with transversal stripes
320

.

Vulture-headdress 

As a divine attribute of Mut, this headdress is first detected in elite burials, such as the 

coffins of Maatkare found in the Royal Cache (DB 320). In this respect, it is worthy to 

note the only known occurrence of the royal uraeus in the ‘yellow’ corpus known to 

312
 A.114 (inner coffin and mummy-cover), A.115 (inner coffin). Outer coffin of Paser (Louvre Museum). 

313
 A.18 (inner coffin), A.77 (outer coffin), A.111 (mummy-cover). 

314
 A.119 (inner coffin). 

315
 Coffin of Anresenmes (Metropolitan Museum of Art), coffin of Tabakenkhonsu (Museo Egizio in 

Turin), inner coffin of Henut-taui (Metropolitan Museum of Art). 
316

 Coffin of Nedjemet (DB 320). Coffin of Tamaket (TT 1). Coffin of Panebmontu (Louvre Museum). 
317

 A.19 (mummy-cover), A.119 (inner coffin). Coffin set (Staatliches Museum Ägyptischer Kunst in 

Munich), coffin set of Henut-taui (Metropolitan Museum of Art).  
318

 A.10 (outer coffin), A.123 (inner coffin). Mummy-cover of Amenhotep (Rijksmuseum van Oudheden 

in Leiden).  
319

 A.12 (mummy-cover), A.38 (outer coffin), A.74 (inner coffin), A.136 (inner coffin). 
320

 As a rule, striped wigs keep this pattern on the crown of the head, even though sometimes the head of 

the crown is painted in dark blue. See A.26 (inner coffin). 
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us
321

. The vulture headdress was rarely used during the 21
st
 Dynasty

322
 (Fig. 5) but it

eventually became a typical attribute of female burials in the stola-coffins
323

. It is

normally associated with a headband and a cluster of lotus flowers
324

.

GENERAL INTERPRETATION 

The headboard depicted in anthropoid coffins derives from the shape of the funerary 

mask, which on itself aims at the manifestation of the deceased as a resurrected god, 

alluding to Chapter 151 of the Book of the Dead. However, in the ‘yellow’ type, this 

resurrected god is no longer strictly seen as a chthonian deity, as it was the rule before 

the Amarna Period. Other features of the headboard, such as beard, ears, earrings, and 

headdresses are used as gender-markers. In the ‘yellow’ corpus, striped wigs are 

consistently associated with male coffins, while checkered wigs are specifically used by 

women. The blue wig is indifferently used by men and women. 

The important role played by gender differentiation is rooted in the ‘festive dress’ type 

and relates to a new vision of the hereafter as an eternal interaction with the gods. As 

this interaction is shaped at the image of the temple’s ritual, the deceased is admitted in 

the hereafter according to his/her rank in the temple’s service, hence the careful 

distinction of the owner with gender-markers defining the membership of the deceased 

in the corresponding priestly group. The deceased is thus depicted both as a justified 

god and a performer of rituals. 

The attention given to the anatomical details is also a legacy of the ‘festive dress’ type. 

In the ‘yellow’ corpus, the lines of the eye-lid, the creases on the throat, the nostrils, 

ears, and lips are minutiously outlined thus resulting in a naturalistic and less idealized 

‘portrait’ of the individual, as if the body itself was meant to be depicted in the coffin. 

On the crown of the head, a lotus bunch is depicted laying down the forehead. 

Ramesside tomb decoration provides a wide sample of scenes featuring a bunch of lotus 

on the headboard of standing coffins, suggesting that it was closely associated with the 

Opening of the Mouth ritual
325

, possibly alluding to the rebirth of the deceased. The

321
 Outer coffin of Maatkare (DB 320). The uraeus is missing but given the shape of the headband, it is 

likely that a vulture’s head flanked by uraei was part of the composition. 
322

A.32 (inner coffin), A.132 (outer coffin).
323

Anonymous coffin (Carnegie Museum of Natural History), coffin of Nesikhonsu (Vleeshuis Museum).

See Taylor 2017, 546. 
324

 Coffin of Nesikhonsu (Vleeshuis Museum). 
325

 Tomb of Userhat (TT 51). 
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pictorial repertoire of the ‘yellow’ corpus abounds in depictions of the deceased wearing 

lotus buds on his/her head, a feature that shows his/her divine status. 

Perhaps with a similar meaning, the headband, or ‘crown of justification’, is an 

important attribute of the yellow coffins. The ‘crown of justification’, also called ‘fillet’, 

was symbolically given to the deceased during the Opening of the Mouth ritual. This 

use seems to derive from the Osiris mysteries at Abydos performed during the Wag-

festival in the territory of U-Peker and also from the Festival of Sokaris. The fillet 

therefore directly refers to the whole range of Osiris rites at Abydos, assuring the 

revivification of the deceased
326

. Moreover, this feature alludes to Chapters 19-20 of the

Book of the Dead which are concerned with the ritual associated with the ‘crown of 

justification’, symbolizing the triumph of the deceased in the judgment of the dead. 

All these features suggest that the headboard not only depicted the deceased as a 

justified god, as it performed an important role during the funerary rituals, especially 

those concerned with the Opening of the Mouth ceremony. During these ceremonials, 

the lid would stand in upright position in order to celebrate the triumph of the deceased 

over Seth.  

326
 Van Walsem 1997: 110. 
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Fig. 1 – Types of lotus bunches depicted on the crown of the head. 
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Fig. 2 – Types of wigs: braided (1), striped (2), blue (3) and checkered (4).
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Fig. 3 – Floral headband (seen from the crown of the head). 
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Fig. 4 – Patterns with floral and geometric motifs detected in the ‘crown of justification’ 

and in the floral collars. 

(1) Buds on reeds 

(2) Geometrical patterns 

(3) Crown of justification 

(4) Checkered pattern 

(5) Geometrical patterns 

(6) Persea tree buds 

(7) Mandrake fruits 

(8) Lotus petals 

(9) Crown of justification 

(10) Crown of justification 

(11) Persea tree buds 

(12) Persea tree buds 

(13) Persea tree buds 

(14) Mandrake fruits 

(15) Geometrical patterns 

(16) Mandrake flowers
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Fig. 5 – The vulture headdress. Outer coffin of Maatkare (A.132) 
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CHAPTER III – JUSTIFIED GOD: THE UPPER SECTION

The upper section features the torso of the deceased, displaying gender-markers such as 

breasts (female), fists (male), or hands (female). This section includes the floral collar 

spaning out from the chest, normally adorned with pectorals allusive to rebirth and 

resurrection.   

HANDS 

Style and dating 

During the first half of the 21
st
 Dynasty, the position of the hands is slightly raised,

adopting a V-shape position
327

. This configuration results from the position of the

forearms. In later objects, the hands protrude through the floral collar and they are 

arranged transversally
328

.

Formal features 

The hands are normally painted yellow
329

 or covered with gold foil. Gilded hands had 

been systematically plundered, normally together with the face
330

. However, hands are 

often missing even in ordinary coffins, which was possibly caused either by the 

technique used to attach the hands to the lid or by a careless handling of these objects

in Antiquity
331

.

In the ‘yellow’ corpus, clenched fists are a distinctively male attribute, while the open 

hands are exclusively used on female coffins
332

. Even when the objects are hastily 

recycled for reuse, the hands are usually changed according to the sex of the new 

327
 Inner coffin and mummy-cover of Henut-taui (Metropolitan Museum of Art), coffin (Staatliches 

Museum Ägyptischer Kunst in Munich), coffin of Anresenmes (Metropolitan Museum of Art), mummy-

cover of Tabakmut (Metropolitan Museum of Art). A.18 (coffin), A.15 (inner coffin), A.19 (mummy-

cover).  
328

A.5 (coffin), A.12 (mummy-cover), A.23 (outer coffin), A.29 (mummy-cover), A.149 (outer coffin).
329

Only exceptionally this rule is broken, such as in A.149 (outer coffin).
330

Inner coffin and mummy-cover of Maatkare (DB 320), A.133 (inner coffin), A.142 (coffin set), A.147

(mummy-cover), A.151 (coffin set), inner coffin and mummy-cover of Masaharta (DB 320), coffin set of 

Tauheret (DB 320), coffin of Henut-taui (Museum of Fine Arts in Boston). 
331

 The hands are carved separately and attached to the lid, a technique kept in use until de beginning of 

the 22
nd

 Dynasty. In the previous models, the hands were carved in relief which gives much more stability 

to this feature. See A.18 (mummy-cover), A.43 (outer coffin). Mummy-cover of Henutaneb (Musée des 

Beaux-Arts in Grenoble), anonymous coffin (Museo Egizio in Turin). 
332

 Objects with the combined use of the fist and stretched hand are extremely rare and the only known 

occurrence belongs to the proto-‘yellow’ corpus. See Inner coffin of Takayt (Die Städtische Galerie 

Liebieghaus). 



owner
333

. Only exceptionally this rule is mindfully broken, as in the coffins of

Maatkare
334

, the daughter of the High Priest Pinedjem I, herself holding the title of

God’s Wife of Amun. In her coffins, this powerful lady figures with fists as a bold 

statement of social status and perhaps in her role of Adoratrice of the God
335

.

Attributes associated with clenched fists are consistently associated with high elite 

burials. The djed-pillar is often found in male coffins, normally combined with the tyet-

signs (left hand)
336

. In other coffins, the deceased grasps wooden replicas of a rolled-up

document called imyet-per, or ‘title to property’
337

. These occurrences seem to have had

social meaning and are consistently associated with exceptional levels of 

craftsmanship
338

. The deceased may also grasp other attributes, such as a feather
339

 or

the ankh-sign
340

. These symbols are normally carved in wood.

Even more exceptional is the depiction of iconographic motifs on the fists 

themselves
341

, suggesting a tattooed motif.

Female burials tend to display a careful rendering of the fingers
342

. Especially in earlier

coffins, the fingers are outlined in red, including the anatomical rendering of lines and 

nails
343

, which at times are painted in a different color
344

. Rings are a typical feature of

female coffins. Normally, all fingers display rings (sometimes two or even three rings 

on each finger). The thumbs are normally left without decoration (Fig. 7; Fig. 11; Fig. 

333
 The coffin set from A.22, originally crafted for a man, was summarily recycled to be reused by a 

woman. The fists were removed both on the lid and on the mummy-cover. In the later open hands were 

added. The inner coffin and mummy-cover of Padiamun (A.84) offer a remarkable example of a male 

coffin set equipped with open hands, which were introduced when the coffin set was recycled for a 

female burial. 
334

 Outer coffin of Maatkare (DB 320). 
335

 For further information on Maatkare see Dodson 2012, 54-55. 
336

Mummy-cover of Panebmontu (Louvre Museum), mummy-cover of Hori (Kestner Museum), 

mummy-cover of Khaemopet (Collection Harris), inner coffin of Butehamun (Museo Egizio in Turin), 

outer and inner coffin of Pinedjem II (DB 320). It is also possible to find just one of these signs: A.115 

(inner coffin), A.114 (inner coffin). 
337

 Hayes 1953, 417-419. See also Van Walsem 1997, 120-121. 
338

 Coffin set of Maatkare (DB 320). A.147 (coffin). 
339

 Mummy-cover of Butehamun (Museo Egizio in Turin). 
340

A.33 (coffin).
341

Fragment from a coffin (Fitzwilliam Museum). On ritual tattoos see Austin, Gobeil 2017.
342

Inner coffin and mummy-cover of Henut-taui (Metropolitan Museum of Art).
343

Mummy-cover of Henut-taui (Metropolitan Museum of Art), A.19 (mummy-cover).
344

Coffin of Anresenmes (Metropolitan Museum of Art), A.19 (mummy-cover).
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12)
345

 but any combination is possible, from the multiple use of rings in every finger
346

to the complete absence of them (Fig. 9; Fig. 14)
347

.

FOREARMS 

Dating and style 

The full rendering of the forearms remains a distinctive feature of coffins dating from 

the late Ramesside Period to the mid-21
st
 Dynasty. These coffins bear a naturalistic

style of decoration. From the mid-21
st
 Dynasty onwards, the floral collar increased in

size and the depiction of the forearms was reduced
348

 and eventually disappeared
349

.

Formal features  

The right forearm is always positioned above the left one, either on male or female 

coffins
350

. Typically the decoration of the forearms includes a bracelet (next to the

hands) and a large lotus flower (over the elbow). The decoration of the remaining space 

presents several motifs: 

- Plain yellow skin. Occasionally, the forearms are simply decorated with yellow 

paint, suggesting the skin of the deceased gleaming with ‘gilded’ light
351

.

- Feathered patterns. The feathered pattern is a subtle reminiscence of the rishi-

coffins (Fig. 8). This motif alludes to the avian manifestation of the deceased as 

a ba-bird and it has associations with his divine power of going forth by day
352

.

345
Inner coffin and mummy-cover of Henut-taui (Metropolitan Museum of Art), coffin (Staatliches 

Museum Ägyptischer Kunst in Munich), coffin of Anresenmes (Metropolitan Museum of Art), A.136 

(mummy-cover), A.19 (coffin). 
346

 A.10 (mummy-cover), A.32 (inner coffin), A.53 (outer coffin). 
347

 Mummy-cover of Tabakenkhonsu (Museo Egizio in Turin), coffin of Tanatnektahat (Michael Carlos 

Museum), A.18 (coffin), A.110 (coffin), A.111 (mummy-cover), A.136 (outer coffin). 
348

 Inner coffin of Pinedjem II (DB 320). Mummy-cover of Amenhotep (Rijksmuseum van Oudheden in 

Leiden), mummy-cover of Tabakmut (Metropolitan Museum of Art). A.29 (mummy-cover), A.53 (outer 

coffin), A.54 (mummy-cover), A.109 (outer coffin), A.110 (coffin) A.136 (outer coffin), A.142 (outer 

coffin), A.149 (outer coffin). 
349

 Anonymous coffin (British Museum), coffin set of Khonsuhotep (Ny Carlsberg Glyptotek), outer 

coffin of Tabakmut (Metropolitan Museum of Art). A.4 (coffin), A.5 (coffin), A.12 (mummy-cover), 

A.54 (inner coffin), A.74 (outer coffin), A.133 (mummy-cover).  
350

 Coffin set of Henut-taui (Metropolitan Museum of Art), mummy-cover of Khaemopet (Collection 

Harris), coffin set of Sutimes (Louvre Museum), coffin of Panebmontu (Louvre Museum), mummy-cover 

of Panebmontu (Louvre Museum), coffin set of Nesyamun (Leeds City Museum), outer coffin of 

Masaharta (DB 320), A.68 (mummy-cover). 
351

 Outer coffin of Henut-taui (Metropolitan Museum of Art), mummy-cover of Herytubekhet (Staatliches 

Museum Ägyptischer Kunst in Munich). 
352

 Coffin of Khonsumose (Museo Egizio in Turin), mummy-cover (Los Angeles County Museum of 

Art), mummy-cover of Tabakenkhonsu (Museo Egizio in Turin). A.19 (mummy-cover), A.88 (inner 

coffin). A.22 (coffin), mummy-cover of Khaemopet (Collection Harris), inner coffin and mummy-cover 

of Tauheret (DB 320). 
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- Bracelets. The following types of bracelets are allusive to actual funerary

objects that were commonly used in mummification:

o Geometrical patterns. Bracelets provided with geometrical decoration

are frequent (Fig. 6; Fig. 7; Fig. 8; Fig. 11)
353

.

o Bracelets with multiple wedjat-eyes. These bracelets are formed by

small wedjat-eyes hanging from a thread
354

.

o Hieroglyphic arrangements with the wedjat-eye. In larger bracelets,

the wedjat-eye is used together with other hieroglyphs (neb and nefer-

signs)
355

.

o (Winged) sacred scarab
356

. Some bracelets feature the sacred scarab

rising from the lotus flower
357

, from the neb-basket (Fig. 8)
358

 or sailing

on the solar boat
359

. The scarab can be flanked by other motifs
360

, such as

the wedjat-eyes
361

, or mummiform deities
362

. A variation of this motif is

achieved by using the solar disk
363

, sometimes sailing in the solar

bark
364

.

o Avian manifestation of Sokar. The sacred falcon is normally depicted

with the wedjat-eye and/or the winged cobras (Fig. 8)
365

.

353
 Coffin of Tanatnektahat (Michael Carlos Museum), mummy-cover of Henutaneb (Musée des Beaux-

Arts de Grenoble), A.136 (mummy-cover). These motifs can be found in actual funerary bracelets. See, 

for example, bracelets of Ah-hotep (Egyptian Museum in Cairo) in Saleh, Sourouzian 1987, Nº 125. See 

also bracelet of Tutankhamun (Egyptian Museum in Cairo), in Stierlin 1993, 62. 
354

Coffin of Anresenmes (Metropolitan Museum of Art), mummy-cover of Tentamun (Musée 

d´Archéologie Méditerranéenne de Marseille). 
355

A.68 (mummy-cover). These are fairly realistic depictions of funerary bracelets: Bracelet of Sheshonk I

found in Tanis (Egyptian Museum in Cairo), in Stierlin 1993, 192. Bracelet of Tutankhamun (Egyptian 

Museum in Cairo), in Stierlin 1993, 63. 
356

 Mummy-cover of Nesipanebu (Rijksmuseum van Oudheden in Leiden), mummy-cover of Butehamun 

(Museo Egizio in Turin), inner coffin of Nesikhonsu (DB 320), outer coffin of Pasebakhaienipet 

(Brooklyn Museum). 
357

A.16 (inner coffin).
358

A.22 (coffin).
359

Mummy-cover of Panebmontu (Louvre Museum), coffin (Los Angeles County Museum of Art).
360

Actual bracelets have been found showing the winged scarab flanked by cobras. See bracelet of

Psusennes I in Robins 1997, 196. See also Stierlin 1993, 163-169. 
361

 Mummy-cover of Henut-taui (Metropolitan Museum of Art), outer coffin of Maatkare (DB 320), 

Coffin set of Yutefamun (Metropolitan Museum of Art). 
362

A.22 (coffin). In this coffin, Shay (‘Destiny’) and Osiris are depicted.
363

A.16 (coffin). Actual bracelets have been found showing a solar child. See bracelets of Nimrod in

Robins 1997, 200. 
364

 Inner coffin of Pasebakhaienipet (Brooklyn Museum) 
365

Mummy-cover of Nani (Metropolitan Museum of Art), inner coffin of Henut-taui (Metropolitan 

Museum of Art), coffin of Hori (Museu Nacional in Rio de Janeiro), coffin of Nani (Metropolitan 

Museum of Art), outer coffin of Pasebakhaienipet (Brooklyn Museum), mummy-cover of 
Nespawershefyt (Fitzwilliam Museum). A.19 (coffin), A.111 (mummy-cover), A.113 (mummy-cover), 

A.119 (inner coffin), A.22 (coffin).
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Other bracelets are longer and depict sacred scenes or groups of deities: 

o Mummiform gods. Groups of squatted mummiform deities often

including the four Sons of Horus, Anubis, Thoth
366

 or any of the deities

from the Heliopolitan Ennead (Fig. 6; Fig. 7)
367

. The identity of this

divine assembly is not always possible to attest
368

.

o Osirian scenes. These scenes may range from the simple depiction of a

squatted mummiform god
369

 flanked by winged deities (sometimes a ba-

bird
370

) to more elaborate vignettes depicting the recumbent Osiris
371

lying on the embalming bed
372

, or to the enthroned Osiris receiving

offerings
373

. The depiction of the Ta-wer totem is also attested in this

area
374

.

ARMS 

Style and dating 

When the floral collar is short enough, a small triangular area formed by the elbows and 

the arms is revealed
375

. This area eventually disappeared with the increasing size

achieved by the floral collar from the mid-21
st
 Dynasty onwards.

Formal features  

Several motifs are consistently associated with this area: 

- Linen straps suggesting mummy wrappings or, more likely, ceremonial linen 

garments, used as a reminder of the ‘festive dress’ type (Fig. 9)
376

.

- Feathered patterns, used as a reminiscence of the rishi-coffins (Fig. 8)
377

.

366
 Mummy-cover of Hori (Kestner Museum). 

367
 Mummy-cover of Nesyamun (Leeds City Museum), coffin of Panebmontu (Louvre Museum). 

368
 Inner coffin and mummy-cover of Masaharta (DB 320). Coffin of Herytubekhet (Staatliches Museum 

Ägyptischer Kunst in Munich), coffin of Nesyamun (Leeds City Museum), outer coffin of Butehamun 

(Museo Egizio in Turin), mummy-cover of Nesikhonsu (DB 320). 
369

 Coffin set of Paser (Louvre Museum), A.115 (inner coffin). 
370

 Mummy-cover Nesipaherentahat (Kunsthistorishes Museum). 
371

 Coffin of Tabakenkhonsu (Museo Egizio in Turin). 
372

 Coffin of Amenemhat (Museo Arqueologico Nacional de Madrid). A.18 (coffin), A.95 (coffin), A.114 

(mummy-cover). 
373

 Outer coffin of Pasebakhaienipet (Brooklyn Museum). 
374

 Outer coffin of Pinedjem II (DB 320), coffin set of Khonsuhotep (Rijksmuseum van Oudheden in 

Leiden).  
375

 Outer coffin of Henut-taui (Metropolitan Museum of Art), mummy-cover of Panebmontu (Louvre 

Museum), mummy-cover of Nesyamun (Leeds City Museum). 
376

 A.19 (mummy-cover), A.110 (coffin). Mummy-cover of Herytubekhet (Staatliches Museum 

Ägyptischer Kunst in Munich).  
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- Beaded patterns, alluding to a funerary cover
378

.

- Iconographic compositions. These are normally depicted against a strapped

background or on a plain yellow background. The following subjects are

more frequently found:

o Hieroglyphic compositions involving wedjat-eyes, nefer-signs, and

neb-baskets or other symbols, such as the totem of the West
379

.

o Adoring ba-bird
380

 (before a standing Osiris
381

). Variations of this

vignette include the depiction of the benu-bird
382

 or the avian form of

Ptah-Sokar (Fig. 6)
383

 instead of the ba-bird. The Ta-wer totem can

be depicted instead of Osiris.

o Mummiform gods (standing
384

 or squatted
385

) – (Fig. 7; Fig. 11);

o Cobra (Fig. 14) or a feather (Fig. 13). These motifs are more frequent

in later objects where this section became increasingly smaller.

BREASTS 

Style and dating 

Breasts remained one of the most important gender-markers in the ‘yellow’ corpus. The 

nipples are always rendered as rosettes. Sometimes breasts are directly painted on the 

flattened board (Fig. 11)
386

 but they are usually molded. Occasionally they are covered

with gold foil
387

.

377
 Mummy-cover of Tabakenkhonsu (Museo Egizio in Turin), mummy-cover of Maatkare (DB 320), 

coffin of Pahereniset (Museo Egizio in Turin), A.22 (coffin), A.68 (coffin and mummy-cover), mummy-

cover of Nespawershefyt (Fitzwilliam Museum). However, coffins from the late 21
st
 Dynasty may also 

include this motif looking for an archaizing layout. Mummy-cover of Pinedjem II (DB 320), mummy-

cover of Nesikhonsu (DB 320). 
378

 Mummy-cover of Henut-taui (Metropolitan Museum of Art). 
379

 Coffin of Herytubekhet (Staatliches Museum Ägyptischer Kunst in Munich). 
380

 Coffin of Anresenmes (Metropolitan Museum of Art), inner coffin of Tauheret (DB 320). 
381

 Mummy-cover of Henut-taui (Metropolitan Museum of Art), mummy-cover of Nani (Metropolitan 

Museum of Art), coffin of Nesyamun (Leeds City Museum), coffin of Panebmontu (Louvre Museum), 

coffin of Amenemhat (Museo Arqueologico Nacional de Madrid). 
382

A.114 (mummy-cover).
383

Mummy-cover of Hori (Kestner Museum), coffin set of Khonsuhotep (Rijksmuseum van Oudheden in

Leiden), outer coffin of Pasebakhaienipet (Brooklyn Museum). 
384

 Mummy-cover of Nesipanebu (Rijksmuseum van Oudheden in Leiden), mummy-cover of Butehamun 

(Museo Egizio in Turin). 
385

 Mummy-cover of Nesipaherentahat (Kunsthistorishes Museum), coffin set of Tabasety (Museum of 

Ancient Art and Archaeology in Aarhus). A.136 (outer coffin, mummy-cover). 
386

A.136 (mummy-cover).
387

Coffin of Nedjemet (DB 320), coffin set of Asetemkhebit (DB 320).
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Formal features 

Rosettes (Chrysanthemum flowers) can be rendered in a naturalistic style, displaying 

eight (Fig. 17, nº 2; Fig. 19, nº 2)
388

 or twelve
389

 petals painted alternately black or red.

Rosettes may also be depicted with a geometrical design resembling irregular circles 

divided into eight sections (Fig. 13)
390

, with an outer section painted in black, and a red

area around the central disk (black). Both versions had been borrowed from the motifs 

used in jewellery
391

.

Occasionally, rosettes are used as the nuclear block of a symmetrical composition, 

involving cobras and wedjat-eyes (Fig. 19, nº 3)
392

. These compositions suggest motifs

tattooed on the breasts. 

Even more exceptional is the depiction of a lotus flower on each breast
393

.

CHEST 

Style and dating 

During the first half of the 21
st
 Dynasty, the chest became literally the heart of the upper

section, and it was normally decorated with a central marker consisting in a pectoral 

allusive to the solar rebirth (winged scarab) or to the Osirian regeneration (heart 

amulet). From the mid-21
st
 Dynasty onwards, the heart amulet plays a bolder role

394
,

sometimes in association with the winged scarab
395

 or the solar disk
396

. By the late 21
st

Dynasty, mummy braces are introduced in this area.  

388
 A.111 (mummy-cover). 

389
 Coffin set of Nani (Metropolitan Museum of Art). 

390
 A.136 (lid and mummy-cover), anonymous coffin (British Museum), anonymous mummy-cover 

(Vatican Museums, 25020). 
391

 See the tresor of the Asiatic wives of Thutmose III. Hayes 1059, 133. The secong type of rosettes is 

found in the gold circlet with gazelle heads. 
392

 A.10 (coffin set). Depictions like these may, in fact, allude to tattooed motifs. 
393

 Inner coffin of Gautseshen (Rijksmuseum van Oudheden in Leiden, F 93/10.1) 
394

 A.74 (inner coffin), A.151 (outer coffin) 
395

 A.114 (mummy-cover), A.87 (mummy-cover) 
396

 A.52, A.148 (outer coffin). Mummy-cover of Ikhy (Vatican Museums) 
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Formal features 

(Winged) scarabs 

The winged scarab is normally depicted directly on a yellow background as if the 

pectoral was lying on the bare skin of the deceased. The core of these compositions is 

formed by the scarab holding up the solar disk with the forelegs, with a shen-ring 

between the hind legs. This block can be endlessly repeated along the longitudinal axis

of the lid, but on the chest it forms the largest composition with the following

variations:  

- Scarabs with outstretched wings. The scarab (sometimes ram-headed)
397

outstretches its wings along the chest of the deceased (Fig. 7). Hieroglyphic

signs
398

 (wedjat-eyes, nefer-sign, heb-bowl
399

) or cobras
400

 flank the solar

disk (Fig. 17, nº 1). In some occurrences, the area below the scarab is also

decorated (neb-chest
401

, nub-sign
402

, tjet-sign
403

, lamp
404

). It is not

uncommon to find the depiction of a necklace holding the pectoral in place

(Fig. 8)
405

. Sometimes the winged scarab integrates a wider and more

complex composition flanked by winged cobras
406

, jackals or heron-headed

mummiform gods (Fig. 17, nº 2)
407

. The shen-ring hold by the hind legs of

the insect might be replaced by the akhet-sign (Fig. 17, nº 2)
408

.

- Scarabs. The scarab sometimes is ram-headed (Fig. 17, nº 3)
409

. Usually,

these depictions are quite simple (Fig. 11), but in some occurrences, they

might be used as a nuclear block of a wider composition:

o Scarab flanked by winged cobras and wedjat-eyes
410

;

o Scarab flanked by ba-birds (Fig. 12)
411

;

397
A.22 (coffin). Mummy-cover of Nespawershefyt (Fitzwilliam Museum).

398
Coffin of Pahereniset (Museo Egizio in Turin), mummy-cover (Los Angeles County Museum of Art),

coffin set of Masaharta (DB 320). 
399

 Coffin set of Nesyamun (Leeds City Museum), coffin (Los Angeles County Museum of Art). 
400

 Coffin of Hori (Museu Nacional in Rio de Janeiro). 
401

 Mummy-cover (Los Angeles County Museum of Art). 
402

 Mummy-cover (Michael Carlos Museum). 
403

A.68 (mummy-cover).
404

Mummy-cover of Nesikhonsu (DB 320).
405

A.68 (mummy-cover), A.16 (inner coffin). Mummy-cover (Los Angeles County Museum of Art),

mummy-cover of Tabakenkhonsu (Museo Egizio in Turin), coffin set of Khonsuhotep (Rijksmuseum van 

Oudheden in Leiden), mummy-cover of Khonsumose (Museo Egizio in Turin). 
406

A.22 (coffin), A.109 (inner coffin).
407

A.119 (inner coffin).
408

A.119 (inner coffin).
409

Mummy-cover of Maatkare (DB 320), coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden).
410

Coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden), mummy-cover of Maatkare (DB 320).
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o Scarab (sometimes positioned on a djed-pillar) flanked by

mummiform gods
412

.

The depiction of winged deities other than scarabs is extremely rare. Yet, the chest can 

be decorated with a vulture
413

, a winged cobra
414

, or a winged solar disk
415

. A squatted

winged goddess may also figure in this area
416

.

Heart amulets 

During the mid-21
st
 Dynasty, heart amulets became associated with the winged scarab

(Fig. 18, nº 2) and later on they became the principal central marker. On the chest, the 

heart amulet is depicted directly against the floral collar
417

 or against yellow background

suggesting the skin of the deceased
418

. The heart amulet is normally painted blue or

black and it is sometimes inscribed with the name of Osiris
419

 (Osiris neb neheh) as it

would be expected in actual amulets (Fig. 15). It is interesting to note that several types 

of heart amulets are depicted, including the vase heart amulet
420

, the solar-headed

heart
421

, and the seed heart amulet
422

.

Occasionally the amulet is flanked by lotus flowers
423

 but a plethora of other funerary

symbols can be found:  

 Heart amulet hanging from the vulture goddess. Only one depiction is known

(Fig. 19, nº 1) but it finds parallels with royal jewellery
424

, alluding to the idea of

rebirth
425

.

 Solar-headed heart amulet flanked by cobras. This composition has

important significance as it is first attested in royal contexts, depicting the

411
 A.10 (mummy-cover), A.27 (mummy-cover). 

412
 Anonymous coffin (British Museum), A.5 (coffin). 

413
 Inner coffin Maatkare (DB 320). 

414
 A.74 (outer coffin). 

415
A.74 (mummy-cover). 

416
 A.48 (coffin). 

417
A.2 (mummy-cover), A.4 (coffin), A.102 (mummy-cover), A.108 (coffin set), A.147 (coffin set). 

418
 A.87 (mummy-cover), A.136 (inner coffin). 

419
 A.4 (coffin), A.74 (inner coffin), A.114 (mummy-cover). 

420
 A.87 (mummy-cover), A.114 (inner coffin and mummy-cover), mummy-cover of Pinedjem II (DB 

320). 
421

 A.2 (mummy-cover), A.43 (inner coffin), A.148 (coffin set). Coffin set of Ikhy (Vatican Museums). 
422

 A.74 (inner coffin), A.136 (inner coffin), 
423

 A.52 (inner coffin), A.136 (inner coffin). 
424

 A pectoral with a similar vulture was found in the mummy of Tutankhamun. See Stierlin 1993, 66-67. 

This pectoral was actually found on the chest of the king. See Reeves 1990, 112. 
425

 Mummy-cover of Tentamun (Musée d´Archéologie Méditerranéenne de Marseille). 
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‘illumination’ of the Pharao’s heart
426

. Despite these royal connotations, when

used in coffin decoration
427

, the composition alludes to the Solar-Osirian union

that took place in the underworld (Fig. 14). 

 Heart amulet flanked by the Benu-bird. In these compositions the heart

amulet figures at the epicenter of an elaborate scene involving winged cobras,

wedjat-eyes, scarabs, benu-birds and squatted mummiform gods (Fig. 18, nº

428
3) . Occasionally, the amulet is associated with the akhet-sign navigating on

the solar boat
429

. Simpler variations of this scene may occur
430

 but its 

significance ultimately alludes to the sunrise and solar rebirth, a subject which

also deserves the attention of contemporary funerary papyri specifically

concerned with the association of the heart amulet with the weighing of the heart

and solar rebirth (Plate 3)
431

. It is interesting to point out that a number of heart 

amulets from this period indeed bear depictions of a Benu-bird, clearly showing

that the depictions formerly described are associated with the magical scope of

the amulet
432

.

 (Winged) scarab rising from the heart amulet. These are rare and elaborate

compositions that seem to have played an important symbolism (Fig. 18, nº

1)
433

. The winged scarab alludes to the Solar-Osirian union and to the mysteries

related to solar rebirth
434

. An important group of amulets dating from the late

21
st
 Dynasty bear representations of a scarab, sometimes with versions of

Chapter 30 of the Book of the Dead, referring to the weighing of the heart
435

.

426
 Sousa 2007. 

427
A.148 (coffin set), coffin set of Ikhy (Vatican Museums).

428
A.114 (inner coffin).

429
A.115 (inner coffin).

430
Mummy-cover of Pinedjem II (DB 320).

431
A particular set of funerary papyri explores the role of the heart in the regeneration and rebirth of the

deceased. See Sousa 2008. 
432

 See JE 5280/CG 5235; JE 5738/CG 5231 in Reisner 1907, 4. 
433

A.87 (mummy-cover), A.114 (mummy-cover), A.151 (outer coffin).
434

The scarab might be even crowned with the Osirian atef-crown. A.87 (mummy-cover).
435

The following amulets were found in the Tomb of the Priests of Amun: CG 12127, CG 12128 in

Reisner 1907, 121-122. 
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Mummy braces 

Mummy braces, or stolae, as they are also called, were introduced in coffin decoration 

during late 21
st
 Dynasty (Fig. 14; Fig. 15). Depictions of the braces allude to the actual

objects that were used in the wrappings of contemporary mummies
436

. These objects

were usually made of leather straps dyed red, terminating in tabs of undyed leather, 

which was also used for bordering the straps
437

. In the ‘yellow’ corpus, the mummy

braces are depicted over the floral-collar, sometimes together with the heart amulet
438

 or

with solar symbols
439

.

Other adornments 

Objects dating from the late 21
st
 Dynasty make use of rare central markers on the chest.

Between these symbols, we may find the lotus flower (Fig. 19, nº 3)
440

, the lily-flower

(Fig. 5)
441

, or even a bull’s head adorned with a solar disk
442

. Counterpoises are

occasionally attested, as well
443

.

SHORT COLLAR 

Style and dating 

The area between the lappets of the wig is normally decorated with a short collar 

composed of small horizontal bands attached to a long string, forming a U-shaped 

necklace
444

.

Formal features  

The bands of the short collar display different patterns: 

 Monochromatic bands: red, yellow and black horizontal bands are displayed

alternatively (Fig. 7)
445

;

436
 Van Walsem 1997, 117. 

437
 Van Walsem 1997, 117. 

438
 A.4 (coffin), A.52 (inner coffin), A.55 (mummy-cover). 

439
 Coffin set of Khonsuhotep (Ny Carlsberg Glyptotek), A.133 (mummy-cover). 

440
 A.10 (outer coffin). 

441
 A.132 (outer coffin), A.133 (mummy-cover). 

442
 A.133 (outer coffin of Heretenureb). 

443
 A.91 (outer coffin). 

444
 Previously, the area comprised between the lappets was decorated with the bands of the larger usekh-

collar. Short collars with this format are archaeologically attested, sometimes entirely weaved with 

organic materials. Some of these funerary garlands are made of persea leaves and leader. They are 

depicted on temple walls too, where they are used as divine offerings. 
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 Geometrical or floral bands: motifs depicting the Persea tree buds (Mimusops

Schimperi) are prevalent (Fig. 4, nº 11, nº 12). Geometrical patterns (triangles
446

,

sometimes used together with circles
447

 - Fig. 4, nº 2, nº 5, nº 15), mandrake

fruits and flowers (Fig. 4, nº 14, nº 16)
448

, or a combination of several patterns is

also possible to find (Fig. 8)
449

;

 Feathered bands: it is an exceptional motif attested especially in later

coffins
450

;

 Vignettes: also very exceptional is the depiction of small vignettes in this

context. Only one example is known, featuring the sacred scarab (Fig. 12)
451

.

Short collars may include an exterior band decorated with olive tree leaves (almond-

shaped petals)
452

. Occasionally they are depicted as extensions of the large collar,

displaying a similar design, including an exterior band of lotus flowers and buds (Fig. 

9)
453

. 

Sometimes, the short collar is not depicted at all, leaving the chest undecorated (Fig. 14) 

highlighting the symbols displayed on the chest: the mummy braces and the heart 

amulet
454

. In other cases, the large collar may be extended towards this area
455

.

LARGE COLLAR 

Style and dating 

At first, the floral collar only covered the shoulders and the chest (Figs 6-7). During the 

mid-21
st
 Dynasty, the collar became large enough to hide most of the forearms,

445
 coffin set of Maatkare (DB 320), coffin set of Pinedjem II (DB 320), inner coffin of Tauheret (DB 

320). A.19 (mummy-cover). Mummy-cover of Herytubekhet (Staatliches Museum Ägyptischer Kunst in 

Munich), mummy-cover of Khaemopet (Collection Harris).  
446

A.87 (mummy-cover), A.115 (inner coffin), A.113 (mummy-cover), A.119 (inner coffin).
447

A.68 (inner coffin). A.105 (outer coffin). A.114 (mummy-cover).
448

A.47 (inner coffin), A.74 (inner coffin), A.110 (mummy-cover), A.123 (inner coffin), A.136 (inner

coffin), mummy-cover of Mutemperamun (Museo Egizio in Turin). 
449

A.18 (coffin), A.136 (mummy-cover). Mummy-cover of Nesipanebu (Rijksmuseum van Oudheden in

Leiden), coffin set (Los Angeles County Museum of Art), Mummy-cover of Amenhotep (Rijksmuseum 

van Oudheden in Leiden).  
450

A.131 (outer coffin), A.132 (outer coffin), A.147 (inner coffin, mummy-cover).
451

A.27 (mummy-cover).
452

Inner coffin Masaharta (DB 320), inner coffin of Pinedjem II (DB 320). Inner coffin of Butehamun

(Museo Egizio in Turin), coffin of Panebmontu (Louvre Museum), coffin of Nesyamun (Leeds City 

Museum), coffin of Herytubekhet (Staatliches Museum Ägyptischer Kunst in Munich). 
453

A.16 (outer coffin), A.18 (inner coffin), A.110 (inner coffin). Coffin set of Tabakmut (Metropolitan

Museum of Art). 
454

A.52 (outer coffin).
455

Inner coffin and mummy-cover of Asetemkhebit (DB 320). A.10 (inner coffin), A.26 (outer coffin,

inner coffin), A.123 (outer coffin), A.136 (outer coffin), A.149 (inner coffin). 
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sometimes extending itself to the abdomen. While the collars got increasingly larger, 

new patterns were progressively introduced in their decoration. Latter coffins not only 

make use of a wider sample of patterns, as they combine them in a variety of different 

ways.  

Formal features 

Ramesside proto-‘yellow’ coffins display terminals decorated either with a hawk’s head 

or with a lotus flower
456

. In the ‘yellow’ type these two motifs were eventually merged

within the same vignette
457

. Occasionally, other elements can be added to these motifs,

such as mummiform gods and offerings
458

. In later coffins, however, the depiction of

terminals fell into disuse
459

.

A relatively large sample of floral patterns is used in the decoration of the collars. Given 

the stylized nature of these motifs, their exact identity remains a difficult task. The 

comparison with actual floral collars is decisive in this task
460

. Based on these objects

we present here some attempts for the identification of the floral motifs knowing that it 

remains hypothetical and provisional. 

 Lotus flowers and buds – this motif is typically used in the decoration of the

exterior band of the collar
461

. Many variations are possible normally combining

the lotus flowers (Nymphaea Coerula, blue lotus) with other motifs, such as

lotus buds (Fig. 20, nº 6)
462

, poppies (Papaver rhoeas)
463

 or cornflowers

456
 Coffin set of Sennedjem (TT 1), outer coffin of Khonsu (TT 1), coffin of Tamaket (TT 1). 

457
 Mummy-cover  of Pinedjem II (DB 320), A.114 (mummy-cover), A.136 (mummy-cover). Coffin set 

(Los Angeles County Museum of Art), mummy-cover of Tabakenkhonsu (Museo Egizio in Turin), 

mummy-cover of Herytubekhet (Staatliches Museum Ägyptischer Kunst in Munich), mummy-cover of 

Henut-taui (Metropolitan Museum of Art), coffin of Nesyamun (Leeds City Museum), mummy-cover 

Nesipaherentahat (Kunsthistorishes Museum).  
458

 A.136 (outer coffin). 
459

 A.2 (mummy-cover), A.10 (outer coffin, inner coffin), A.26 (outer coffin), A.47 (coffin), A.52 (inner 

coffin), A.55 (mummy-cover), A.74 (coffin set), A.91 (outer coffin), A.102 (outer coffin), A.110 (coffin, 

mummy-cover), A.142 (outer coffin), A.149 (inner coffin). Coffin of Hori (Museo Egizio in Turin), 

coffin set of Khonsuhotep (Ny Carlsberg Glyptotek). 
460

 A rich collection of floral collars was found in KV 63, an embalmer´s cache, clearly in association 

with the embalming process. See Sousa 2014b, 197-203. See also the collar from pit 54, where blue 

faience beads are sewn on to papyrus backing (Reeves 1990, 39). 
461

 Note that, exceptionally, the outer band can be decorated with other patterns, such as lotus petals 

(A.105, outer coffin; A.54, mummy-cover), persea tree fruits (A.123, inner coffin), sticks (mummy-cover 

- Los Angeles County Museum of Art) or ‘reeds’ (inner coffin of Asetemkhebit – DB 320).  
462

 A.74 (inner coffin). 
463

 Mummy-cover of Pinedjem II (DB 320), inner coffin of Tauheret (DB 320). A.29 (mummy-cover), 

A.68 (coffin), A.142 (outer coffin). Coffin set of Nesyamun (Leeds City Museum), coffin set of Henut-

taui (Metropolitan Museum of Art), coffin (Los Angeles County Museum of Art), mummy-cover of 

Khaemopet (Collection Harris), mummy-cover of Tabakenkhonsu (Museo Egizio in Turin), outer coffin 

of Pasebakhaienipet (Brooklyn Museum).   
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(centaurea depressa – Fig. 20, nº 1-2)
464

. Yellow circular motifs depicting

acacia flowers (Acacia nilotica) are also frequently found in this context (Fig. 

20, nº 4, 5, 6)
465

. Composite patterns are formed by mixing two secondary

motifs: in these cases, the lotus flowers are intertwined with rosettes 

(Chrysanthemum or Chamomilla – Fig. 20, nº 5)466 or with persea tree flowers 

(Mimusops Schimperi - Fig. 20, nº 3)
467

. The association of the lotus flowers

with the ‘reeds’ motif (Fig. 4, nº 1)
468

 is exceptional;

 Lotus petals – Bands decorated with multicolored (white, blue and green) lotus

petals are frequently used (Fig. 4, nº 8; Fig. 9; Fig. 10; Fig. 13; Fig. 14)
469

.

 Olive leaves – Pearl-shaped and monochromatic, these motifs are smaller and

positioned next to the headboard (Fig. 7; Fig. 9);

 Mandrake fruits – Mandrake fruits (Mandragora officinarum) figure on collars

as early as the Ramesside Period
470

 (Fig. 4, nº 7). During the 21
st
 Dynasty, the

size of these motifs decreases considerably resembling a circle with a small red

dot (Fig. 4, nº 14)
471

 – See Fig. 6; Fig. 7; Fig. 9;

 Mandrake flowers (?) – Dark petals
472

 are often combined with motifs

resembling mandrake fruits forming a pearl-beaded motif (Fig. 4, nº 16)
473

;

 Persea tree buds – This is the most common pattern. It is composed of little

buds topped with small rounded protuberances (Mimusops Schimperi)474. The

464
 See Jacquat, Rogger 2013, 87. 

465
 These motifs are large circles painted in yellow or orange. A.2 (mummy-cover), A.32 (inner coffin), 

A.54 (inner coffin), A.102 (outer coffin), A.110 (mummy-cover), A.142 (mummy-cover).
466

 Van Walsem 1997, 116. These motifs are better depicted in the proto-‘yellow’ corpus. See coffin of 

Tamaket (TT 1), inner coffin of Khonsu (TT 1). In the ‘yellow’ corpus see A.74 (outer and inner coffin). 
467

A.33 (coffin), A.53 (outer coffin).
468

Attested in a single object: anonymous coffin (British Museum).
469

Anonymous coffin (British Museum). A.52 (inner coffin), A.110 (coffin), A.149 (outer coffin).
470

Coffin set of Sennedjem (TT 1), coffin of Tamaket (TT 1).
471

A.12 (mummy-cover), A.27 (mummy-cover), A.47 (coffin), A.136 (inner coffin). Coffin set of

Nesyamun (Leeds City Museum), outer coffin of Henut-taui (Metropolitan Museum of Art), mummy-

cover of Khaemopet (Collection Harris), mummy-cover of Herytubekhet (Staatliches Museum 

Ägyptischer Kunst in Munich), coffin set (Los Angeles County Museum of Art), mummy-cover of 

Amenhotep (Rijksmuseum van Oudheden in Leiden), mummy-cover of Mutemperamun (Museo Egizio in 

Turin). 
472

A.12 (mummy-cover), A.27 (mummy-cover), A.47 (coffin), A.136 (inner coffin). Coffin set (Los

Angeles County Museum of Art), mummy-cover of Amenhotep (Rijksmuseum van Oudheden in Leiden), 

mummy-cover of Mutemperamun (Museo Egizio in Turin). 
473

 Coffin set of Nesyamun (Leeds City Museum). 
474

 Van Walsem 1997, 116. Inner coffin of Tauheret (DB 320), inner coffin of Asetemkhebit (DB 320). 

A2 (mummy-cover), A.52 (inner coffin), A.74 (inner coffin), A.123 (inner coffin), A.142 (outer coffin 

and mummy-cover), A.149 (outer coffin). Mummy-cover of Nesyamun (Leeds City Museum), mummy-

cover of Khaemopet (Collection Harris), mummy-cover of Herytubekhet (Staatliches Museum 

Ägyptischer Kunst in Munich). 
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buds are multicolored presenting three transversal sections (Fig. 4, nº 11, 12)
475

.

These motifs are often intertwined with leaves, probably from olive trees (Fig. 4, 

nº 13). In earlier coffins, this pattern is combined with others, forming a variety 

of sequences (Fig. 6; Fig. 7; Fig. 8). In later coffins, this pattern is often repeated 

forming imposing and monotonous arrangements (Fig. 10; Fig. 13; Fig. 14); 

 Buds on reeds – It is composed of vertical buds positioned at a regular distance

from each other. Between the buds, it is visible the background of the floral

collar, the reeds where the floral motifs were attached to (Fig. 4, nº 1). This

pattern became common from the mid-21
st
 Dynasty onwards (Fig. 9)

476
.

 Checkerboard pattern – this motif is composed of small squares painted with

alternating colors (green, black, red or white – Fig. 4, nº 4)
477

. These patterns

suggest the funerary covers made out of organic materials, such as papyrus or

reeds. The dots in the rectangles denote the holes of the fastening strings, while

the vertical and horizontal lines indicate the edges and ribs of the individual

stem, and strings crossing them
478

. It is a pattern typically found during the

second half of the 21
st
 Dynasty (Fig. 9; Fig. 10; Fig. 14; Fig. 15);

 Geometrical motifs – It is frequent to detect bands decorated with triangles

(Fig. 4, nº 5)
479

 or circles (Fig. 4, nº 2)
480

. Sometimes both motifs are combined

(Fig. 4, nº 15)
481

. These motifs possibly allude to seeds or beads (Fig. 8)
482

.

The number of bands involved in these collars is highly variable: from 4 (in the earliest 

coffins) up to 16 (in the latest coffins). Any combination of patterns is possible to find: 

475
 Mummy-cover of Pinedjem II (DB 320). A.27 (mummy-cover), A.68 (coffin), A.136 (outer coffin). 

Coffin of Amenemhat (Museo Arqueologico Nacional de Madrid), coffin set (Los Angeles County 

Museum of Art), inner coffin of Khonsu (TT 1), coffin set of Henut-taui (Metropolitan Museum of Art), 

mummy-cover of Tabakenkhonsu (Museo Egizio in Turin), outer coffin of Pasebakhaienipet (Brooklyn 

Museum), mummy-cover of Amenhotep (Rijksmuseum van Oudheden in Leiden).  
476

 Inner coffin of Asetemkhebit (DB 320). A.33 (coffin), A.102 (outer coffin), A.110 (coffin set), A.142 

(outer coffin). Anonymous coffin (British Museum). 
477

 A.2 (mummy-cover), A.52 (inner coffin), A.123 (inner coffin), A.110 (coffin), A.132 (outer coffin), 

A.149 (outer coffin). 
478

 Van Walsem 1997, 116. A.123 (inner coffin), 
479

 Mummy-cover of Henut-taui (Metropolitan Museum of Art), mummy-cover of Pinedjem II (DB 320), 

outer coffin of Pasebakhaienipet (Brooklyn Museum). 
480

 A.123 (inner coffin). 
481

 Mummy-cover of Tauheret (DB 320). A.20 (mummy-cover), A.68 (coffin), A.136 (outer coffin). 

Coffin set (Los Angeles County Museum of Art), inner coffin of Henut-taui (Metropolitan Museum of 

Art), mummy-cover of Tabakenkhonsu (Museo Egizio in Turin), coffin set of Amenhotep (Rijksmuseum 

van Oudheden in Leiden), coffin of Amenemhat (Museo Arqueologico Nacional de Madrid).  
482

 Floral collars actually included faience beads, sometimes with different collars (Floral collar from the 

embalming cache of Tutankhamun, KV 54).   
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from only two patterns repeatedly reproduced along the collar
483

 to alternating

sequences of five or six patterns.  

Mummy-covers dating from the late Ramesside Period and early 21
st
 Dynasty normally

show a large red strap bounding the large floral collar
484

. Probably not accidentally, in

the embalming cache of Tutankhamun (KV 54), floral collars were found actually 

showing a red cloth binding the edges
485

.

GENERAL INTERPRETATION 

Traditionally, the decoration of the anthropoid coffins was consistently limited to the 

visible ornaments of the mummy: mask, collar, bead girdle
486

. The depiction of the

hands and forearms represents a break with this scheme, as these attributes were 

actually not visible on mummies and they were used in coffin decoration to compose a 

‘statue’ of the deceased, i.e., a monumental ‘portrait’ defining his/her divine status.  

The position of the hands in particular shifts the status of the deceased from an inert 

mummified god into a god empowered with royal status. The clenched hand (D 49) was 

associated with concepts related to the exhibition of power such as ‘grasp’ or ‘seize’ but 

also to the gesture of praise and rejoicing in the so-called henu-gesture
487

. In this

context, it seems plausible that both meanings were associated with fists, which in the 

‘yellow’ type remained a strict male prerogative. The symbols grasped by the deceased 

relate to the Osirian imaginary and defined him as a justified god. The feather, in 

particular, is allusive to Maat and refers to the weighing of the heart. 

The open hands are depicted in female coffins, perhaps with Hathoric meaning, 

resembling the ivory clappers used in the rituals of this goddess
488

. Another important

female gender-marker is the depiction of breasts. The nipples are always rendered as 

rosettes. This motif was used in Ramesside sculpture with erotic significance
489

 but it

had long been used with funerary meaning, as gilded bronze rosettes were found sewn 

on a dark linen cloth unfolded over the funerary shrines of Tutankhamun suggesting the 

483
A.27 (mummy-cover), A.136 (outer coffin). Outer coffin of Tabakmut (Metropolitan Museum of Art).

484
Mummy-cover of Tabasety (Museum of Ancient Art and Archaeology in Aarhus), mummy-cover of

Hori (Kestner Museum), mummy-cover of Herytubekhet (Staatliches Museum Ägyptischer Kunst in 

Munich). 
485

 Metropolitan Museum of Art (09.184.216, 09.184.214–216, 09.184.214, 09.184.215). 
486

 Hayes 1953, 310-311. 
487

 Wilkinson 1992, 55. 
488

 Taylor 2017, 544.  
489

 Torso of Merytamun (Cairo Egyptian Museum, JE 31413). See Saleh, Sourouzian 1987, Nº 208 
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starry sky
490

. With the same meaning, rosettes are painted over the funeral leather 

canopy of Asetemkhebit found in DB 320
491

. In this context, rosettes have Hathoric

meaning related to regeneration and rebirth and might have been used in coffin 

decoration to display the divine status of women suggesting their identification with the 

goddess of the necropolis that presided over regeneration, sexuality and rebirth, just in 

the same way that the depiction of the divine beards suggested the identification 

between men and Osiris.

Gender-markers play an important role in the ‘yellow’ corpus as they alluded to the 

social status of men and women in the priesthood of Amun. The perception of status 

involved in these symbols explains some of the abnormal uses of these gender-markers. 

In the burial assemblage of Maatkare, open hands are only found on the mummy-cover, 

while her coffins display fists. Moreover, she is also not depicted with breasts. The 

omission of these important female gender-markers in her coffins is a powerful 

statement of her status. Other female coffins are known to have omitted the depiction of 

breasts
492

. In most of these situations, the absence of breasts might have resulted from 

the reuse of male coffins. However, it is possible that the decision regarding the 

exclusion of this motif when the coffin set was recycled may have been intentional
493

. 

As to the depiction of forearms, it is clearly rooted in the ‘festive dress’ type but it is 

reinterpreted after the royal archetypes, depicting the deceased as an active and 

empowered god, able to perform rituals and to move freely in the netherworld. Some of 

the bracelets depict motifs borrowed from the decoration of actual funerary objects 

while others allude to the Solar-Osirian mysteries and to the deification of the deceased. 

Feathers and linen straps are often found on the arms as subtle allusions to the rishi and 

‘festive dress’ type. 

On the chest, a pectoral alludes to the heart, to the judgement of the dead and to his/her 

subsequent rebirth. Until the mid-21
st
 Dynasty, the most common pectoral used in this 

area was a (winged) scarab probably alluding to the heart scarab, which was supposed 

to grant a positive outcome in the weighing of the heart and the awakening of the heart, 

identifying the awaken deceased with the rising sun, as the scarab represents Khepri, 

referring to the rebirth of the sun god
494

. These pectorals were probably used as markers

490
 Reeves 1990, 101. 

491
 Goff 1979 , fig. 55-57 

492
 A.18 (coffin), A.19 (coffin, mummy-cover), A.52 (inner coffin), A.54 (coffin set). 

493
 A.136 (outer coffin). 

494
 Van Walsem 1997, 149. Goff 1979, 209-220. 
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for the recitation of chapters 26-30 of the Book of the Dead
495

. In fact, the vignettes of

these texts are clear about the use of these pectorals in the rituals related to the Opening 

of the Mouth.  

The use of the heart amulet in this context is slightly later being attested in objects 

dating from the mid-21
st
 Dynasty onwards. These objects have to be related to the

scenes of the weighing of the heart painted on the sides, where the deceased receives 

this amulet as the result of a positive outcome obtained in the weighing of the heart. In 

these vignettes the deceased raises his/her arms grasping feathers in a gesture of joy
496

making very clear that, when used in this context, the heart amulet is seen as a reward 

given by the court of Osiris designating the deceased as a justified one
497

.

The decorative scheme of the upper section thus included a powerful set of symbols that 

emulated amulets supposed to play an important role in the funerary rituals. Given this 

association, it is likely that when those rituals were performed, the lid would be raised 

in upright position, as we see in Theban tomb paintings dating from the Ramesside 

Period. 

The focal point of the upper section is the chest and in many objects it is shown 

unwrapped, allowing to seeing the bare skin of the deceased
498

. The yellow background

of the scenes depicted in this area is meant to suggest the skin of the deceased, literally 

gleaming with the divine light irradiating from his/her body. The same meaning must 

have had the yellow background on the forearms, but this area was normally decorated 

with bracelets before disappearing under the large floral collars.  

The chest thus irradiated gleaming light and through this effect, the frontiers between 

the corpse and the coffin were blurred with the body of the deceased gradually emerging 

behind the layers of figurative elements depicted on the coffin. The amulets and 

pectorals adorning the chest, supposed to be included in the decoration of the mummy, 

495
 Sousa 2011. 

496
 This gesture is often depicted in mythological papyri dating from the 21

st
 Dynasty. Mythological 

Papyrus of Khonsumes (Kunsthistorisches Museum). See Piankoff Rambova 1955, pl. 147. Papyrus of 

Nesipakachuti (E 17401, Louvre Museum) in Piankoff Rambova 1955, pl. 104 and Papyrus 

Nesitanebetaui (SR 40017, Cairo Egyptian Museum). The same gesture is also depicted on the 21
st
 

Dynasty coffins, where this theme is very common. A.16 (inner coffin), A.93 (coffin), A.114 (inner 

coffin), A.115 (inner coffin). 
497

 In the vignettes of the weighing of the heart, the presentation of the deceased to the god Osiris is the 

natural consequence of a positive outcome of that procedure. Usually, the amulet is given to the deceased 

before the scene of the adoration of Osiris. Although couples can be depicted, men are always those who 

wear that amulet. This is the case of the tomb of Rai and his wife, Nebetaui, (TT 255) where the amulet 

seems to be connected with the weighing of the heart. 
498

A.27 (mummy-cover), A.136 (inner coffin and mummy-cover). Upper section of the coffin of

Tabasety (Museum of Ancient Art and Archaeology in Aarhus). 
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are thus displayed as if worn by a living. Given this context, we should understand the 

exact nature of the iconographic arrangements displayed around these pectorals, which 

are mainly composed of wedjat-eyes, nefer, and neb-signs
499

. Compositions involving

(winged) iaret-cobras are also common
500

. Wedjat-eyes and iaret-cobras can also be

found on the breasts themselves
501

. At first sight, this prolific depiction of iconographic

compositions would seem to result from a particular mindset described in the 

Egyptological literature as horror vacui
502

, which would be responsible for filling in the

available space with randomly chosen signs. However, we believe this type of 

compositions is far more specific, alluding to ritual tattoos. In fact, this same repertoire 

of symbols has been recently found in a tattooed mummy from Deir el-Medina
503

. The

studies carried out by Anne Austin and Cédric Gobeil on the torso and arms of one 

single woman revealed 30 small tattoos, some of them difficult to perceive. The most 

prevalent motifs are the iaret-cobras and the wedjat-eyes, sometimes combined with 

nefer-signs forming exactly the same hieroglyphic compositions detected in coffin 

decoration (Fig. 7; Fig. 8; Fig. 12; Fig. 17, nº 2, nº 3). Whether this practice was 

reserved for special individuals or widespread is unknown. Tattoos are difficult to 

perceive on a mummified body without proper imaging tools and it is possible that this 

type of evidence has remained undetected so far. The authors of this study suggest that 

tattoos played an important role in the life of this particular woman, both enhancing her 

ability to perform magical rituals and her social status within the community itself
504

.

The same meaning would be expected to be associated with the small compositions of 

symbols ‘tattoed’ on the chest, forearms, hands, and breasts of the deceased depicted in 

the ‘yellow’ coffins, empowering them with magical strength and knowledge. In this 

way, the ‘yellow’ coffin show the gleaming (tattoed) torso of the deceased adorned with 

pectorals, amulets, bracelets, mummy braces and floral collars as if the linen wrappings 

had been completely removed. 

As to the floral collars – both the large and the short collars – they reproduce the shape 

and composition of the actual objects used during the New Kingdom. Due to their 

499
 Outer coffin of Masaharta (DB 320). Mummy-cover of Khaemopet (Collection Harris), outer coffin of 

Henut-taui (Metropolitan Museum of Art), coffin of Nesyamun (Leeds City Museum). 
500

 Coffin of Amenemhat (Museo Arqueologico Nacional de Madrid), coffin of Hori (Museu Nacional in 

Rio de Janeiro), mummy-cover of Khonsumose (Museo Egizio in Turin),  
501

 Coffin set of Tabaekkhonsu (Kunsthistorisches Museum) 
502

 Niwiński 1988, 99. 
503

 Austin, Gobeil 2017. 
504

 Austin, Gobeil 2017. 

79



magical powers, they were used in the funerary rites themselves
505

, playing a very

important role during mummification. The boldness of this role is detected in the 

creation of embalming caches, particularly in the Valley of the Kings, where these 

objects were kept, together with other waste materials used during royal 

mummification. 

In the embalming cache of Tutankhamun (KV 54), floral collars were found remarkably 

well preserved. The examination of these objects revealed how they were crafted: 

alternating rows of flower petals and buds, leaves, berries, and blue faience beads were 

sewn to a papyrus backing
506

. Olive leaves, cornflowers, and poppies are some of the

species used in the Tutankhamun collars.  

A large collection of floral collars was uncovered in another important embalming 

cache (KV 63), also dating from the late 18
th

 Dynasty
507

. Some of these collars used

gold leaves intertwined with petals. A wide range of species had been used, including 

persea tree flowers.   

It is also important to note that floral motifs and patterns had a widespread use in 

material funerary culture and can be seen in the decoration of virtually any funerary 

object or building
508

. In fact, the patterns used in the decoration of the floral collars

depicted in the coffins are similar to those depicted in the friezes used in tomb 

decoration of the Theban necropolis. In the Tomb of Amenemheb (TT 278) the scenes 

painted on the walls are bounded by block friezes and monochromatic bands
509

. Floral

bands adorn the upper edges featuring lotus petals
510

, rosettes, bunches of grapes and

persea tree flowers. Similar uses of floral friezes can be seen in the decoration of tomb 

ceilings
511

. All in all, these floral motifs allude to the protection provided by the

heavenly mother goddess and they were used in coffin decoration with the same 

meaning, assimilating the lid with the ceiling of the burial chamber. Moreover, also in 

temple context, it is possible to detect the same alternate sequences of different floral 

patterns (rosacea, alternating lotus flowers, and buds, petals) in painted ceilings
512

,

alluding to the same Hathoric imaginary. The association between the funerary 

manifestation of Hathor and these plants is clearly suggested in the vignettes of the 

505
 Sousa 2014b, 197. 

506
 Metropolitan Museum of Art (09.184.216, 09.184.214–216, 09.184.214, 09.184.215). 

507
 Sousa 2014b, 202. 

508
 Dodson, Ikram 2008, 126. 

509
 Tomb of Amen-heb (D´Abbadie 1954, Pl. XXVI). Tomb of Hay (Valbelle 1975, 7). 
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 Tomb of Userhat (TT 51). 

511
 Tomb of Nefer-hotep (Wild 1979, Pl. 2). 

512
 Hölscher 1951, Pl. 24.  
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Book of the Dead featuring the shrine of the divine cow on the Theban hill surrounded 

by a forest of papyrus, lotus, and lily-flowers (Plates 5-6).

In generic terms the flowers involved in the floral collars are life-giving emblems 

alluding to the rebirth provided by the heavenly mother, the lotus especially being a 

symbol of resurrection513. However, some of the fruits and flowers used in these collars 

might have played a specific role, surely related to their healing properties. Some of 

these plants, such as the blue lotus or the mandrake are known to be hallucinogenic and 

it is possible that they were used during mummification with particular ‘healing’ 

purposes
514

.

The growing importance of these collars in the decoration of the coffin is detected in the 

increasingly larger size achieved by these objects. The role associated with these 

garlands is close to that of the floral headbands. The same names were used 

indifferently to both categories of objects (mah and wahu)
515

 and they were both 

associated with the ritual of the ‘crown of justification’ alluded to in Chapter 19 of the 

Book of the Dead. In later coffins, the size of the collars greatly extended the upper 

section which became the longest area of the lid.  

The introduction of mummy braces, or stola, during the late 21
st
 Dynasty, is consistent 

with this trend. The earliest example of mummy braces actually found on a mummy 

dates from the reign of Ramses XI but they were often used on the mummies from the 

Tomb of the Priests of Amun (Bab el-Gasus) providing an excellent dating criterion for 

mummies when the ruler is named
516

. These red mummy braces probably derive from 

ritual scarves used in association with the Osirian cult in Abydos
517

. Ritual scarves are 

attested during the Old Kingdom, when they were used as a symbol of rejoicing and 

protection
518

. However, from the iconographic standpoint, this motif is always used in 

association with mummiform deities, such as Amun, Min, Ptah or Osiris
519

. The origin 

of these objects seems to be related to temple’s cult where they were used on divine 

images
520

. A peculiar representation in this respect is the Hathor cow advancing from

513
 Van Walsem 1997, 116. 

514
 Jacquat, Rogger 2013, 84-88. 

515
 Jacquat, Rogger 2013, 85. 

516
 Van Walsem 1997, 117. 

517
 Kaper 2017, 308.  

518
 Brovarski 2017, 269-273. 

519
 Van Walsem 1997, 119. This motif dates back to the beginning of the 12

th
 Dynasty. 

520
 Prada 2017, 379. 
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the necropolis cliffs with a crossed or ‘parallel’ (not crossed) red stola, instead of the 

usual menat around its neck
521

.

Another interpretation of the stola “may be deduced from the shape it rather often takes, 

approximating to the sa-sign, meaning ‘guard’ or ‘protect’, which seems to be a mat 

used by herdsman around their necks, obliquely crossing the chest. It may be significant 

that in two-dimensional scenes the figures of kings and deities are often accompanied 

by the inscription sa ha ef, ‘protection behind him’, which corresponds exactly to the

manner in which the sa is carried by herdsmen.  

Regardless of its origin, the stylized object was finally transposed, now as leather straps, 

onto real human mummies (enhancing their divinity), and represented also on the lids of 

coffins”
522

. In other words, when depicted in the coffin, the stola conferred to the 

deceased a bolder divine status bolder
523

, an aspect that combined with the increasingly 

larger floral collar alluded again to the manifestation of the deceased as a chthonian 

god, a phenomenon that would eventually lead to the adoption of other models of 

coffins during the 22
nd

 Dynasty.

521
 This likely finds its precursor in the frequent representations in Ramesside tombs of the Anubis jackal 

with a crossing or a parallel stola around its neck. In Van Walsem 1997, 117. 
522

 Van Walsem 1997, 119. 
523

 Van Walsem 1997, 349. 
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Fig. 6 – Headboard and upper section. Coffin of Hori (Kestner Museum) 
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Fig. 7 – Headboard and upper section. Coffin of Tabasety (Museum of Ancient Art and 

Archaeology in Aarhus)  
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Fig. 8 – Headboard and upper section. Coffin (A.22) 
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Fig. 9 – Headboard and upper section. Coffin (A.110) 
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Fig. 10 – Headboard and upper section. Coffin (A.56) 
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Fig. 11 – Headboard and upper section. Mummy-cover (A.136) 
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Fig. 12 – Headboard and upper section. Mummy-cover (A.27) 
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Fig. 13 – Headboard and upper section. Inner coffin (A.15) 
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Fig. 14 – Headboard and upper section. Outer coffin (A.52) 
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Fig. 15 – Headboard and upper section. Coffin (A.4) 
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Fig. 16 – Types of central markers

(1) Without central marker 

(2)  Scarab or heart amulet

(3)  Mummy braces 
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Fig. 17 – Central marker: (Winged) scarabs. 

(1) Mummy-cover of Nesyamun (Leeds

Museum)

(2) Inner coffin (A.119)

(3) Mummy-cover of Maatkare (DB 320)
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Fig. 18 – Central marker: Winged scarabs and heart amulets 

(1) Mummy-cover (A.114) 

(2) Coffin of Khonsumose (Museo Egizio in Turin) 

(3) Mummy-cover (A.87) 
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Fig. 19 – Central marker: Heart amulets and other motifs 

(1) Mummy-cover of Tentamun (Musée d´Archéologie Méditerranéenne de Marseille)

(2) Inner coffin (A.74)

(3) Outer coffin (A.10)
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Fig. 20 – Patterns with lotus flowers. 

(1) Lotus flowers intertwined with cornflowers 

(2) Lotus flowers intertwined with cornflowers and acacia flowers 

(3) Lotus flowers intertwined with persea tree flowers, acacia flowers and rosettes 

(4) Lotus flowers intertwined with acacia flowers  

(5) Lotus flowers intertwined with rosettes and acacia flowers 

(6) Lotus flowers intertwined with lotus buds and acacia flowers 
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CHAPTER IV – HEAVENLY MOTHER: THE CENTRAL PANEL 

From the formal standpoint, the central panel is the most elaborated composition of the 

‘yellow’ type, playing a decisive role in the layout and in the symbolism of the coffin as 

a whole. In the proto-‘yellow’ type, the panel was composed by a simple image of the 

winged goddess Nut (Fig. 21) to which a solar pectoral was added (Fig. 22)524. The 

central panel thus results from associating the heavenly mother goddess with her own 

son, the new-born sun god. 

BASIC SCHEME 

Style and dating  

The simplest compositions display two registers, forming what we call the ‘basic 

scheme’ (Figs. 23-26). This layout is typical of the late Ramesside Period and the first 

half of the 21
st
 Dynasty. These compositions display lower density of decoration and 

show the naturalistic softness of the Ramesside style. When depicted, the deceased 

wears white festive garments (Fig. 25; Fig. 28).

The basic scheme is also used during the late 21
st
 Dynasty when workshops sought for 

an archaizing style525. However, the style of these later objects is highly schematic and 

the density of the composition is much heavier, displaying a high number of liminal 

elements526. When is depicted, the deceased wears dark and tight clothes. 

Formal features 

Typically, the basic scheme displays two registers. The first register consists in a 

symmetrical composition flanking a nuclear block, usually a pectoral, an amulet or a 

(winged) scarab. The symmetrical composition involves centripetal and/or centrifugal 

blocks, each one of them using a repertoire of its own. The second register displays the 

winged goddess with U-shaped wings. Secondary compositions can be found above and 

below the wings of the goddess. This simple layout is sketched in the following scheme: 

524
Originally this pectoral was depicted in the upper section but in the proto-‘yellow’ type it was 

integrated into the central panel, perhaps with the purpose of associating the solar significance of this 

object with the winged goddess. This transition can be followed in the proto-‘yellow’ corpus, comparing 

the coffin of Katabet (British Museum), with the coffins of Tamutneferet (Louvre Museum) and the 

coffins of Henutmehyt (British Museum). 
525

During the second half of the 21
st
 Dynasty, compositions typically found in earlier models are 

selectively reintroduced, originating an archaizing trend of coffin decoration. For this reason, coffins of a 

later date may display a central panel with only two registers, which would be expected in earlier coffins. 

Outer coffin of Ikhy (Vatican Museums). 
526

A.91 (outer coffin).



centripetal block + centrifugal block + nuclear block + centrifugal block+ centripetal block 

_____________(dividing line)_____________ 

winged deity 

Despite the sophistication of the composition, the components of each block can be 

easily isolated and the symbols used in each one of them can be inventoried.  

Symmetrical register: The nuclear block 

The nuclear block truly rules the composition of the central panel as a whole, 

originating different variations. The following motifs can be detected in this context: 

- Naos-shaped pectoral. The depiction of the pectoral normally includes

suspender-like bands hanging from the floral collar (Fig. 23; Fig. 24).

Typically these pectorals are decorated with a scarab holding up a sun-disk

with a shen-ring between its hind legs527. The solar god is sometimes escorted 

by groups of mummiform deities (Fig. 24)528. Other variations include the

solar scarab flanked by avian gods (Fig. 23)529, winged goddesses530 or

wedjat-eyes
531

. Some of these motifs can actually be found in royal

pectorals
532

. The solar significance of the pectoral is normally highlighted by

depicting the akhet-sign (Fig. 23)
533

, or the solar disk534 on top of it. The

magical significance of these pectorals is apparently rooted in the imaginary 

of the Sed Festival aiming at providing eternal rebirth
535

.

527
 The akhet-sign can figure alone: outer coffin of Henut-taui (Metropolitan Museum of Art), outer coffin 

of Masaharta (DB 320). This sign can also be displayed within wider compositions which may include the 

wedjat-eyes: mummy-cover of Nesyamun (Leeds City Museum), outer coffin of Butehamun (Museo 

Egizio in Turin). 
528

 Outer coffin of Maatkare (DB 320), outer coffin of Masaharta (DB 320). A.81 (coffin). Mummy-cover 

of Khaemopet (Collection Harris). The first depictions of the solar barque on the pectoral may be detected 

already in the Ramesside Period. Coffin set of Henutmehyt (British Museum). 
529

 Outer coffin of Paser (Louvre Museum). 
530

 Mummy-cover of Nesyamun (Leeds City Museum). 
531

 Coffin of Padiamun (Cairo Egyptian Museum). 
532

 Pectoral of Sheshonk II. See Montet 1951, pl. XXVI; Stierlin 1993, 169. Pectoral from the reign of 

Tutankhamun, see Reeves 1990, 151. This motif is also common in the decoration of the shrines of the 

sacred barque of Amun. See also de pectoral of Psusennes I in Hornung, Bryan 2002, 130. 
533

 Outer coffin of Masaharta (DB 320). Outer coffin of Henut-taui (Metropolitan Museum of Art). Coffin 

of Herytubekhet (Staatliches Museum Ägyptischer Kunst in Munich), outer coffin of Butehamun (Museo 

Egizio in Turin). 
534

 The solar disk is encircled by cobras. Outer coffin of Maatkare (DB 320). Coffin A.81. 
535

 Van Walsem 1997, 121. 
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- Solar barque. When the solar disk is depicted, the enthroned god Amun-Re 

is depicted within
536

, or the solar child
537

. The divine crew includes the god

Shai and Maat
538

, or Thoth
539

. The barque navigates on the pet-sign,

sometimes flanked by the totems of the East and the West540. Another 

variation consists in the depiction of the winged (ram-headed541) scarab 

navigating on the solar barque (Fig. 25). Royal funerary jewellery did 

include pectorals of this kind and it is possible that these motifs were 

inspired by such objects
542

.

- Pectoral with a (winged) scarab. The pectoral is supported on suspender-

like bands (Fig. 26; Fig. 27)
543

. Floral elements (lotus flowers and buds)

adorn the lower fringe of the pectoral
544

. These motifs reproduce the features

of funerary pectorals actually used in the royal mummies
545

.

- Sacred scarab. The simplest version of the previous motifs consists in the 

plain depiction of the sun god as a scarab holding up the solar disk with 

forelegs (Fig. 28)546.  

Regardless of the particular type of pectoral depicted in the nuclear block, the (winged) 

scarab is normally associated with secondary motifs:  

- The sacred scarab rises from the nwb-sign
547

 , the heb-bowl, the djed-

pillar
548

, the lotus flower
549

, or the even the heart
550

. In some depictions, the

scarab is raised up by a goddess (Maat or Nut)
551

.

536
 Outer coffin of Pasebakhaienipet (Brooklyn Museum), coffin of Nesyamun (Leeds City Museum) 

537
 Mummy-cover of Maatkare (DB 320). 

538
 Outer coffin of Pasebakhaienipet (Brooklyn Museum). 

539
 Mummy-cover of Maatkare (DB 320). Coffin of Nesyamun (Leeds City Museum). 

540
 A.49 (mummy-cover). Coffin of Nesyamun (Leeds City Museum). 

541
A.68 (inner coffin), A.151 (outer coffin). 

542
 Pectoral from Tutankhamun’s tomb, in Stierlin 1993, 69. Pectoral from the mummy of Sheshonk II, in 

Stierlin 1993, 195. See also Hornung, Bryan 2002, 131. 
543

 A.68 (mummy-cover). Coffin (Los Angeles County Museum of Art), inner coffin of Henut-taui 

(Metropolitan Museum of Art). 
544

 A.68 (mummy-cover). Inner coffin of Henut-taui (Metropolitan Museum of Art). 
545

 Pectoral of Sheshonk II: See Stierlin1993, 188. Pectoral of Psusennes I: See Montet 1951, pl.CXV. 
546

 Mummy-cover of Amenhotep (Rijksmuseum van Oudheden in Leiden). A.86 (mummy-cover), A.111 

(mummy-cover), A.121 (inner coffin). 

 See Van Walsem 1997, 149. Goff 1979, 209-220. 
547

 Inner coffin, mummy-cover of Tauhert (DB 320). 
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- The sacred scarab is normally flanked by hieroglyphic signs (ankh, was, and

djed) hanging from the iaret-cobras that encircle the solar disk.

Exceptionally other motifs may be included in the nuclear block, such as

squatted gods
552

, or the ba-bird offering before his own mummy
553

.

Symmetrical register: Lateral compositions 

The nuclear block is flanked by symmetrical compositions, involving centrifugal and/or 

centripetal blocks.

Centrifugal blocks. Mummiform gods (squatted554 or seated on a throne) such as 

Osiris (Fig. 26)555 or the avian god Ptah-Sokar (Fig. 24)556 are the most common

motifs depicted in this sector. Exceptionally, these gods may figure as royal 

ancestors, such as Horemheb557. Normally the enthroned god is escorted by 

standing (winged) goddesses (sometimes identified as Isis and Nephthys) or by a 

winged djed-pillar (Fig. 27) . In the most elaborate compositions, the centrifugal block 

(enthroned god and protective female deities) is entirely depicted inside a heavily 

decorated shrine.

558

Centripetal blocks: (Winged) goddesses560 protect the ba-bird (Fig. 26)561 or the Sons 

of Horus562. These goddesses are normally identified as Isis and Nephthys563. On 

occasions, these goddesses wear the monogram of Neith564 even if the adjacent label-

inscriptions identified them as Isis or Nephthys. These compositions can be abbreviated 

548
A.19 (mummy-cover). Mummy-cover of Henutaneb (Musée des Beaux-Arts de Grenoble), coffin set

of Tabakenkhonsu (Museo Egizio in Turin), coffin of Hor (Museu Nacional in Rio de Janeiro), coffin 

(Los Angeles County Museum). 
549

 Mummy-cover of Khonsuhotep (Rijksmuseum van Oudheden in Leiden). 
550

 Outer coffin of Pinedjem II (DB 320). 
551

A.28 (outer coffin), A.111 (mummy-cover), A.151 (outer and inner coffin). Mummy-cover of

Nespawershefyt (Fitzwilliam Museum) 
552

 Maat and Horus:A.19 (coffin). 
553

 Coffin (Los Angeles County Museum of Art). 
554

A.136 (inner coffin).
555

Inner coffin of Henut-taui (Metropolitan Museum of Art).
556

Mummy-cover of Nesyamun (Leeds City Museum). Coffin of Herytubekhet (Staatliches Museum

Ägyptischer Kunst in Munich). Coffin of Panebmontu (Louvre Museum). 
557

 Mummy-cover of Khonsuhotep (Rijksmuseum van Oudheden in Leiden). 
558

A.60 (inner coffin).
559

Coffin of Tabakenkhonsu (Museo Egizio in Turin).
560

Inner coffin of Henut-taui (Metropolitan Museum of Art).
561

Outer coffin of Maatkare (DB 320), inner coffin of Masaharta (DB 320). A.114 (outer coffin).

Mummy-cover of Tanethereret (Louvre Museum), coffin of Paser (Louvre Museum), inner coffin of 

Henut-taui (Metropolitan Museum of Art). 
562

 Outer coffin of Pinedjem II (DB 320). Mummy-cover of Nany (Metropolitan Museum of Art). 
563

 Mummy-cover of Panebmontu (Louvre Museum). Mummy-cover of Khonsuhotep (Rijksmuseum van 

Oudheden in Leiden). 
564

A.111 (mummy-cover).
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by simply using winged cobra goddesses565 identified as manifestations of Neith (Fig. 

27). These goddesses “represent protection as well as provision with the breath of 

life”566. It is noteworthy that symmetrical depictions of winged deities are common in 

royal sarcophagi dating from the reign of Tutankhamun onwards567, precisely to restore 

the vital powers of the royal mummy – the embodiment of Osiris. The goddesses 

reproduce this decorative scheme in the central panel.  

An alternate scheme consists in offering scenes, clearly inspired on temple decoration 

(Fig. 24). In these blocks, the god Thoth performs rituals (offering the wedjat-eye)
568

, 

sometimes followed (or substituted) by the deceased569.  

When the available space is limited – especially in mummy-covers – the centripetal 

block is frequently juxtaposed to the nuclear block, forming a composition typically 

found in the decoration of shrines
570

.

Dividing line 

In the basic scheme, a dividing line bounds the two main registers571. This line presents 

subtle variations according to the motifs depicted in the first register: 

- If the nuclear block of the first register is a pectoral, this line is traced on the 

lower edge of the pectoral (Fig. 24)572; 

- In most of the compositions, the registers are bounded by a long pet-sign573, 

sometimes decorated with stars574. This is especially true when the nuclear 

block is a solar barque (Fig. 25). Aquatic connotations of the sky are 

565
 A.68 (mummy-cover). Mummy-cover (Los Angeles County Museum of Art). 

566
 Van Walsem 1997, 146 

567
 The earliest occurrence of this motif is attested in the sarcophagus of Akhenaten, where Nefertiti 

figures at the four corners of the object. The winged goddesses are introduced in this decorative context in 

the rectangular stone sarcophagus of Tutankhamun and this scheme will be kept by his immediate 

successors, Ay and Horemheb. See Ikram, Dodson 1998, 260. 
568

 Coffin of Panebmontu (Louvre Museum). 
569

Inner coffin of Masaharta (DB 320). Mummy-cover of Tentamun (Musée d´Archéologie 

Méditerranéenne in Marseille). These scenes are rooted in the motif of the wedjat-eye flanking the 

nuclear block of the first register detected in the proto-‘yellow’ corpus. See coffin set of Henutmehyt 

(British Museum), mummy-cover of Khaemopet (Collection Harris). 
570

 This composition displays two winged goddesses flanking a solar scarab. This scheme is detected in 

the decoration of the divine barque of Amun-Re. The winged goddesses are also abundantly attested on 

the decoration of divine or funerary shrines. Funerary shrines from Tutankhamun’s tomb: Piankoff 1952, 

Pl. III, X, XII, XV, XVII. 
571

 In this context, this feature became very common and only exceptionally is omitted A.114 (outer 

coffin). 
572

 Outer coffin of Henut-taui (Metropolitan Museum of Art), mummy-cover of Herytubekhet (Staatliches 

Museum Ägyptischer Kunst in Munich). 
573

 A.49 (mummy-cover). Outer coffin of Pasebakhaienipet (Brooklyn Museum). 
574

 A.68 (coffin). Coffin of Tabakenkhonsu (Museo Egizio in Turin).  
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emphasized with the depiction of a fish pulling out from the water575 which 

also alludes to the ord besy, meaning ‘introduction’ or ‘emersion’, with 

connotations related to the heavenly ascent576; 

- Sometimes, when enthroned gods are depicted in the centrifugal blocks, the

dividing line can be absent and long mats are positioned underneath the

thrones (Fig. 28). In that case, the dividing line is interrupted at the centre of

the composition
577

.

Winged goddess 

In most of the compositions, Nut figures as the central deity, but occasionally, the 

winged goddess wears the monogram of Neith (Fig. 27)578. Normally, the goddess is 

squatted, facing left
579

 and wearing a divine dress knotted with a long belt. The goddess

wears a headband580, a modium581, or a royal crown adorned with cobras582, sometimes 

together with a sun disk583. The goddess grasps feathers584, ankh or djed signs585. 

Typically, large U-shaped wings irradiate from her open arms.  

Less often, the winged deity is fully depicted in avian form, either as a falcon586 or as a 

vulture587.  

Winged goddess: The upper composition 

The U-shaped wings of the goddess588 bound short inscriptions referring to her name 

and titles589 (frequently combined with the depiction of wedjat-eyes) – See Fig. 26590. 

The goddess is referred to as:  

575
 Outer coffin of Pasebakhaienipet (Brooklyn Museum). 

576
 See Kruchten 1989, 163-167. See also Sousa 2009, 32. 

577
 Mummy-cover of Amenhotep (Rijksmuseum van Oudheden in Leiden). 

578
 Inner coffin of Butehamun (Museo Egizio in Turin). A.19 (coffin), A.38 (inner coffin), A.121 (inner 

coffin). 
579

 The inner coffin of Khonsu (TT 1) is a remarkable exception to this rule, where the goddess is facing 

right. 
580

 Coffin set of Tamutneferet (Musée du Louvre). 
581

 Outer coffin of Henut-taui (Metropolitan Museum of Art). 
582

A.68 (coffin).
583

A.68 (coffin).
584

Outer coffin of Henut-taui (Metropolitan Museum of Art). Outer coffin of Masaharta (DB 320), A.46

(outer coffin). Outer coffin of Paser (Louvre Museum). 
585

A.68 (mummy-cover).
586

Mummy-cover of Maatkare (DB 320). A.114 (outer coffin).
587

Outer coffin of Maatkare (DB 320).
588

Mummy-cover of Khaemopet (Collection Harris).
589

Outer coffin of Masaharta (Cairo Egyptian Museum). Coffin set of Tamutneferet (Musée du Louvre).

Coffin set of Herytubekhet (Staatliches Museum Ägyptischer Kunst in Munich), inner coffin of Henut-

taui (Metropolitan Museum of Art). 
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o Lady of the sky, lady of the gods
591

;

o Nut, the great one on the horizon
592

;

o Nut, the great one that gives birth to Re, the lady of the Amentet
593

;

o Nut, the great one that gives birth to the gods, may she give offerings
594

;

o Nut, the great one, mother of gods, daughter of Re, who is in the House of Life

(Per-Ankh), lady of the House of Beauty (Per-Nefer), may she give all things
595

.

Short spells of Nut are sometimes included: 

o Words spoken by Nut, the great one. Words spoken by Isis, the mother of gods
596

;

o Words spoken by Nut, the great one who gives birth to the gods, who conceived

Re, lady of the Amentet, may she give all the good, and pure things
597

;

Winged goddess: The lower composition 

In earlier objects, the area below the wings of the goddess is left undecorated (Fig. 

23)598. Gradually, this area was used to display centrifugal compositions involving 

wedjat-eyes599, the god Anubis (Fig. 25; Fig. 26)600, Osiris
601

, (winged602) cobras603 or the

ba-bird (Fig. 24). 

The transition towards the classical scheme 

Some attempts to introduce innovative arrangements in the central panel were focused 

on the first register. Those consisted in reproducing the nuclear block of the first 

register – the (winged) scarab – in the area above the symmetrical register, originating 

two separate registers
604

.

590
A.49 (mummy-cover). Coffin of Panebmontu (Louvre Museum). Inner coffin of Henut-taui 

(Metropolitan Museum of Art). 
591

 Outer coffin of Khonsu (TT 1), coffin of Tamaket (TT 1). 
592

 Inner coffin of Khonsu (TT 1). 
593

 Mummy-cover of Khaemopet (Collection Harris). 
594

 Outer coffin of Masaharta (Cairo Egyptian Museum). 
595

 A.68 (coffin). 
596

 Coffin set of Takayt (Die Städtische Galerie Liebieghaus). 
597

 Coffin of Panebmontu (Louvre Museum). 
598

 A.49 (mummy-cover). Mummy-cover of Nesyamun (Leeds City Museum). 
599

 Coffin set of Tamutneferet (Musée du Louvre). 
600

 Inner coffin of Henut-taui (Metropolitan Museum of Art). Mummy-cover of Tanethereret (Louvre 

Museum); Coffin of Tabakenkhonsu (Museo Egizio in Turin). 
601

 Coffin of Tabasety (Museum of Ancient Art and Archaeology in Aarhus). 
602

 Inner coffin of Masaharta (Cairo Egyptian Museum). A.68 (coffin). Anonymous coffin from Bab el-

Gasus (Rijksmuseum van Oudheden in Leiden). 
603

 Mummy-cover of Tabakenkhonsu (Museo Egizio in Turin). Mummy-cover of Khonsuhotep 

(Rijksmuseum van Oudheden in Leiden). 
604

 A.53 (outer coffin). A.95 (mummy-cover). Coffin of Tanatnektahat (Michael Carlos Museum), inner 

coffin of Nani (Metropolitan Museum of Art). 
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Another trend proved to be more successful in redefining the layout of the central panel. 

This was focused on the winged goddess. The motifs depicted below her wings grew in 

size and in number
605

 and eventually formed an autonomous register (Fig. 27; Fig.

28)
606. A few coffins found in the Tomb of the Priests of Amun show how this process 

progressed: 

- In the inner coffin from A.60 (Fig. 27), the third register shows a rather

interesting composition: two frogs flank the lotus flower, spitting water to

the avian manifestation of the deceased;

- In the coffin from A.18, four squatted mummiform gods flank a falcon god

resting on the sign of the West, while the deceased adores two other

mummiform deities (Fig. 28);

- In the inner coffin from A.96, the nuclear block is formed by the god Shu

who rises from the ground holding up the basket where the winged goddess

is squatted. This central figure is flanked by the ba-bird adoring Anubis.

These compositions clearly show that, at this stage, the third register was not 

standardized. The arrangement of this register is so innovative that it sharply contrasts 

with the remaining composition. However, a growing dependence between the first and 

the third register is progressively observed. In the mummy-cover of Nesipanebu
607

,

most of the motifs included in the third register are alien to the usual repertoire 

(recumbent Osiris and the ba-bird in the nuclear block) but centripetal winged 

goddesses introduce the vertical symmetry with the first register. 

The mummy-cover from A.29 shows another stage of this process with the third register 

displaying minor differences, most of them focused on the nuclear block (Fig. 29). The 

scheme of the third register was eventually defined when the same standardized 

structure of the first register was adopted, originating what we call the ‘classical 

scheme’ of the central panel
608

.

605
 Anonymous coffin (Rijksmuseum van Oudheden in Leiden, F 93/10.4) 

606
A.18 (coffin), A.60 (inner coffin), A.96 (inner coffin).

607
Rijksmuseum van Oudheden in Leiden.

608
A.142 (mummy-cover). Coffin of Khonsumose (Museo Egizio in Turin), coffin of Amenhotep

(Rijksmuseum van Oudheden in Leiden), coffin of Hori (Museo Egizio in Turin). 
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CLASSICAL SCHEME 

Style and dating  

By the mid-21
st
 Dynasty, the layout of the central panel evolved considerably in

complexity. Not only was a new register added, as the decoration itself underwent a 

surplus of secondary motifs making the overall composition much heavier and dense. 

The style evolved accordingly becoming schematic and rigid (Fig. 30). Moreover, 

greater attention is given to volume and certain key-features (scarabs, solar disks or 

enthroned gods) are moulded in plaster, creating a three-dimensional relief-like effect, 

which is particularly clear along the central axis of the lid. 

Formal features 

The classical register shows a very stable scheme displaying three registers. The first 

and the third register share the same symmetrical structure, while the second register 

features the winged goddess. 

Symmetrical registers 

Typically, the symmetrical registers are composed of a (ram-headed) scarab609 flanked 

by centrifugal and centripetal blocks. After this sequence, additional blocks are 

juxtaposed. These blocks normally depict squatted mummiform gods
610

, sacred animals 

(such as the jackal god
611

), or a variety of cult scenes (Fig. 30; Fig. 32)
612

. The Ta-wer 

totem
613

 is frequently found on the edge of the composition
614

.

Normally, a complete symmetry between the first and the third register was sought (Fig. 

30)
615

, but subtle differences between them were maintained by using different 

methods: 

609
 Inner coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden). 

610
 A.10 (inner coffin), A.110 (coffin), A.136 (outer coffin). 

611
 A.131 (outer coffin). 

612
 A.110 (coffin). 

613
 A.108 (inner coffin), A.136 (outer coffin). 

614
 This feature was previously depicted on the arms but it was gradually transferred to this section as the 

floral collar started to cover this area. 
615

 A.12 (mummy-cover), A.23 (outer coffin), A.33 (inner coffin), A.40 (outer coffin), A.44 (outer 

coffin), A.108 (inner coffin, mummy-cover), A.110 (coffin), A.131 (coffin set), A.136 (outer coffin), 

A.149 (outer and inner coffin). Coffin set of Hori (Museo Egizio in Turin), coffin of Khonsumose (Museo 

Egizio in Turin), coffin of Pashedkhonsu (Michael Carlos Museum), mummy-cover of Mutemperamun 

(Museo Egizio in Turin), coffin of Bakenkhonsu (Museo Egizio in Turin). 
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- changing the sequence of the centrifugal/centripetal blocks
616

;

- changing a particular motif
617

;

- removing certain motifs
618

 or entire blocks
619

.

Winged goddess 

The most notorious change in this register consists in the arrangement of the wings of 

the main goddess, which are now fully stretched transversally in order to accommodate 

the increasing number of symbols displayed on her arms (Fig. 30). 

The liminal elements 

The classical scheme reveals a conspicuous interest in the depiction of small signs 

consisting in: 

- Vultures. Although this is the heraldic bird of Nekhbet, the goddess of

Upper Egypt, in this context it seems to allude to Mut, the mother goddess in

Thebes;

- Cobras. They are normally associated with the goddess Wadjet heraldic of

Lower Egypt but in this context, they rather stand as a manifestation of Neith

regarded as the goddess embodying the coffin itself. These ophidian

representations of Neith sometimes spring from line registers
620

, thus

highlighting  their association with the coffin, from where they emerge

protectively;

- Scarabs. As solar symbols, they allude not only to the nightly journey of the

sun but also to regeneration, rebirth, and rejuvenation as manifestations of

Khepri (‘He who came forth’ or ‘He who came into being’)
621

;

- Shetjyt-shrines. During the New Kingdom, these shrines are associated with

the gods of the netherworld, such as the god Sokaris, alluding to the

616
 The order of the centrifugal and centripetal blocks is changed. See inner coffin and mummy-cover of 

Nesikhonsu (DB 320), where the winged goddesses are depicted in the centrifugal block. 
617

 See outer coffin of Nesikhonsu (DB 320), where the nuclear block of the third register is depicted 

without wings. See also A.110 (mummy-cover): here the Osirian god was interestingly changed by the 

Ta-wer totem.  
618

 See A.26 (inner coffin). Here the Osirian gods are squatted (instead of enthroned), the goddesses are 

shown in her ophidian manifestations, the ba-birds and the imiwt-totems have been removed. 
619

 In the coffin of Khonsumose (Museo Egizio in Turin), the third register does not have centrifugal 

blocks and in the nuclear block the solar boat was removed. This process is used often as the available 

space in the lower areas is normally reduced. See also A.142 (mummy-cover). 
620

 See outer case of A.136. See also coffin set of Butehamun (Museo Egizio in Turin). 
621

 Wilkinson 1992, 113. 
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protective role of the coffin as a magical container that embodies the Duat. 

This type of shrine is also frequently used to held shabti-statuettes
622

;

- Hieroglyphs. A variety of small hieroglyphs are loosely written among the 

available space, normally alluding to the Duat, such as stars (duat), netjer, 

nefer, wedjat-eyes, heb-bowls. Sometimes they allude to divine names, such 

as Nut, Isis or Neith. 

These elements are unspecifically used in coffin decoration and they are normally 

labeled as ‘space-fillers’ based on the assumption that their role is to fill in the empty 

space as a result of the phenomenon known as horror vacui. However, the iconographic 

examination of coffin decoration reveals that this particular repertoire of symbols is first 

detected in the interior decoration of the case, in close symbolic association with the 

sacredness associated with the mother goddess depicted on the floorboard (Plate 8). 

These symbols were thus strongly connected with the sacredness of the interior of the 

coffin, which was obviously seen as the Duat itself.  

These symbols were then brought to the exterior, being first depicted along the wings of 

Nut, forming centripetal compositions flanking her head (Fig. 29; Fig. 30; Fig.31). In 

this way, they added sacredness to the object and established a ‘fluid’ magical 

protection linking the interior of the coffin with the exterior walls. In our perspective, 

the increasing importance of these elements is precisely due to their ability to extend the 

magical protection provided by the mother goddess to the exterior areas of the coffin, 

creating a magic ‘fluid’ that wrapped the coffin as a whole. These symbols should thus 

be seen as an extension of the protective role of the heavenly mother goddess depicted 

in the interior of the case. In order to acknowledge the boldness of this magical role, we 

adopted the designation ‘liminal elements’ to label these symbols. 

Interestingly enough, these liminal elements soon spread out towards the outer limits of 

the central panel and were included between the main registers of the tableau
623

. The 

symbolic role played by these symbols was so important that they kept growing in 

622
 Shabti-box of Khabekhenet (Louvre Museum, E 27149) in Étienne 2009, nº 215. 

623
 The importance of these elements is clear on the upper edges of the central panel, which became wider 

when the depiction of the forearms fell out of use. This fact alone created new pictorial areas in this 

section that were decorated with liminal elements. See A.18 (coffin), A.83 (outer coffin). These areas 

were also decorated with additional blocks allusive to cult scenes. See A.110 (coffin). Coffin of 

Pashedkhonsu (Michael Carlos Museum). 
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number and in size (Fig. 32)624. The friezes of liminal elements involved more motifs, 

such as falcon gods, long twisted cobras, and mummiform gods together with their 

respective shrines625. The depictions of gods became larger and, in some cases, they 

figure fully enthroned626, forming entire cult scenes on their own (Fig. 36)627.  

The increasing importance of the liminal elements eventually led to the progressive 

miniaturization of the central panel628. Miniaturist panels still display three registers but 

present wider interstitial areas: the three main registers are thus ‘absorbed’ and involved 

by extensive liminal compositions (Fig. 30; Fig. 32). In the best objects, the 

composition evolved to form a minacious tableau, presenting a strong sense of geometry 

and unity despite the multiplicity of blocks included in the liminal areas629.  

COMPLEX SCHEME 

Style and dating  

During the second half of the 21
st
 Dynasty, the central panel attained a significant

degree of complexity. The style is schematic and the density of depiction is increasingly 

heavier.  

Formal features 

At least three different types of layout can be detected at this stage, normally displaying 

more than three registers. 

Panels headed by a solar scarab 

Normally, these compositions are considerably extended, some of them fully covering 

the lower section down the footboard (Fig. 34)630. The classical tripartite scheme of the 

central panel is observed but new registers are added631. In these circumstances, several 

processes are detected:  

624
 Coffin of Hori (Museo Egizio in Turin). Coffin of Khonsumose (Museo Egizio in Turin). A.10 (coffin 

set),A.83 (outer coffin), A.99 (outer coffin). 
625

A.110 (coffin).
626

A.18 (coffin), A.33 (coffin). A.40 (outer coffin), A.142 (inner coffin)
627

A.32 (coffin).
628

A.26 (outer coffin), A.149 (outer coffin). Outer and inner coffin of Tabakmut (Metropolitan Museum

of Art). 
629

 Outer coffin of Tabakmut (Metropolitan Museum of Art). 
630

A. 29 (inner coffin), A.41, A.143 (wooden case). Sometimes, the central panel is extended but the

lower section is preserved. See mummy-cover of Asetemkhebit (DB 320), where the central panel 

displays six registers.  
631

A.124 (outer coffin).
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- The three first registers keep the usual layout of the classical scheme. The 

lower registers present the same alternate sequence between the symmetrical 

registers and the winged deity (Fig. 34)
632

. The main goddess is frequently

replaced by a raptor
633

 or a winged sun disk
634

. The symmetrical registers are

increasingly simplified as we approach the footboard. An interesting 

procedure is to obliterate the centrifugal block and the winged goddesses 

from the centripetal block, keeping only the ba-bird and the wedjat-eye 

(from the centripetal block)
635

;

- After the three first registers, the succession of registers is not predictable. 

Sometimes only symmetrical registers are displayed
636

. Other objects display

a sequence formed by winged deities, symmetrical registers, and friezes out 

of any predictable order
637

. The use of friezes composed of djed and tjet-

signs is normally included in these compositions, as well as the abundant use 

of liminal elements, sometimes including very unusual motifs such as 

serpent-headed recumbent gods
638

.

This layout results from the mindful obliteration of the expected longitudinal 

arrangements of the lower section. Sometimes, a block-frieze bounds the two areas as if 

acknowledging the formal division between them
639

. Even more interesting is the

decision of extending the central panel down the footboard only along the central 

partition of the lower section
640

. In this situation, the vignettes of the lateral partitions

are simply juxtaposed to the other ones and this process is not always immediately clear 

to the observer. The complementary method is also used: the registers of the central 

panel extend themselves to the footboard down the lateral partitions, leaving the central 

partition of the lower section with the usual decoration
641

.

632
 A.20 (inner coffin, mummy-cover), A.41 (mummy-cover). 

633
 A.66 (inner coffin). Coffin set of Tamutmuef (Museo Egizio in Turin). 

634
 A.136 (mummy-cover). Inner coffin and mummy-cover of Gautseshen (Rijksmuseum van Oudheden 

in Leiden, F 93/10.1) 
635

 See A.20 (inner coffin and mummy-cover), compare the 5
th

 and the 7
th

 registers. 
636

 A.124 (outer coffin), anonymous mummy-cover (Inv. E.5907, Musées royaux d´Art et d´Histoire). 
637

 A.6 (mummy-cover), A.143 (wooden case). Coffin of Amuniuesankh (Pushkin State Museum of Fine 

Arts). 
638

 Coffin of Amuniuesankh (Pushkin State Museum of Fine Arts). 
639

 Anonymous mummy-cover (Inv. E.5907, Musées royaux d´Art et d´Histoire). 
640

 Inner coffin of Gautseshen (Rijksmuseum van Oudheden in Leiden, F 93/10.1). 
641

 A.47 (inner coffin). This is clear from the 5th register down to the 10th register. 
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Panels headed by the winged sun disk 

From the formal standpoint, the most important feature of these compositions consists 

in the addition of a winged solar disk heading the panel (Fig. 33). The number of 

registers in these compositions is highly variable.  

Normally the winged sun disk is juxtaposed to a composition of the classical type
642

, but

the basic type can be seen too
643

. A typical sequence would be formed with the

following structure
644

:

 1
st
 register: Winged solar disk;

 2
nd

 register: Symmetrical register;

 3
rd

 register: Winged goddess (or a raptor);

 4
th

 register: Symmetrical register;

 5
th

 register: Avian deity.

Panels headed by a vulture 

These panels are headed by a large depiction of a vulture with its wings outstretched 

towards both sides of the lid (Fig. 35)
645

. The number of registers of these compositions

is highly variable. In the smaller ones, the panel is featured after the layout of the 

classical scheme, bounded by a vulture in the upper and in the lower register
646

. The

longest compositions are extended down the footboard
647

. Even in these objects, the

classical tripartite scheme of the central panel is usually observed. However, after the 

fourth register, the composition of each register gets rather loose, with the design of the 

panel heavily shaped by the transversal compositions with little if any formal 

relationship between them. This impression is highlighted by the use of transversal 

border markers bounding the registers, such as starry pet-signs, hieroglyphic friezes 

(djed and tjet-signs, scarabs, cobras, royal cartouches) or block-friezes. The structure of 

the symmetrical registers is selectively kept, with some registers observing the general 

642
A.32 (inner coffin), A.52 (inner coffin), A.54 (inner coffin), A.55 (outer coffin), A.91 (inner coffin),

Anonymous mummy-cover (Museo Egizio in Turin, CGT 10118), anonymous coffin (Museo Egizio in 

Turin). Anonymous coffin (Carnegie Museum of Natural History), coffin of Khonsuhotep (Ny Carlsberg 

Glyptotek). 
643

A.27 (mummy-cover), A.43 (outer coffin).
644

A.54 (inner coffin), A. 147 (inner coffin). Anonymous coffin (British Museum), coffin of

Khonsuhotep (Ny Carlsberg Glyptotek). 
645

A.40 (inner coffin), A.54 (outer coffin), A.74 (coffin set), A.85 (CG 6043), A.143 (outer coffin).
646

A.74 (inner coffin).
647

A.40 (inner coffin), A.85 (CG 6043), A.143 (outer coffin).
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rules. However, others show a sharp distinction regarding the nuclear block, which 

displays rather unusual motifs, such as the recumbent Osiris
648

, the god Heh
649

, or

liminal elements, such as frogs or bees
650

. The centripetal and centrifugal blocks may

even be composed by using loose liminal elements. In this arrangement, the 

‘architectonic’ layout typically featured in the classical scheme is completely faded 

away.  

This is exactly the situation that can be observed on the lid of an anonymous inner 

coffin from the Tomb of the Priests of Amun, displaying eight registers (Fig. 35)
651

. The

composition is headed by a serpent-headed vulture with its wings fully outstretched 

towards both sides of the composition. Oddly enough, the depiction of the vulture is 

shown from above, as if the panel was literally positioned under its wings.  

Panels with liminal elements as nuclear blocks 

A distinct type of panels is formed by using liminal elements as nuclear blocks of the 

symmetrical registers (Fig. 38). Compositions of this type do not have a predictable 

structure. They may be fully extended down the footboard
652

, or display just three

registers
653

. Regardless of the number of registers, the sequence and structure of these

compositions may preserve most of the features of the classical scheme (Fig. 37)
654

. The

difference of these panels is found in the composition of the nuclear blocks where we 

can find a variety of unusual symbols, such as a triple set of solar scarabs (Fig. 37)
 655

,

or heart amulets (Fig. 36). 

The coffin set of Dirpu (A.123) gives us some of the most accomplished compositions 

of this type. In the outer coffin, the composition is headed by a pectoral decorated with a 

ba-bird flanked by hearts-ib, followed in the second register by a winged solar disk 

(which should be depicted in the first register) and by a winged goddess in the third 

register. The remaining decoration makes use of loose additional blocks and liminal 

elements.Different types of liminal elements can be seen in the nuclear block: tjet-signs, 

648
 A.74 (outer coffin), A.85 (coffin CG 6043). 

649
 A.143 (outer coffin). 

650
 A.40 (inner coffin). 

651
 A.40 (inner coffin). 

652
 A.55 (inner coffin). 

653
 A.52 (outer coffin). 

654
 A.32 (outer coffin). 

655
 A.52 (outer and inner coffin), A.55 (mummy-cover). 
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cartouches, Osirian gods, the god Heh
656

, the ba-bird, the jackal form of Anubis, the

heart-ib
657

 are some of the possibilities.

The inner coffin of Dirpu displays a highly irregular composition, using liminal 

elements (squatted gods and goddesses) as nuclear blocks of the third and fifth register. 

At first glance, the composition seems to observe the rules guiding this panel, namely 

the succession of symmetrical registers and winged deities, but only the composition of 

the second register follows this scheme. The others are formed by the orderly 

juxtaposition of liminal elements. The mummy-cover of the same burial set shows a 

similar process, with an even weaker observance of the traditional layout of the panel. 

The prevalence of the liminal elements in these panels is detected not only in their 

number and size but also in the sophisticated and subtle role they play in the 

composition as a whole.  

In the panel depicted in the outer coffin from A.32 (Fig. 36), enthroned gods are 

depicted as liminal elements, as well as a large number of gods and goddesses, literally 

transforming the lid into a sacred mural.  

In the outer coffin from A.52 (Fig. 37), the goddess Neith is used as the only liminal 

element, being repeatedly depicted engaged in several ritual actions, transforming the 

usual structure of the composition into a dynamic composition where this goddess 

literally traverses all the areas of the lid animating it with her all-encompassing divine 

presence
658

.

* 

* * 

In all these three types of layout, most of the decoration is colored black, including 

feathered motifs and liminal elements, giving to the object a much darker atmosphere 

than previously. The weight of the liminal elements is such that the background is even 

difficult to perceive. This is not only the result of the prolific depiction of secondary 

motifs but also by their increasing dimensions. In the repertoire of these symbols, it is 

656
A.55 (inner coffin).

657
A.32 (outer coffin).

658
A remarkable example of this use is found in the outer coffin of A.52. The goddess Neith is repeatedly

depicted in ritual scenes forming secondary compositions that work as liminal elements. 
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now possible to find new motifs such as bees
659

, scarabs, cartouches
660

, sun disks
661

,

stylized geometrical motifs
662

, mummiform ba-birds
663

, squatted mummiform gods
664

and even fully enthroned gods
665

. The full inventory of these symbols is virtually

impossible to carry out. The role played by these symbols became so important that 

eroded quite severely the traditional structure of the symmetrical registers. Instead of 

the expected sequences, we may find endless representations of gods used as liminal 

elements
666

. The increasing bolder role played by divine depictions as liminal elements

originated outstanding achievements in terms of composition (Figs. 36-37).  

GENERAL INTERPRETATION 

In terms of the pictorial work, the central panel reveals a growth in complexity only 

possible due to the definition of a precise set of rules and key-features that rule this 

composition. The genealogical approach clearly shows that the central motif of this 

tableau is the winged deity and fully illustrates the text associated with it: 

Oh, my mother Nut, spread yourself over me, so that I may be placed among the Imperishable Stars and 

may never die.
667

The image of the goddess is thus the personification of heaven and of the coffin itself668, 

alluding to her ability to provide rebirth for the deceased. The subsequent development 

of the tableau is rooted in this idea and underwent several stages: 

The first stage of this development consisted in the association of winged goddess with 

the wedjat-eyes. The origin of this motif can be traced back in the eye panel 

traditionally depicted on the left side of the rectangular troughs669. However, as early as 

659
 Inner coffin and mummy-cover of Gautseshen (Rijksmuseum van Oudheden in Leiden, F 93/10.1). 

660
 A.6 (mummy-cover). Inner coffin and mummy-cover of Gautseshen (Rijksmuseum van Oudheden in 

Leiden, F 93/10.1). 
661

 Inner coffin and mummy-cover of Gautseshen (Rijksmuseum van Oudheden in Leiden, F 93/10.1). 
662

 A.20 (inner coffin and mummy-cover). Inner coffin and mummy-cover of Gautseshen (Rijksmuseum 

van Oudheden in Leiden, F 93/10.1).  
663

 Mummy-cover of Tamutmuef (Museo Egizio in Turin). 
664

 Outer coffin of Asetemkhebit (DB 320). 
665

 A. 32 (outer coffin). 
666

 Inner coffin of Asetemkhebit (DB 320). 
667

 This text itself was borrowed from the Pyramid Texts, in which the goddess is regarded as the king’s 

mother through the deceased’s identification with Osiris (son of Nut). Taylor 1989, 11.  
668

 In texts of the Old Kingdom, the word for the chest of a sarcophagus is mwt (mother) – a clear allusion 

to this concept. Taylor 1989, 11.  
669

 Anthropoid sarcophagi dating from the late 18
th

 Dynasty display the eye panel on the left side of the 

case. See, for example, the inner sarcophagus reused by Psusennes I, in Montet 1951, Pl. XCVI 
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the ‘black’ type, the wedjat-eyes were already depicted on the left shoulder of the lid670. 

This motif then ‘migrated’ to the central panel. This phenomenon is extremely 

significant for the subsequent development of the layout of the central panel. One has to 

keep in mind that the eye panel is usually associated with the false-door motif, thus 

being closely related to the symbolism of passage between the world of the living and 

the realm of the dead. As a result of the migration of the wedjat-eyes from the case to 

the central panel of the lid, the symbolism of passage was introduced on the later. The 

central panel thus became a threshold between the world of the living and the Duat
671

.

The second stage of the development of the central panel was achieved by integrating 

the naos-shaped pectoral. With this motif, the central panel summoned the role of the 

naos of a temple assuring contact with the Duat, where the regeneration of the sun god 

took place
672

. The pectoral thus strengthened the architectonisation
673

 of the central

panel by adopting a layout borrowed from architectural settings. In fact, most of the 

motifs included in the symmetrical registers are borrowed from temple or tomb 

decoration. With this input, the central panel was fully identified with the magical 

territory of the Duat, seen as a sacred realm where the regeneration of the sun god takes 

place. The alternate depiction of the mother winged goddess and her son, the sacred 

scarab, suggest an ascending movement towards the light. Note that, in some coffins, 

the rising sun heads the entire composition, either depicted within the akhet-sign (basic 

scheme), thus alluding directly to the sunrise, or as an imposing winged sun disk 

(complex scheme), suggesting the identification of the central panel with the horizon 

from which the sun springs each morning674. 

The third stage of the development of the central panel consisted in creating 

symmetrical registers with Osirian significance, alluding to the Solar-Osirian union that 

670
 Coffin of Henutudjebu (Washington University Gallery of Art). 

671
Curiously enough – just as it happened with the wedjat-eyes – the architectonisation of the lid 

progressed hand in hand with the inclusion of symbols used in mummification or in funerary rites 

(amulets and pectorals). In fact, such pectorals depict actual funerary objects whose existence is 

archaeologically attested. An important collection of funerary pectorals involving sacred scarabs was 

uncovered in the wrappings of the mummy of Tutankhamun and in the royal tombs of Tanis. Apparently, 

these objects were not found in the wrappings of the mummies of Bab el-Gasus, which may suggest that 

the pectorals depicted on yellow coffins may have had a substitutive role, thus aiming to provide the 

magical protection of an object that was probably no longer included in the funerary equipment of the 

mummy. Daressy 1907, 3-38. 
672

 In fact, most of the pectorals depicted on ‘yellow’ coffins include scenes allusive to solar rejuvenation 

and rebirth. See Van Walsem 1997, 121. 
673

 On the concept of architectonisation of coffins see Van Walsem 1997, 361. 
674

The association of the ba-bird with the central panel is also not accidental since it probably 

corresponds to the area of the mummy where the union of the ba-bird with its own corpse was supposed 

to occur. In fact, in the scenes depicted on the central panel, the ba-bird witnesses the mysteries of the 

Duat: the regeneration of the sun god and his union with Osiris. 
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took place in the secrecy of the Duat. This significance was further enhanced with the 

multiplication of registers and the creation of the classical scheme. 

The fourth stage consisted in the creation of the liminal elements. These important 

symbols first appeared on the lid in close association with the winged goddess, from 

where they spread out. These elements are so important that they shaped the layout of 

the central panel from the mid-21
st
 Dynasty onwards, eventually becoming its most

important feature. At first, they included a relatively limited repertoire of symbols, such 

as shetjyt-shrines, sacred vultures, and cobras, endlessly repeated along the 

composition. The origin of these symbols is to be found in the interior decoration of the 

case, where they are closely associated with the mother goddess. By the end of the 

dynasty, these elements included a vast repertoire, such as hieroglyphic signs, a variety 

of sacred animals, mummiform gods and even gods and goddesses as important as 

Neith. The liminal elements thus magically connect the central panel with the interior of 

the coffin itself, providing not only a ‘passage’, as the previous layout did, but indeed a 

visualisation of the secretive realm of the Duat. In its final stages, the central panel fully 

alluded to the sacred and magical atmosphere that surrounded the deceased when he/she 

was fully embraced by the mother goddess in her heavenly realm. 

From the symbolic standpoint, the central panel thus alludes to the magical realm of the 

Duat and to its mysteries and it stands out as one of the defining compositions of the 

‘yellow’ type, one that fully recreates the iconographic elements expected to be found in 

the burial chamber. 
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Fig. 21 – Central panel. Inner coffin of Khonsu (Metropolitan Museum of Art) 

Fig. 22 – Central panel. Outer coffin of Henutmehyt (British Museum) 
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Fig. 23 - Central panel. Outer coffin of Henut-taui (Metropolitan Museum of Art) 

Fig. 24 - Central panel. Coffin of Tabasety (Museum of Ancient Art and Archaeology in 

Aarhus) 
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Fig. 25 - Central panel. Outer coffin of Pasebakhaienipet (Brooklyn Museum) 

Fig. 26 - Central panel. Inner Coffin of Henut-taui (Metropolitan Museum of Art) 
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Fig. 27 – Central panel. Inner coffin (A.60) 

Fig. 28 – Central panel. Coffin (A.18) 
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Fig. 29 – Central panel. Mummy-cover (A.29) 
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Fig. 30 – Central panel. Coffin (A.110) 
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Fig. 31– Central panel. Mummy-cover (A.136)
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Fig. 32 – Central panel. Outer coffin (A.40) 
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Fig. 33 – Central panel. Outer coffin (A.15) 
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Fig. 34 – Central panel. Inner coffin (A.15) 
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Fig. 35 – Central panel. Inner coffin (A.40) 
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Fig.36 – Central panel. Outer coffin (A.32) 
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Fig. 37 – Central panel. Outer coffin (A.52) 
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Fig.  38 – Central panel. Inner coffin (A.123) 
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Fig. 39 – Types of nuclear blocks

(1) Naophoric pectoral

(2) Solar barque

(3) Pectoral with a scarab

(4) Sacred scarab

( 5) Liminal elements
(6) Liminal elements
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CHAPTER V – GATES OF THE BEYOND: THE LOWER SECTION 

Traditionally, the lower section was simply decorated with a longitudinal band of 

inscriptions running down the center of the lid. During the Ramesside Period, this band 

was flanked by longitudinal partitions decorated with vignettes. By the mid-21
st

Dynasty, a new layout of the lower section was designed. Instead of the longitudinal 

band of inscriptions, a central partition is displayed
675

, except in mummy-covers, where

the lack of available space contributed to keeping the bipartite layout
676

. As a rule, the

lateral partitions are decorated with chthonian mummiform deities, while the central 

partition features solar motifs alluding to the nightly journey of the sun. The 

composition of these areas changed considerably during the 21
st
 Dynasty.

LATERAL PARTITIONS: BASIC SCHEME 

Dating and style 

In the basic scheme, the lateral partitions display a simple sequence normally including 

Osiris and the Sons of Horus (Fig. 40). This scheme is found in coffins dating from the 

end of the Ramesside Period to the first half of the 21
st
 Dynasty

677
.  It is consistently

associated with other early features, such as the naturalistic style and the bipartite layout 

of the lower section. 

Formal features 

This sequence normally includes three registers: 

- The first register displays a standing or enthroned Osiris. It is not uncommon to

find the solar god Ptah-Sokar or Re-Horakhty in one of the lateral partitions,

playing a complementary role with Osiris
678

. In this register it is frequent to find

the deceased featured in a festive garment, in adoration or performing

offerings
679

;

675
A.18 (coffin), A.95 (inner coffin). Inner coffin of Henut-taui (Metropolitan Museum of Art).

676
Mummy-covers decorated with the central partition are not common. See: A.9, A.10, A.18, A.54,

A.102, A.133. Tauheret (DB 320), Nesikhonsu (BD 320), Asetemkhebit (DB 320). Padiamun (Luxor

Mummification Museum), coffin of Gautseshen (Metropolitan Museum of Art).
677

 Outer coffin of Henut-taui (Metropolitan Museum of Art). 
678

 Coffin of Tabasety (Museum of Ancient Art and Archaeology in Aarhus), coffin set of Herytubekhet 

(Staatliches Museum Ägyptischer Kunst in Munich), mummy-cover of Hori (Kestner Museum). 
679

 Given the shape of the lid, the upper vignette is broader than the lower ones, allowing the depiction of 

more elements. See the outer coffin of Pasebakhaienipet (Brooklyn Museum). 



- The second register is decorated with the four Sons of Horus (two gods on each

partition);

- In the third register, a secondary deity is included. The jackal form of Anubis is

common
680

, as well as the Hathoric cow
681

. Also common is the depiction of the

god Thoth performing a ritual or opening the sky (Fig. 40)
682

.

Variations of this sequence are often formed with the addition of registers featuring the 

god Benu
683

, the enthroned god Thoth
684

, the Ta-wer totem
685

, or the god Heka
686

.

Mythological motifs can be included in these sequences, such as the triad over a 

serpent
687

, or even guardian deities
688

.

LATERAL PARTITIONS: CLASSICAL SCHEME 

Dating and style 

The classical scheme is typically formed with at least three registers featuring Osiris, the 

avian form of Ptah-Sokar and mummiform gods (Fig. 41). This is by far the richest 

sequence of the ‘yellow’ corpus and it is often challenged in a variety of ways, resulting 

in vivid and beautifully designed compositions. This scheme is associated with coffins 

dating from the first half of the 21
st
 Dynasty. It seems to have been formed as a

variation of the basic sequence
689

, being normally associated with naturalistic style
690

and excellent levels of craftsmanship. The transitional character of these sequences is 

680
 Outer coffin of Henut-taui (Metropolitan Museum of Art). 

681
A.115 (inner coffin).

682
Mummy-cover of Herytubekhet (Staatliches Museum Ägyptischer Kunst in Munich). Mummy-cover

of Tabasety (Museum of Ancient Art and Archaeology in Aarhus). In these scenes, Thoth faces inwards, 

which is an exception to the rule observed in these coffins, where the main deities always face outwards. 
683

 Coffin of Panebmontu (Louvre Museum). 
684

 See mummy-cover of Hori (Kestner Museum). A.115 (inner coffin). 
685

 Outer coffin of Pinedjem II (DB 320). A.54 (inner coffin), A.113 (outer coffins), A.114 (inner coffin, 

mummy-cover). Mummy-cover of Nesipanebu (Rijksmuseum van Oudheden in Leiden), coffin of 

Panebmontu (Louvre Museum), outer coffin of Pasebakhaienipet (Brooklyn Museum). 
686

A.114 (mummy-cover).
687

A.109 (outer coffin).
688

A.114 (mummy-cover).
689

While in the former sequence, both Osiris and Ptah-Sokar figured on the first register, in this scheme

the enthroned Osiris is featured in the first register, and Ptah-Sokar is displayed on the second register. It 

is thus likely that this sequence may have derived from the basic scheme. Outer coffin of Pinedjem II (DB 

320). 
690

 Outer coffin of Pasebakhaienipet (Brooklyn Museum). 
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detected in their association either with the bipartite design
691

 of the lower section or

with a tripartite layout
692

.

Formal features 

Typically, this sequence includes three registers, one of them displaying the avian form 

of Ptah-Sokar (Fig. 41)
693

:

- The first register displays the enthroned Osiris; 

- The second register shows the avian-form of Ptah-Sokar
694

;

- In the third register, one the following subjects might occur: 

o Mummiform gods (Osiris
695

, Sons of Horus
696

, funerary triade standing

on a serpent
697

, unnamed mummiform gods
698

);

o Guardian deities
699

;

o Wedjat-eye
700

.

Additional registers are often introduced below the three main registers, displaying 

squatted gods
701

 or enthroned gods
702

. Other subjects such as the jackal
703

, the cow-

goddess
704

, or the recumbent figure of Osiris
705

 can also be found in this context.

Two important variations of this sequence are formed by adding an additional register.  

Variation with the sacred ram 

The sequence includes a sacred ram, according to the following scheme (Fig. 44): 

- The first register displays an enthroned god. Usually, Osiris is featured on both 

sides
706

;

691
 A.114 (inner coffin). 

692
 A.88 (coffin). This scheme can also be found in later coffins displaying an archaizing layout. See outer 

coffin of Pinedjem II (DB 320).  
693

 Outer coffin of Pinedjem II (DB 320). A.19 (coffin), A.114 (inner coffin). Outer coffin of 

Pasebakhaienipet (Brooklyn Museum). 
694

 Exceptionally, this god can also figure in mummiform guise. See A.95 (mummy-cover). 
695

 A.54 (outer coffin). 
696

 Outer coffin of Masaharta (DB 320). A.119 (inner coffin). Coffin of Anresenmes (Metropolitan 

Museum of Art), mummy-cover of Khonsuhotep (Rijksmuseum van Oudheden in Leiden).  
697

 A.88 (coffin), A.111 (mummy-cover). Mummy-cover of Nespawershefyt (Fitzwilliam Museum). 
698

 A.2 (mummy-cover). 
699

 Mummy-cover of Tabakenkhonsu (Museo Egizio in Turin). 
700

 A.20 (coffin). 
701

 A.111 (mummy-cover). 
702

 Mummy-cover of Pinedjem II (DB 320). 
703

 A.88 (coffin). 
704

 A.119 (inner coffin). Coffin of Anresenmes (Metropolitan Museum of Art). 
705

 A.151 (outer coffin). 
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- The second register shows the avian-form of Ptah-Sokar;

- The third register is decorated with the sacred ram
707

. The sacred ram is

normally depicted on a shrine
708

 (var.: nwb-sign
709

 or a divine standard
710

).

Variations to this scheme may include the depiction of the sacred ram in one

partition and the avian form of Ptah-Sokar in the opposite one (Fig. 41)
711

;

- Additional vignettes may display a wide repertoire of motifs, such as the Sons of

Horus, the Ta-wer totem
712

, the Anubis jackal
713

, standing mummiform gods
714

,

squatted gods
715

, enthroned deities (such as Hathor
716

, Osiris
717

, Thoth
718

 or

Benu
719

). The recumbent Osiris
720

 or the funerary triade standing over a coiled

cobra can also be detected as variations
721

.

Variation with the ba-bird 

Another important variation of the classical scheme consists in the depiction of the ba-

bird, typically following the scheme described below
722

:

- The first register shows the enthroned Osiris;

- In the second register is displayed the avian-form of Ptah-Sokar;

- The third register features the ba-bird;

- Additional registers may include:

 Wedjat-eye;

706
 However, Osiris can be shown in one partition and Sokar on the other. See outer coffin of Masaharta 

(DB 320). Mummy-cover of Khonsumose (Museo Egizio in Turin), coffin of Nesyamun (Leeds City 

Museum). 
707

A.105 (outer coffin). Coffin of Khonsumose (Museo Egizio in Turin), mummy-cover of Khonsumose

(Museo Egizio in Turin). 
708

A.77 (outer coffin).
709

A.12 (mummy-cover).
710

Coffin and mummy-cover of Amenhotep (Rijksmuseum van Oudheden in Leiden).
711

Outer coffin of Masaharta (DB 320). A.12 (mummy-cover). Coffin of Nesyamun (Leeds City

Museum), coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden), coffin of Tabasety (Museum of 

Ancient Art and Archaeology in Aarhus). 
712

 Coffin of Amenemhat (Museo Arqueologico Nacional de Madrid). 
713

 Inner coffin of Henut-taui (Metropolitan Museum of Art). 
714

 Inner coffin of Henut-taui (Metropolitan Museum of Art). 
715

A.16 (inner coffin), A.113 (mummy-cover). Coffin of Tabakenkhonsu (Museo Egizio in Turin), coffin

set of Khonsuhotep (Rijksmuseum van Oudheden in Leiden), coffin of Yutefamun (Metropolitan 

Museum of Art). 
716

 Coffin of Nesyamun (Leeds City Museum). 
717

 Inner coffin of Nesikhonsu (DB 320). A.95 (coffin). 
718

 Coffin of Tabasety (Museum of Ancient Art and Archaeology in Aarhus). 
719

 Coffin of Tanatnektahat (Michael Carlos Museum). 
720

 Coffin of an anonymous woman (Vatican Museums), outer coffin of Sutimes (Louvre Museum). 
721

 Coffin of Henut-taui (Museum of Fine Arts in Boston). 
722

 Inner coffin and mummy-cover of Tauheret (DB 320). A.38 (inner coffin), A.60 (mummy-cover), 

A.88 (mummy-cover), A.147 (mummy-cover). Coffin set (Los Angeles County Museum of Art).
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 Mummiform god.

This sequence seems to be slightly later. The depiction of the ba-bird in this context is 

probably rooted in the depiction of the sacred ram (also meaning ‘ba’). An interesting 

aspect of this motif is the depiction of the ba-bird in the centrifugal block, as opposed to 

the depictions of the deceased which always figures in the centripetal block. The ba-bird 

thus fully enjoys a divine status bolder than the deceased himself
723

. Iconography

reinforces the divine status of the ba-bird featuring this motif resting on a false-door
724

or on a divine standard
725

. The divine bird is adored by the deceased himself
726

.

This scheme is sometimes complemented with an additional register depicting 

mummiform gods
727

 or wedjat-eyes
728

. Occasionally, more complex vignettes may

occur, such as the depiction of three mummiform gods over a coiled cobra
729

.

LATERAL PARTITIONS: COMPLEX SCHEME 

Dating and style 

In the complex scheme, all the registers depict deities of the underworld, most of them 

in mummiform guise (Fig. 42). These sequences are typically found in coffins dating 

from the second half of the 21
st
 Dynasty. The style is highly schematic and the layout of

the vignettes is standardized
730

. Sequences of this type are consistently found with other

late features, such as the tripartite arrangement of the lower section. 

Formal features 

Mummiform gods
731

 can be depicted enthroned, standing, squatted or in a recumbent

position (Fig. 42)
732

.

The number of registers is highly variable but three registers form the more usual 

sequence
733

, normally displaying the following composition (Figs. 45-46):

723
It is worthy to note that occurrences of the ba-bird are frequent on the sequences previously discussed, 

where they figure in the centripetal blocks, the usual setting for the manifestations of the deceased – 

either as a living one, a mummy or a ba-bird. Outer coffin of Tauheret (DB 320). 
724

 A.38 (inner coffin). Coffin set (Los Angeles County Museum of Art). 
725

 Mummy-cover (Michael Carlos Museum). 
726

 A.38 (inner coffin). 
727

 A.147 (mummy-cover). Mummy-cover (Los Angeles County Museum of Art). 
728

 A.29 (mummy-cover), A.60 (mummy-cover). Mummy-cover (Michael Carlos Museum). 
729

 A.88 (mummy-cover). 
730

 A.2 (mummy-cover), A.54 (outer coffin). 
731

 Exceptionally, these gods might be depicted as living deities: Outer coffin and mummy-cover of 

Maatkare (DB 320). A.33 (outer coffin). Outer coffin of Butehamun (Museo Egizio in Turin). 
732

 A.142 (outer coffin). 
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- The first register displays the deceased before the enthroned Osiris;

- The second register shows a mummiform god (enthroned, squatted or standing);

- In the third register, one of the Sons of Horus is depicted.

Variation with ritual scenes 

In later coffins, the area of the lower section is normally reduced. And yet, the number 

of registers is kept (normally three registers are detected). The Osirian gods are still the 

main focus of the vignettes but elaborate cult scenes are now added showing the 

deceased escorted by a group of deities (Fig. 48)
734

.

The composition of each register is slightly similar, showing a cult scene performed by 

the deceased and other gods before the Osirian shrine (Fig. 48-49).  

It is interesting to point out that decorative friezes featuring djed and tjet-signs are now 

used to bind the vignettes instead of the traditional hieroglyphic bands (Fig. 47-48)
735

.

The importance of the cult scenes is such that at times they are duplicated in the same 

register (Fig. 47)
736

. In these scenes, the divine agents of the cult are clearly the main

subject and sometimes the deceased is entirely overlooked (Fig. 47). 

Variation with liminal elements 

By the end of the 21
st
 Dynasty, very irregular sequences can be observed. Besides

mummiform deities, other motifs are added forming sequences out of any predictable 

pattern
737

. One has the impression that these motifs are used as liminal elements, thus

depicted in a very loose way (Fig. 50).  

CENTRAL PARTITION: CLASSICAL SCHEME 

Dating and style 

This sequence is formed with intertwined scenes featuring the solar scarab and sacred 

totems (Ta-wer and sekhem) – See Fig. 43. This pattern is consistently associated with 

lateral partitions featuring the classical sequence (Fig. 44)
738

. In objects from a later

733
Up to five registers might be found, but this situation remains exceptional. See inner coffin of 

Asetemkhebit (DB 320). A.26 (mummy-cover), A.84 (inner coffin). 
734

A.52 (outer coffin), A.60 (outer coffin).
735

A.52 (outer coffin).
736

A.52 (outer coffin), A.123 (outer and inner coffin).
737

A.123 (inner coffin): Three ba-birds (1
st
 register), squatted gods (2

nd
 register), standing gods (3

rd

register), Anubis jackal (4
th

 register). 
738

 Outer coffin of Tauheret (DB 320). A.16 (coffin), A.68 (inner coffin), A.105 (outer coffin). Coffin of 

Amenhotep (Rijksmuseum van Oudheden in Leiden), inner coffin of Henut-taui (Metropolitan Museum 
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dating, this diversity is shortened
739

 and only one of the totems is included: the Ta-wer

totem
740

 or the sekhem-scepter
741

.

Formal features  

This type of sequence displays intertwined scenes depicting solar motifs and sacred 

objects (Ta-wer, djed-pillar or sekhem). Less often, all the vignettes depict winged 

scarabs (Fig. 45)
742

.

The solar vignettes are headed by cornices and bounded by block-friezes (Fig. 43). The 

solar scarab normally holds up the solar disk with the forelegs and the shen-ring with 

the hind legs. The following compositions are prevalent: 

o Winged scarab on a solar barque
743

. Sometimes, the scene displays

elaborate details, such as the solar child squatted on the prow of the

barque, or fishes emerging from the bottom line as if pulling out from the

water (Fig. 43)
744

;

o Winged scarab hanging from a necklace, flanked by:

 Squatted mummiform gods;

 Wedjat-eyes
745

.

o Winged scarab flanked by cobras facing outwards
746

;

o Scarab flanked by
747

:

 Mummiform (standing
748

, enthroned
749

 or squatted
750

) gods
751

;

 Ba-birds
752

;

of Art), coffin of Tabakenkhonsu (Museo Egizio in Turin), coffin of Amenemhat (Museo Arqueologico 

Nacional Madrid), coffin of Nani (Metropolitan Museum of Art). 
739

 As usually, exceptions can always be found: inner coffin of Nesikhonsu (DB 320), A.148 (outer 

coffin). 
740

 Outer coffin of Pinedjem II (DB 320). A.54 (inner coffin), A.102 (mummy-cover), A.133 (inner 

coffin), A.148 (outer coffin), outer coffin of Ikhy (Vatican Museums). 
741

 A.4 (coffin), A.12 (mummy-cover), A.74 (outer coffin and inner coffin). Outer coffin of Tabakmut. 
742

 A.136 (outer coffin). 
743

 inner coffin of Nesikhonsu (DB 320). Inner coffin of  Henut-taui (Metropolitan Museum of Art). 
744

 Coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden). 
745

 Outer coffin of Tauheret (DB 320). Coffin of Tabakenkhonsu (Museo Egizio in Turin), coffin of a man 

(Los Angeles County Museum of Art), coffin of Tanatnektahat (Michael Carlos Museum)   
746

 Coffin of Pahereniset (Museo Egizio in Turin). 
747

 One of the few exceptions to this rule is found on the outer coffin of A.28. 
748

 A.77 (outer coffin). 
749

 Coffin of Amenemhat (Museo Arqueologico Nacional de Madrid), outer coffin of Tabakmut 

(Metropolitan Museum of Art). 
750

 A.18 (coffin), A.15 (outer coffin), A.132 (outer coffin), A.151 (outer coffin). Inner coffin of Henut-

taui (Metropolitan Museum of Art). 
751

 Usually, the scarab is flanked by two deities, but sometimes four gods are attested. 
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 Avian form of the god Ptah-Sokar
753

;

 Solar cobras facing outwards
754

;

 Ta-wer totems
755

.

o Solar disk rising from the lotus flower (sometimes with a ram’s head

depicted within).

It is interesting to point out that vignettes displaying sacred objects are not bounded by a 

formal framework (Fig. 43). They include the following motifs: 

o Ta-wer totem. It is normally flanked by:

 Mourning goddesses (Nephthys and Isis)
756

;

 (Winged) cobras
757

;

 Avian deities (Ptah-Sokar
758

, ba-birds
759

);

 Mummiform gods
760

;

 Liminal elements (vultures, shetjyt-shrines, cobras, etc.)
 761

.

o Sekhem-scepter
762

 with the Anubis jackal and a pile of offerings
763

. As

the previous motif, it can be flanked by:

 Mourning goddesses, Isis and Nephthys
764

;

 Wedjat-eyes and (winged) cobras
765

;

 Avian deities (ba-birds
766

, Ptah-Sokar
767

, vultures
768

);

752
Coffin of Amenemhat (Museo Arqueologico Nacional de Madrid), coffin of Nani (Metropolitan 

Museum of Art). 
753

 Outer coffin of Tauheret (DB 320). 
754

A.95 (mummy-cover).
755

A.142 (outer coffin).
756

Coffin of A.2. Coffin of Tanatnektahat (Michael Carlos Museum), inner coffin of Henut-taui

(Metropolitan Museum of Art), coffin of Tabakenkhonsu (Museo Egizio in Turin), inner coffin of 

Nesikhonsu (DB 320), outer coffin of Pinedjem II (DB 320). 
757

A.54 (inner coffin), A.68 (inner coffin). Coffin of Amenemhat (Museo Arqueologico Nacional

Madrid), inner coffin of Nesikhonsu (DB 320), outer coffin of Ikhy (Vatican Museums). 
758

 Outer coffin of Tauheret (DB 320). 
759

 Inner coffin of Tauheret (DB 320), coffin of Nani (Metropolitan Museum of Art). 
760

 Anonymous coffin (Carnegie Museum of Natural History). 
761

A.15 (outer coffin ), A.133 (mummy-cover), A.147 (inner coffin), A.148 (mummy-cover).
762

The sekhem-scepter, meaning ‘the powerful’, is a shaft in the form of a papyrus flower and stem, used

as a symbol of authority. The ritual context involved in the scenes could allude to the aba-scepter, a 

similarly depicted object which was held by the officiant who presented the offerings. However, the 

paramount role of this symbol makes clear that its significance falls well beyond its ritual role, alluding to 

rebirth. Gilbert, Holt, Hudson 1977, nº 52. 
763

 Coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden). 
764

A.12 (coffin), A.142 (inner coffin). Inner coffin of Nesikhonsu (DB 320), coffin of Nani (Metropolitan

Museum of Art), coffin of Pahereniset (Museo Egizio in Turin). 
765

A.105 (outer coffin). Inner coffin of Henut-taui (Metropolitan Museum of Art), coffin of

Tabakenkhonsu (Museo Egizio in Turin), coffin of Amenemhat (Museo Arqueologico Nacional Madrid). 
766

 Coffin set of Tauheret (DB 320). 
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 Mummiform gods
769

.

o Djed-pillar (with solar headdress). It can be flanked by:

 Wedjat-eyes and (winged) cobras (Fig. 44)
770

.

CENTRAL PARTITION: COMPLEX SCHEME 

Dating and style 

In these sequences, all the vignettes display solar motifs. This arrangement is typically 

found from the mid-21
st
 Dynasty onwards and it is associated with lateral partitions

featuring the complex sequence (Fig. 45-46). These coffins are designed after the 

schematic style, showing a highly standardized decoration.  

Formal features  

The vignettes of the central partition feature the sacred scarab (var.: solar child
771

) as the

nuclear block of a centripetal composition. The solar motif rises from a lotus flower
772

,

nub-sign
773

 or a neb-basket
774

.

Centripetal blocks flank the central solar motif, normally using liminal elements such as 

shetjyt-shrines
775

, vultures
776

, cobras
777

 and mummiform gods (enthroned
778

, squatted
779

or standing
780

) or goddesses (Fig. 48)
781

.

Squatted gods or sacred animals are frequently depicted resting on a variety of heb-

bowls, neb-baskets, nwb-signs, shetjyt-shrines and others (Fig. 46). 

767
 A.68 (inner coffin). 

768
 A.74 (inner coffin), A.133 (mummy-cover), A.147 (inner coffin), A.148 (outer coffin and mummy-

cover). 
769

 A.4 (coffin), A.74 (outer coffin). Outer coffin of Tabakmut (Metropolitan Museum of Art). 
770

 A.60 (inner coffin). 
771

 A.132 (outer coffin). 
772

 A.132 (outer coffin). 
773

 A.142 (outer coffin). 
774

 Inner coffin of Tabakmut (Metropolitan Museum of Art). 
775

 A.26 (inner coffin). 
776

 A.10 (mummy-cover), A.27 (coffin), A.110 (coffin). 
777

 A.10 (mummy-cover), A.26 (inner coffin), A.131 (outer and inner coffin), A.149 (inner coffin), A.151 

(outer coffin). 
778

 A.18 (coffin), A.33 (coffin), A.142 (outer coffin). Inner coffin of Tabakmut (Metropolitan Museum of 

Art). 
779

 A.18 (coffin), A.60 (outer coffin), A.142 (outer coffin), A.151 (outer coffin). Inner coffin of Tabakmut 

(Metropolitan Museum of Art), anonymous coffin (British Museum). 
780

 Coffin of Hori (Museo Egizio in Turin). 
781

 A.132 (outer coffin). 
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Variation with liminal elements as nuclear blocks 

In the late 21
st
 Dynasty, liminal elements can be used as nuclear blocks of these

compositions. The most usual motifs involved in these compositions are: 

o Tyet-sign, flanked by:

 Scarabs (Fig. 47)
782

, West-signs
783

, Djed-pillars
784

, mummiform

gods
785

 or cobras
786

.

o Djed-pillar flanked by:

 Mummiform gods
787

 or tyet-signs
788

.

o Heart-ib flanked by:

 Enthroned mummiform gods (Fig. 49)
789

, bees
790

 or tyet-signs

(Fig. 50)
791

.

o Royal cartouche flanked by cobras
792

;

o Ankh-sign flanked by bees
793

;

o Ba-bird flanked by:

 Shetjyt-shrines
794

;

 Sacred cobras
795

.

o Squatted mummiform god flanked by liminal elements
796

;

o Avian form of the god Ptah-Sokar
797

.

The variety of liminal elements increases and secondary motifs may include motifs such 

as falcons or bees
798

, ba-birds
799

, winged wedjat-eyes or hieroglyphic signs (tyet-sign
800

,

djed
801

, shemsw, ankh).

782
A.26 (inner coffin), A.52 (outer coffin). Anonymous coffin (British Museum).

783
A.2 (mummy-cover).

784
Anonymous coffin (Náprstkovo Museum).

785
A.56 (outer coffin), A.131 (inner and outer coffin), A.149 (outer coffin);

786
A.26 (inner coffin).

787
Coffin of Khonsuhotep (Ny Carlsberg Glyptotek).

788
Anonymous coffin (Náprstkovo Museum).

789
A.32 (outer coffin).

790
A.123 (outer coffin).

791
A.123 (inner coffin).

792
A.54 (outer coffin).

793
A.123 (inner coffin).

794
A.123 (outer coffin).

795
A.123 (outer coffin).

796
Coffin of Pashedkhonsu (Michael Carlos Museum).

797
Mummy-cover Gautseshen (Metropolitan Museum of Art).

798
A.18 (coffin).

799
A.5 (coffin), A.10 (inner coffin). Coffin of Khonsumose (Museo Egizio in Turin),.

800
A.10 (mummy-cover), A.123 (inner coffin), A.149 (inner coffin).

801
A.110 (coffin).
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These vignettes can be found together with other motifs featuring a more conservative 

structure
802

, or arranged exclusively with other vignettes featuring hieroglyphic

compositions
803

.

GENERAL INTERPRETATION 

In the ‘yellow’ type, the longitudinal band, traditionally associated with the protection 

given by the heavenly mother, becomes the axis of a ‘diptych’ formed by two 

longitudinal partitions illustrated with motifs borrowed from Chapter 151 of the Book 

of the Dead: Osiris, the four Sons of Horus and Thoth.  

The main subjects depicted on this diptych are chthonian gods such as Osiris, Ptah-

Sokar and solar gods, such as Benu and Re-Horakhty. Variations of this sequence 

include sacred images borrowed from the cultic context of the Theban necropolis, such 

as the avian form of Ptah-Sokar on occasions depicted together with the sacred ram of 

Amun (seen as the ba of the supreme god) along with other underworld deities. Each 

one of these deities is depicted inside a shrine of his own. The overall layout of this 

diptych irresistibly suggests the decoration of a sacred door, which given the context 

should be seen as a heavenly gate. This significance is highlighted with the depiction 

of the god Thoth, often shown opening the gates of heaven. 

In the mid-21
st
 Dynasty, a new partition was introduced within the decorative scheme of 

the lower section, transforming this area into a ‘triptych’. At first, solar motifs were 

intertwined with sacred objects with Solar-Osirian significance (Ta-wer totem, sekhem). 

It is interesting to note that the dynamic succession between the upper and the lower 

registers. In the lateral partitions, the reading progresses from the upper registers to the 

lower registers, suggesting the ritual progression of the deceased that performs rituals 

before a community of gods, each one of them depicted in his own shrine. On the other 

hand, the central partition suggests a solar ‘ascent’ from the lower registers to the upper 

levels, which progresses upwards to the central panel. 

This reading was highlighted with the neat division of the solar and Osirian subjects that 

occurs in the complex scheme. In these objects, the central partition became exclusively 

associated with solar symbols, while the Osirian motifs dominated the lateral partitions. 

In this layout, the central partition became the solar axis of an otherwise heavily Osirian 

802
 A.26 (inner coffin), A.54 (outer coffin). Anonymous coffin (British Museum). 

803
 A.32 (outer coffin), A.123 (outer coffin). Anonymous coffin (Náprstkovo Museum). 
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composition. The solar character of the central partition is rooted in the original 

significance of the longitudinal band of inscriptions. In other words, the central partition 

gave an iconographic rendering to the solar significance of the longitudinal band of text.  

The profusion of architectonic details involved in the depiction of each shrine is such 

that the global layout of the lower section results heavily affected by its architectonic 

decoration. On the lateral partitions, these shrines are depicted in side view, while on 

the central partition they are depicted frontally, frequently showing a cornice and a 

(winged) solar disk, as observed on sacred gates.  

The heavy architectonic layout of the lower section is enhanced by the triptych itself, 

often suggesting the frontal and side views of multiple shrines. This arrangement echoes 

the decoration of the underground galleries of the Ramesside royal tombs, where the 

main passage is often flanked by columns depicting the Pharaoh before the deities of the 

underworld, while the ceiling shows solar compositions describing the nightly journey 

of the Sun god through the sacred gates of the netherworld. This reading of the lower 

section suggests a clear association with the royal compositions of the Amduat.  

With its different variations, the classical and complex layout of the lower section thus 

illustrates the nightly journey of the Sun god through the Netherworld aiming at the 

union with Osiris (this union is featured on the central panel). In each vignette of the 

central partition, the Sun god is depicted crossing one gate of the netherworld, flanked 

and protected by the gods of the underworld or by liminal elements providing the 

protection of the heavenly mother goddess (vultures, cobras, falcons, bees).  
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Fig. 40 – Lower section. Mummy-cover of Tabasety (Museum of Ancient Art and 

Archaeology in Aarhus) 
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Fig. 41 – Lower section. Coffin of Tabasety (Museum of Ancient Art and Archaeology 

in Aarhus) 
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Fig. 42 – Lower section. Mummy-cover (A.110) 
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Fig. 43 – Lower section. Coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden) 
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Fig. 44 – Lower section. Inner coffin (A.60) 
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Fig. 45 – Lower section. Outer coffin (A.136) 
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Fig. 46 – Lower section. Coffin (A.110) 
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Fig. 47 – Lower section. Outer coffin (A.52) 
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Fig. 48 – Lower section. Outer coffin (A.60) 
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Fig. 48 – Lower section. Outer coffin (A.32) 
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Fig. 49 – Lower section. Inner coffin (A.123) 
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CHAPTER VI – RESURRECTION AND MOURNING: THE 

FOOTBOARD 

The most common arrangement of the footboard consists in a tripartite layout with the 

lateral partitions displayed in reverse direction, while the central partition is normally 

used for inscriptions. On earlier coffins, this central band is inscribed with texts running 

down the center of the lid
804

, while on later objects the inscriptions are restricted to the

footboard itself
805

.

BASIC SCHEME 

Dating and style 

The depiction of the mourning goddesses is a typical motif in coffins dating from the 

first half of the 21
st
 Dynasty (basic scheme) or with an archaizing outlook

806
. In most of

the times, the style is naturalistic (Fig. 51). 

Formal features 

These vignettes depict the mourning goddesses facing inwards
807

. Nephthys tends to be

depicted on the left partition, while Isis figures on the opposite side (Fig. 51-52). The 

mourning goddesses are squatted (sometimes over nwb-signs
808

), with one hand raised

and with the other one lying down. A wide range of symbols is included in the scene. 

The simplest versions include a short inscription-label referring to the identity of each 

804
 Inner coffin of Pinedjem II (DB 320), outer and inner coffin of Masaharta (DB 320), A.93 (coffin), 

coffin set of Paser (Louvre Museum), inner coffin of Maatkare (DB 320). 
805

A.26 (outer coffin), A.18 (coffin), A.28 (outer coffin), A.52 (outer coffin), A.54 (outer coffin), A.77

(outer coffin). Coffin of Hori (Museu Nacional in Rio de Janeiro), inner coffin of Nesikhonsu (DB 320), 

coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden), coffin of Tanatnektahat (Michael Carlos 

Museum), outer coffin of Pinedjem II (DB 320). 
806

 Coffin set of Takayt  (Die Städtische Galerie Liebieghaus), mummy-board of Tamutneferet (Louvre 

Museum), coffin set of Henut-taui (Metropolitan Museum of Art), mummy-cover of Hori (Kestner 

Museum), coffin set of Herytubekhet (Staatliches Museum Ägyptischer Kunst in Munich), coffin of 

Anresenmes (Metropolitan Museum of Art), inner coffin of Butehamun (Museo Egizio in Turin), coffin 

of Nesyamun (Leeds City Museum), coffin of Panebmontu (Louvre Museum), outer coffin of Butehamun 

(Museo Egizio in Turin), outer and inner coffin of Tauheret (DB 320), coffin (Los Angeles County 

Museum of Art), mummy-cover of Maatkare (DB 320,). 
807

 Coffin set of Takayt (Die Städtische Galerie Liebieghaus), outer coffin of Henut-taui (Metropolitan 

Museum of Art), mummy-cover of Hori (Kestner Museum), coffin of Herytubekhet (Staatliches Museum 

Ägyptischer Kunst in Munich). Sometimes the mourning goddesses face the central partition: A.95 

(mummy-cover), A.110 (coffin). Exceptionally, the mourning goddesses face outwards: A.87 (mummy-

cover), A.123 (inner coffin). 
808

 Coffin of Anresenmes (Metropolitan Museum of Art), inner coffin of Butehamun (Museo Egizio in 

Turin), coffin of Nesyamun (Leeds City Museum). 



goddess
809

. The determinative of ‘water’
810

 is usual, together with the (winged) wedjat-

eye (or the hieroglyphs nefer-wedjat-neb), an offering-vase (or an offering-stand) and 

the ba-bird of the deceased
811

. The West-sign
812

 and the Anubis-jackal
813

 may also

figure in the repertoire of motifs included in the scene.  

Mummy-covers present interesting variations of these vignettes. Despite the formal 

absence of the footboard, it is not uncommon to find a similar scheme of decoration on 

the lower register. However, in the mummy-covers these vignettes are not presented in 

the reversed direction
814

. Despite that, the goddesses are depicted in the same way:

facing inwards, displaying the mourning gesture and surrounded with the same basic 

iconography (water, wedjat, and offerings). This scene is often considerably shortened 

and reduced to the simple depiction of wedjat-eyes
815

, tyet-signs
816

 or even cobras
817

.

The depiction of the goddesses derives directly from the repertoire of Chapter 151 of the 

Book of the Dead. 

CLASSICAL SCHEME 

Dating and style 

These vignettes are more likely to occur in objects dating from the mid-21
st
 Dynasty

(Fig. 54)
818

 or in archaizing objects
819

. The style is naturalistic.

809
 Outer coffin of Henut-taui (Metropolitan Museum of Art), coffin set of Takayt (Die Städtische Galerie 

Liebieghaus). 
810

 Mummy-cover of Hori (Kestner Museum), coffin of Herytubekhet (Staatliches Museum Ägyptischer 

Kunst in Munich). 
811

A.110 (coffin). Coffin of Khonsumose (Museo Egizio in Turin), coffin of Nesyamun (Leeds City

Museum). 
812

 Outer coffin of Butehamun (Museo Egizio in Turin). 
813

 Outer coffin of Tauheret (DB 320), A.114 (inner coffin), coffin of Panebmontu (Louvre Museum). 
814

 Mummy-cover of Maatkare (DB 320), mummy-cover of Masaharta (DB 320). A.12 (mummy-cover), 

A.55 (mummy-cover), A.95 (mummy-cover), A.113 (mummy -cover). Mummy-cover of Herytubekhet

(Staatliches Museum Ägyptischer Kunst in Munich), mummy-cover of Khonsumose (Museo Egizio in

Turin), mummy-cover of Amenhotep (Rijksmuseum van Oudheden in Leiden).
815

A.29 (mummy-cover), A.147 (mummy-cover). Mummy-cover of Tabakenkhonsu (Museo Egizio in

Turin), mummy-cover (Michael Carlos Museum). 
816

A.53 (mummy-cover).
817

A.10 (mummy-cover). Mummy-cover of Tabakmut (Metropolitan Museum of Art), anonymous

mummy-cover from Bab el-Gasus (Vatican Museums, 25022).
818

 Inner coffin of Maatkare (DB 320), outer and inner coffin of Masaharta (DB 320). A.93 (coffin). 

Coffin set of Paser (Louvre Museum), coffin of Tanatnektahat (Michael Carlos Museum), coffin of 

Amenhotep (Rijksmuseum van Oudheden in Leiden), coffin of Hori (Museu Nacional in Rio de Janeiro), 

coffin of Tabakenkhonsu (Museo Egizio in Turin).  
819

 Outer coffin and mummy-cover of Pinedjem II (DB 320). A.28 (outer coffin), A.77 (outer coffin). 
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Formal features 

These vignettes depict the mourning goddesses squatted before a standing (or 

squatted
820

) effigy of Osiris. The mummiform god stands on a pedestal
821

, a neb-

basket
822

 or a heb-bowl
823

, wearing the atef-crown
824

 (or just a wig
825

), long belt and

scepters. At his feet figure an imiwt-totem
826

 and many of the symbols previously

referred to: offerings
827

, the wedjat-eye
828

 and the ‘water’ determinative
829

.

Occasionally, the mummiform god is falcon-headed
830

.

Variation with the Ta-wer totem 

A variation of the former scheme consists in the depiction of the Ta-wer totem instead 

of Osiris (Fig. 53). These vignettes seem to have been used during the same span of 

time, occurring in objects dating from the early to the mid-21
st
 Dynasty. The style of

decoration changes from naturalistic in older objects to schematic in later objects.  

These vignettes depict the mourning goddesses before the Ta-wer totem
831

, including

basically the same repertoire formerly described. However, in this variation, the 

goddesses are squatted before the sacred totem, which stands on a podium (sometimes 

decorated with the typical recessed panel)
832

 or over the sign of the horizon, djw. A long

belt is attached to the totem
833

. Other symbols are expected to be found around the

totem, such as the imiwt-totem, pilled offerings, the wedjat-eye and the ‘water’ 

determinative.  

820
 Outer coffin of Tabakmut (Metropolitan Museum of Art). 

821
 Inner coffin of Maatkare (DB 320), outer coffin of Masaharta (DB 320). A.54 (outer coffin). 

822
 A.93 (coffin). 

823
 outer and inner coffin of Pinedjem II (DB 320). Coffin of Tabakenkhonsu (Museo Egizio in Turin). 

824
 Inner coffin of Maatkare (DB320), outer and inner coffin of Masaharta (DB 320). A.54 (outer coffin), 

A.77 (outer coffin), A.93 (coffin). Coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden).  
825

 A.18 (coffin), A.52 (inner coffin), A.102 (outer coffin), A.136 (outer coffin). Coffin set of Paser 

(Louvre Museum), mummy-cover of Nesipanebu (Rijksmuseum van Oudheden in Leiden). 
826

 A.77 (outer coffin). Mummy-cover of Nesipanebu (Rijksmuseum van Oudheden in Leiden), inner 

coffin of Nesikhonsu (DB 320), coffin of Amenhotep (Rijksmuseum van Oudheden in Leiden). 
827

 A.102 (outer coffin). 
828

 A.93 (coffin). 
829

 Outer coffin of Masaharta (DB 320). A.18 (coffin), A.77 (outer coffin), A.93 (coffin). Coffin of 

Tabakenkhonsu (Museo Egizio in Turin),  
830

 Coffin of Tabakenkhonsu (Museo Egizio in Turin). 
831

 Coffin set of Yutefamun (Metropolitan Museum of Art), outer coffin of Pasebakhaienipet (Brooklyn 

Museum), coffin of Amenemhat (Museo Arqueologico Nacional de Madrid). 
832

 A.108 (coffin). 
833

 A.38 (coffin). Outer coffin of Pasebakhaienipet (Brooklyn Museum), coffin of Amenemhat (Museo 

Arqueologico Nacional de Madrid), inner coffin of Nani (Metropolitan Museum of Art). 
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COMPLEX SCHEME 

Dating and style 

By the late 21
st
 Dynasty, this scene shows a bolder role of the god Osiris, which is

normally depicted without the mourning goddesses
834

. The style is sketchy and highly

schematic and the vignettes are smaller. 

Formal features 

In these vignettes, Osiris is depicted enthroned
835

 or standing, always facing outwards

(Fig. 55). The mourning goddesses are included but their importance decreases and they 

eventually disappear.  

The size of the vignette tends to decrease to half the length of the footboard (Fig. 57)
836

and sometimes the number of registers involved in the decoration of the footboard 

grows considerably (Fig. 56). 

However, the vignettes can be considerably more complex and sometimes an entire cult 

scene is depicted, featuring a priest performing rites before Osiris
837

. The vignettes

regularly include offerings, the ba-bird
838

 and the wedjat-eye
839

.

REVERSE SIDE 

Normally the reverse side of the footboard remained undecorated. However, some 

coffins present a briefly sketched panel. 

Rejoicing goddess 

Coffins dating to the first half of the Dynasty tend to include the sketchy depiction of 

Isis. The goddess Isis is depicted squatted on the nwb-sign, raising her arms in joy, 

sometimes with ankh-signs pending from her arms. West-signs flank the composition 

(Fig. 58)
840

.

834
A.10 (inner coffin), A.26 (inner coffin), A.91 (outer coffin), A.123 (outer coffin), A.131 (outer and

inner coffin). Inner coffin of Tabakmut (Metropolitan Museum of Art). 
835

 Inner coffin of Asetemkhebit (DB 320). A.33 (coffin), A.131 (outer and inner coffin), A.149 (outer 

coffin). 
836

 Inner coffin of Asetemkhebit (DB 320). A.91 (outer coffin), A.131 (outer and inner coffin), A.149 

(outer coffin). 
837

A.149 (outer coffin). Inner coffin of Tabakmut (Metropolitan Museum of Art).
838

A.26 (inner coffin).
839

A.10 (inner coffin).
840

Coffin of Tabasety (Museum of Ancient Art and Archaeology in Aarhus).
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Tyet-sign 

Coffins dating to the first half of the dynasty sometimes include the depiction of a large 

Tyet-sign, normally very crudely sketched. A large Tyet-sign is the nuclear block of a 

symmetrical composition. West-signs flank the composition, sometimes with human 

arms raised in adoration (Fig. 59)
841

.

GENERAL INTERPRETATION 

The ‘festive dress’ type introduced the feet in coffin decoration. This trend was short-

lived but had important consequences. From then on the footboard became for the first 

time an autonomous section of the lid. The autonomy of this section is outlined with the 

reversed direction of its decoration.  

The footboard is designed as a triptych, with the central partition inscribed with several 

columns of text
842

 and the lateral partitions showing the mourning goddesses. More

complete versions of this vignette display the mourning goddesses before the Ta-wer 

totem or even before the standing mummy of Osiris himself. On later objects, the 

mourning goddesses are no longer depicted and only Osiris is included, either standing 

or enthroned, always facing outwards. The layout of these vignettes is consistently 

associated with the Osirian sequences depicted on the lateral partitions of the lower 

section. This later development is telling of the osirification of coffin decoration that 

took place during the second half of the 21
st
 Dynasty

843
.

This decoration of the footboard suggests a strong association with the imaginary of the 

Osirian mourning rituals and resurrection. The reversed direction of this tripartite panel 

suggests that the motifs here depicted – Isis and Nephthys - were supposed to be raised 

when the coffin was lying in horizontal position. The footboard thus provides the 

deceased with the vision of his divine mourners. It is thus likely that this particular 

section was associated with the rituals related to Chapter 151 of the Book of the Dead. 

On the other hand, the rejoicing Isis featured on the reverse side alludes to the 

resurrection of Osiris and probably played an important role in rituals involving the 

elevation of the lid. When standing in upright position, the lid would convey the image 

of Osiris in triumph.  

841
 Coffin of Tabasety (Museum of Ancient Art and Archaeology in Aarhus). 

842
 Only one object was found presenting the scene facing the central partition (lid of A.110). 

843
 Inner coffin of Asetemkhebit (DB 320). A.10 (inner coffin), A.26 (inner coffin), A.32 (inner coffin), 

A.91 (outer coffin), A.131 (outer and inner coffin), A.149 (outer coffin). Inner coffin of Tabakmut 

(Metropolitan Museum of Art). 
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Another subtle reading is detected in the shape of the footboard suggesting the sign of 

the horizon (djw), thus associating the coffin as a whole with the territory of the Duat 

where the regeneration of the sun and the resurrection of Osiris took place. A similar 

cosmic reading can be associated with the layout of the headboard as the floral 

headdress resembles the rising sun when seen from the crown of the head (Fig. 3). From 

the footboard to the headboard thus is suggested the entire journey of the sun in the 

netherworld from where the sun disk raised each mourning, as the deceased did in his 

avian form in order to go forth to the daylight. 
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Fig.51 – Footboard. Coffin of Tabasety (Museum of Ancient Art and Archaeology in 

Aarhus) 
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Fig. 52 – Footboard. Coffin (A.110) 
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Footboard. 

Fig. 53 – Inner coffin (A.12) –above 

Fig. 54 – Coffin (A.93) – below  
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Fig. 55 – Footboard. Inner coffin (A.15) 
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Footboard 

Fig. 56 – Outer coffin of Ikhy (Vatican Museums) – above 

Fig. 57 – Outer coffin (A.52) – below  
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Fig. 58 – Footboard. Coffin of Tabasety (Museum of Ancient Art and Archaeology in 

Aarhus) 
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Fig. 59 – Footboard. Outer coffin (A.136) 
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CHAPTER VII – EVOLUTION AND DIVERSITY IN THE 

‘YELLOW’ TYPE 

TYPOLOGY OF THE LID

From the earlier stages of the ‘yellow’ type to its latest developments, a long line of 

evolution towards complexity is clearly detected. This problem was first addressed by 

Andrzej Niwiński who proposed a typology describing the different stages detected on 

the layout of the lid. This author proposed five main types established according to the 

design of the object as a whole. We share with this author the evolutionary view of 

coffin decoration in the way that each type suggests a different stage in the evolution 

towards complexity. However, we disagree with this author’s underlying assumption of 

the lid as resulting from a holistic composition work. In our examination of the 

documental corpus, we did not find evidence of such practice. On the contrary, it is 

clear that each section was designed on its own, quite independently from the other 

sections. Evidence from reuse also suggests that when recycling an object, ancient 

craftsmen often updated it selectively, reworking some of the sections and leaving 

others untouched
844

.

In Niwiński’s typology, we also have to deal with the problem of definition of the 

‘yellow’ type. In our model, Niwiński’s Type I cannot be considered as part of the 

‘yellow’ corpus
845

, as well as some of the objects included in Type IV
846

, which we see 

as part of the proto-‘yellow’ corpus.  

Moreover, Niwiński’s type IV raises a number of other problems in terms of formal 

definition. The author groups in this category a variety of objects displaying exceptional 

features
847

. Some of these objects are grouped in this category merely because they have 

a white background. However, as we have seen, this is not a fundamental difference 

regarding the remaining corpus of ‘yellow’ coffins as the yellowish tone is caused by 

varnish and not by a different pictorial treatment. In our perspective, these coffins 

cannot be grouped in a distinct category considering this aspect alone. Other objects are 

included in Type IV because they display exceptional anatomic details such as feet or 

arms lying along the body. As Kathlyn Cooney has been pointing out, these objects 

844
 See Cooney 2017a, 109. 

845
 See Niwiński 1988, 68. 

846
 Such as the Ramesside masks and mummy-boards. See Niwiński 1988, 70. 

847
 Niwiński 1988, 69. 



show evidence of reuse and resulted from the recycling of Ramesside objects rather than 

from the deliberate choice of creating a distinct type of object. 

Despite these differences, our results are consistent with Niwiński’s observations on 

Type II and Type III. The features that we group under the designation of ‘basic 

scheme’ should, of course, be compared with Niwiński’s Type II (displaying the 

depiction of the forearms), while the objects following the ‘classical scheme’ can be 

included in Niwiński’s type III. Our ‘complex scheme’ includes objects that in 

Niwiński’s typology can be found within types III, IV and V. The later inclusion of 

mummy braces in the upper section (which Niwiński regards as Type V) to our point of 

view does not introduce any fundamental change in the overall arrangement of the 

upper section, and we simply consider it as a variation of the upper section typically 

found in the complex scheme. 

With our framework based on a topographic view of the lids, we propose the following 

typology for the different sections (see Typological Table):

Headboard. Regarding the decoration of the wig we may identify the following

types
848

:

o Braided wig;

o Blue wig;

o Striped wig;

o Chequered wig.

Upper section. As it has been long pointed out by Andrzej Niwiński, the

depiction of the forearms (or their omission) is decisive in the ‘yellow’ type. The

omission of forearms has to be related to the increasing size achieved by the

floral collar.

Thus three main types can be identified concerning the forearms:

o Basic scheme – Forearms fully visible;

o Classical scheme – Forearms partially visible;

o Complex scheme – Forearms fully covered by the floral collar.

848
 With the exception of the checkered wigs, which are only found in the complex scheme, the other 

types of wigs are found in any stage of development. 
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Sub-categories can be established according to the central markers: 

1. Central markers not depicted;

2. (Winged) scarab and/or heart amulet;

3. Mummy braces;

Central panel. The number of registers are important to establish different

categories:

o Basic scheme – Two registers;

o Classical scheme – Three registers;

o Complex scheme – More than three registers
849, or composition headed

by a winged sun-disk or a vulture.

Sub-categories can be established according to the nuclear blocks of the 

symmetrical registers (with an especial emphasis on the first register): 

1. Naophoric pectoral;

2. Solar barque;

3. Scarab hanging from a funerary collar;

4. Scarab;

5. Liminal elements
850

.

Lower section

The lateral partitions display the following categories:

o Basic scheme (lateral partitions form a diptych):

Osirian god + Sons of Horus + secondary deity  

o Classical scheme (lateral partitions integrate a triptych):

Osirian god + Avian form of Ptah-Sokar + Sons of Horus 

 Var: Osirian god + Avian form of Ptah-Sokar + Sacred

Ram + Sons of Horus

 Var: Osirian god + Avian form of Ptah-Sokar + ba-bird +

Sons of Horus

849
The number of registers can be smaller when the composition is headed by a sun-disk.

850 Solar triplets, heart amulets, and other hieroglyphic signs. 
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o Complex scheme (lateral partitions integrating a triptych):

Osirian god+ mummiform god + mummiform god

• Var: Cult scene before Osirian god + Cult scene before

Osirian god

The central partition presents the following categories:

o Classical scheme:

Ta-wer totem+ solar scarab+ sekhem sceptre 

o Complex scheme:

solar scarab + solar scarab + solar scarab 

• Var: liminal element + solar scarab

Note: The lower section can be completely absent when the central panel extends itself 

towards the footboard.  

Footboard. The subjects depicted on the lateral partitions define the typology of

the footboard:

o Basic scheme – mourning goddesses

o Classical scheme – mourning goddesses before Osiris

var:  mourning goddesses before the Ta-wer totem; 

o Complex scheme – Osirian gods.

‘YELLOW’ TYPE STAGES

As we have stated, our approach prevents us from establishing typologies for the layout 

of the lid as a whole. As the different sections of the lid were prepared independently 

from each other, the way in which they were combined in each object greatly varied. In 

other words, each object resulted unique from the simple combination of the different 

sections.  

In each section, we may distinguish three main moments, or ‘stages’, in the evolution of 

coffin decoration:  
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Basic scheme. This stage is detected from the late Ramesside Period to the first

half of the 21
st
 Dynasty. The basic scheme preserves a naturalistic, one could say, 

Ramesside style, with large figures clad in white folded garments. The composition is 

light with the space between the figures left empty or inscribed with short label-

inscriptions.  

Classical scheme. Is typically found in coffins dating from the mid-21
st

Dynasty. In the classical scheme, we observe the evolution towards the schematic style. 

The main figures became smaller and increasingly standardized. Gradually, the 

depiction of the deceased also changes: instead of the white garments, he/she wears dark 

and tight clothes. The composition is heavy with the space between the main figures 

filled in with liminal elements. 

Complex scheme. Is detected in coffins dating from the second half of the 21
st

Dynasty. The role performed by the liminal elements is further increased in the complex 

scheme and their size almost equals the main figures. In the latest forms of the ‘yellow’ 

type, the liminal elements eventually became the ruling elements of the compositions. 

Both styles, the naturalistic and the schematic, display rich or poor levels 

of craftsmanship. In the ‘yellow’ corpus, the number of coffins crafted according to 

the classical and the complex scheme is much higher than those displaying the 

basic scheme and probably this is the reason why, apparently, later coffins seem to 

have poorer levels of craftsmanship. In reality, both styles originated outstanding 

works of art.  

Given the formal autonomy of each section, it is usual to find in the same object

different levels of complexity. In the lid of Tabasety (Fig. 60), clearly dating from the 

first half of the 21
st
 Dynasty, the upper section and the central panel display the basic 

scheme, but the lateral partitions of the lower section already show features of the 

classical scheme, which would be the rule during the mid-21
st
 Dynasty.

The lid of Djedmutiuesankh (Fig. 61), dating from the second half of the 21
st
 Dynasty, 

shows a slightly similar situation, with the upper section and central panel displaying 

the classical scheme and the lower section designed after the complex scheme.

Later on, the levels of complexity of the different sections became more 

consistent. The inner lid from A.15 (Fig. 62) clearly shows one of these situations, with 

the central panel fully extended down the footboard. The outer lid from A.52 (Fig. 63) 
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apparently shows a more conservative layout. From the formal point of view, the 

composition of the lid observes the canonical principles of composition of each section: 

the central panel displays three registers, the lower section is designed as a triptych and 

the footboard shows the typical depictions of the mourning goddesses. However, all 

these conservative elements are challenged by the innovative use of the liminal 

elements, which pervade the arrangement of the central panel, the lateral partitions of 

the lower section and the footboard. In all of them, the goddess Neith is repeatedly 

featured, uniting all the areas of the lid with her divine presence. This is perhaps one of 

the finest achievements of the latest trend of coffin decoration which gave a paramount 

importance to the liminal elements, transforming the rigid topographic layout of the 

‘yellow’ type into a ‘fluid’ system of relations.  

During the second half of the 21
st
 Dynasty, compositions typically found in earlier 

models are selectively reintroduced, originating a so-called ‘archaizing’ trend of coffin 

decoration. It is true that at times this concept reveals to be problematic. Archaization is 

closely associated with reuse and recycling but it is a different phenomenon. While the 

recycling of an object shows how the decorative program was reinterpreted on a later 

dating, archaization deals with the processes involved in the craftsmanship of an object 

in order to ‘look older’. This phenomenon is first detected among the coffins of the 

highest elite, as in the burial set belonging to Pinedjem II, thus presenting a clear 

contrast with the contemporary layout of coffin decoration, which evolved towards 

outstanding levels of complexity. This archaising revival was first used by Theban 

highest elite to display social status, but it was quickly adopted by a larger number

of individuals. 

VARIABILITY AND GENEALOGICAL LINES

The extraordinary development in coffin decoration that took place during the 21
st

Dynasty required a high level of organization and expertise in order to avoid disorder. 

The conscious and methodical exploration of the possibilities offered by the scheme of 

decoration in each section was required in order to keep entropy on minimal levels
851

. In

this process, the definition of a well-defined set of key-features ruling each section 

played a paramount role to control workshop practices.  

851
 Van Walsem (forthcoming). See also Van Walsem 1998, 317-342. 
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The transition between the different layouts was not achieved randomly and it is clear 

that it involved an ‘experimental’ work. When facing a new coffin or when recycling an 

older one for reuse, a given workshop would observe the set of norms defining the 

scheme of decoration. However, at the same time, Theban craftsmen were compelled to 

create objects that challenged the established conventions in order to be easily 

perceived as ‘new’ or ‘different’. 

The iconographic variability detected in the ‘yellow’ type is not just the result of a 

random combination of features, but of a constant search for innovation, always 

grounded on previous developments. Evolution towards increasing levels of complexity 

thus required the conscious and methodical exploration of the possibilities offered by 

the formal structure of the pictorial scheme. In this process, each innovation was built 

upon previous achievements, creating a ‘genealogical’ line of evolution. This 

genealogical approach is in many ways similar to the evolutionary framework used in 

natural sciences to describe the diversity of life. As in the evolution of the species, 

diversity in coffin decoration can be described with genealogical sequences adopting a 

branching pattern of evolution from the simplest to the most complex forms. The 

iconographic diversity detected at later stages of coffin development thus evolved from 

a common model. Innovations played a crucial role in this process. Some of the 

innovative solutions became permanent features of the ‘yellow’ type’s design, and 

remained in use during the subsequent process of evolution, while others seem to have 

been more ephemeral.  

By seriating the pictorial sections from their simplest versions to the most complex 

ones, it became clear that regardless of the technical quality of the coffins
852

,

sophisticated strategies to generate variability in a systematic way have been used. It is 

clear that Theban workshops used a variety of processes to make easier the difficult task 

of creating innovative solutions out of the established principles of composition. We 

will now examine some of these procedures. 

Variability by disruption 

One of the most effective ways to create an innovative result consisted in challenging 

the existing set of rules. This rich process is based on qualitative changes introduced 

into the scheme of decoration.  

852
 See Cooney 2014, 45-66. 
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Some of these changes originated a whole new line of evolution. This is detected in the 

introduction of the third register of the central panel, a feature that was introduced by 

the mid-21
st
 Dynasty. The examination of the documental sources clearly shows that the

third register was produced when the frieze depicted below the wings of the mother 

goddess increased in size. These compositions eventually gained complete autonomy 

forming an independent register.  

As a rule, the introduction of qualitative changes is limited to a particular aspect of the 

composition indicating a systematic search for new designs that challenge the normative 

set of rules. The disruptive changes introduced in this way are normally integrated into 

the normative scheme of decoration.  

Variability by accumulation 

In addition to the qualitative changes described above, craftsmen could increase 

variability by simply adding new elements into the scheme of decoration without 

changing its basic organization. This is particularly clear in the evolution detected in the 

central panel. The symmetrical registers observe a very stable scheme comprising a 

nuclear block flanked by centrifugal and centripetal blocks. At first, the structure of 

each block included a limited sample of key-features but, with time, they became 

eventually outnumbered by the constant addition of new and oftentimes interchangeable 

secondary motifs. At first, the centrifugal block was composed of one single deity, the 

enthroned Osiris. However, other deities began to be depicted escorting and protecting 

the Osirian god, such as Isis or Nephthys, the Ta-wer totem or Djed-pillar. Eventually, 

this group became enclosed within a shrine of its own.  

This procedure achieved its apex when all the available possibilities for a given block 

were included in the same composition. The aforementioned elements integrating the 

centrifugal blocks (goddesses, Djed-pillar, Ta-wer totem) were at times included in the 

same composition
853

. In other objects, the centrifugal block was even replicated 

twice
854

.

Quantitative changes performed a bold role in the growth of complexity. This occurred 

not only by adding new elements into the structure of the existing blocks but also by 

forming additional blocks on the edges of the tableaux. The use of these additional 

blocks, together with the increasing use of liminal elements, eventually transformed the 

853
A. 141 (inner coffin).

854
A.132 (outer coffin).
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layout of the central panel into what might be called ‘miniaturist compositions’. These 

panels show the importance that this additive process of composition played on the 

layout of coffin decoration. 

Variability by omission

Variability could also be achieved by omitting expected aspects of the scheme of 

decoration. One of the simplest and most effective ways to achieve an innovative output 

simply consisted in omitting one of the expected key-features included in the normative 

scheme of decoration. Again, this strategy is better understood in the composition of the 

symmetrical registers of the central panel. With a typical sequence composed of a 

nuclear block flanked by centrifugal and centripetal blocks, painters often omitted the 

centrifugal block to achieve an unexpected result.  

Symbolic equivalence 

In face of the stable patterns provided by the scheme of decoration, a simple strategy 

used to achieve innovative arrangements consisted in using equivalent motifs to those 

commonly depicted. For example, in the centrifugal blocks, the Ta-wer totem could be 

used as a substitute for the depiction of Osiris (Fig. 64)
855

.

IRREGULAR COMPOSITIONS

A radical way to achieve innovative arrangements was open by selectively breaking the

most important conventions. The general layout of one particular section could thus be 

significantly transformed by challenging its dominant conventions. These highly 

irregular compositions first occurred in coffins of exceptional quality, suggesting that 

they did not result from a careless manufacture but from a deliberate search of 

uniqueness. Generally speaking, the outcomes achieved by this process are short-lived 

and did not have a lasting impact on the genealogical lines of evolution. This explains 

why it is virtually impossible to characterize all types of irregularities that may occur. 

Nevertheless, reference will be made to some examples illustrating the use of this 

process in each section.  

855
 See A.110 (mummy-cover). Note that this totem is ‘enthroned’, just as the god Osiris is depicted in the 

first register. 
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Upper section 

Irregular patterns are rare in the upper section, where the decoration is normally 

dominated by the floral collar. One single object is known to us where the floral collar 

is absent. In the coffin set of Tjenetipet (A.119), the outer lid and the mummy-cover 

display an extremely rare composition entirely decorated with a zigzag pattern, 

suggesting water. 

Another exceptional feature is the depiction of mummy braces under the floral collar. 

When depicted in this way, only the extremities of the braces are depicted
856

. This motif 

precedes the depiction of the mummy braces over the floral collar, only attested from 

the end of the 21
st
 Dynasty onwards.

Central panel 

Not surprisingly it is on the central panel where we find the most important evidence of 

disruptive innovation, exactly because this was the section of the coffin more heavily 

codified with rules.  

An extreme example of how the entire structure of the central panel could be challenged 

is detected in the mummy-cover of Hori (Fig. 65)
857

. Here the expected

scheme involving the winged goddess and the solar scarab has fused into one single 

register featuring a large winged scarab. As a result, the secondary compositions 

displayed below the winged deity grew quite considerably, forming an autonomous

register with a djed-pillar at the center of a symmetrical register. Despite the 

singularity of its layout, this is a good example of a short-lived innovation, suggesting 

that it did not resist to an assessment of its potential interest in terms of evolution.  

This composition also illustrates an early attempt to blur the frontiers between the 

central panel and the upper section, as the wings of the scarab overlap the forearms of 

the deceased. This process will be seen later on, and outstanding compositions were 

created by forming a continuous tableau from the headboard to the lower section. In 

these objects, the central panel irrupts through the central axis of the upper section, 

creating a single composition that mingles features typical of both sections. On 

the mummy-cover of Padiamun (A.87, Fig. 66), the area above the traditional 

tripartite scheme of the central panel breaks through the upper section with a large 

nuclear block combining the heart amulet and the winged scarab. 

856

857
A.114 (outer coffin). See mummy-cover from Bab el-Gasus (Vatican Museums, 25022). 
Mummy-cover of Hori (Kestner Museum).
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Another way, perhaps more subtle, of challenging the frontiers between the upper and 

the lower section, consisted in using the heart amulet – a central-marker typically

associated with the upper section – as the nuclear block in the compositions of the 

central panel. A masterpiece of this kind of composition is observed on the inner coffin 

of Djedmaeiuesankh (A.109), where an interesting and innovative fusion of several 

irregular elements previously mentioned can be found (Fig. 67). Here, the central 

winged goddess is depicted in standing position with her wings displaying the old-

fashioned U-shaped arrangement. Additional blocks are composed of rather unusual 

elements, such as sacred rams being adored by ba-birds or lioness-headed goddesses 

spitting fire. This scenario is completed in the first register with a no less unusual 

nuclear block: the heart amulet flanked by Ta-wer totems and winged goddesses.  

This sophisticated use of archaizing motifs with highly innovative arrangements 

created outstanding compositions displaying a strong and vivid sense of uniqueness. 

The creation of these elaborated compositions suggests that the targeted audience of 

these workshops praised iconographic subtleties and it is clear that these novelties 

greatly increased the economic and social value of the coffins. Another way of 

exploring this process consisted in blurring the frontier between the central panel 

and the lower section. We have already made reference to a few objects where the 

central panel is selectively extended downwards only along the central partition 

of the lower section
858

. The complementary method is also used: the registers of the

central panel extend themselves to the footboard down the lateral partitions of the lower 

section, leaving the central partition of the lower section intact
859

.

Lower section 

In a limited number of mummy-covers, the lower section is simply painted ‘white’
860

 or 

with a beaded pattern (Fig. 68). Although this layout might seem familiar, reminding 

the earliest stages of coffin decoration, it is clearly abnormal in the context of the 

‘yellow’ corpus and represents a deep break with its most basic conventions. This 

858
 Inner coffin of Gautseshen (Rijksmuseum van Oudheden in Leiden, F 93/10.1) 

859
 A.47 (inner coffin). This is clear from the 5

th
 register down to the 10

th
 register. 

860
 A.19 (mummy-cover), A.97 (coffin set). Mummy-cover of Khaemopet (Collection Harris), mummy-

cover of Panebmontu (Louvre Museum). 
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layout suggests a ‘transparency’ effect, giving full visibility to the 

mummy wrappings
861, covered by the sacred beaded net of Hathor (Plates 5-6).

Footboard 

The scheme of decoration remained very stable on the footboard and irregular 

compositions are rare. Yet, when they occur, instead of the reversed direction typically 

found in this area, the vignettes are aligned with the remaining decoration of the lid
862

. 

In more extreme situations, the vignettes are even displayed transversally, and the main 

motifs (mourning goddesses or Osiris) can be absent
863

.

Another and far more interesting source of variation was found in depicting a single 

tableau of solar significance. In these compositions, the style is naturalistic, normally 

associated with coffins dating from the mid-21
st
 Dynasty

864
. In these objects, the 

footboard is decorated as a single tableau displaying a large winged deity depicted 

either in reversed direction
865

 or aligned with the remaining decoration of the lid
866

. 

The motifs depicted in this context allude to rebirth and resurrection:  

1. Falcon deity: this motif probably alludes to Isis in her avian form, suggesting the

sexual union of Osiris and Isis
867

;

2. Ba-bird
868

 joining the reborn sun god in his ascent to the sky (Fig. 69);

3. Winged djed-pillar
869

 holding the sky and the barque of the morning sun (Fig.

70).

These subjects allude to the solar cycle, suggesting an association between the 

footboard and the horizon, an association already detected in proto-‘yellow’ coffins
870

. 

These scenes are related to the solar navigation, thus implying the identification of the 

footboard as a threshold between the Duat and the world of the living. Consistent with 

this imaginary, the footboard adopted the shape of the djw-sign, the horizon, presenting 

two small elevations with a depression between them.

861
A.20 (mummy-cover), A.27 (mummy-cover), A.68 (mummy-cover), A.86 (mummy-cover), mummy-

cover of  Henut-taui (Metropolitan Museum of Art), 
862

A.32 (inner coffin). A.142 (inner coffin), A.102 (outer coffin).
863

Coffin of Khonsuhotep (Ny Carlsberg Glyptotek).
864

Outer coffin of Maatkare (DB 320). A.16 (inner coffin), A.95 (coffin), A.111 (mummy-cover). Few

exceptions are detected: A.114 (mummy-cover). 
865

 Outer coffin of Maatkare (DB 320). 
866

A.16 (inner coffin), A.95 (coffin), A.111 (mummy-cover).
867

Outer coffin of Maatkare (DB 320).
868

A.16 (inner coffin), A.111 (mummy-cover).
869

A.95 (coffin).
870

Inner coffin of Khonsu (TT 1).
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* 
* * 

In conclusion, it is clear that irregular compositions were formed aiming at highlighting 

the value of the object. In this context, the central panel must have been particularly 

meaningful, as innovative solutions are clearly focused on this composition. This also 

suggests the paramount role played by this particular section in terms of the global 

perception of the significance and value of an object by the targeted Theban audience. It 

is thus likely to admit that when assessing the value of a particular coffin, the layout of 

the central panel was under a particular demanding scrutiny. 

It also seems plausible to conclude that other sections playing a bolder role as ritual 

markers may have been kept less affected by these operations, such as the footboard, the 

headboard and the upper section.

DECONSTRUCTING THE ‘YELLOW’ TYPE

Typically, workshops increased variability by adding complexity. However, some 

objects of poor craftsmanship use the inverse process to assure an innovative result. The 

anonymous mummy-cover from the Vatican is clearly a later work
871

: it displays a large 

floral collar hiding the forearms and the lower section is decorated with vignettes 

depicting mummiform deities from the underworld. The style is crude and schematic. 

However, the central panel displays an intriguing composition featuring a large pectoral 

(typical of the basic scheme) and mummy braces. Ta-wer totems flank the nuclear block 

and the depiction of the large winged goddess is conspicuously omitted.  

A similar process is observed in another anonymous mummy-cover from the Vatican
872

. 

On the upper section, the large floral collar covers the forearms and the lower section is 

heavily decorated with block-friezes. The central panel is headed by a winged solar 

disk. The first register keeps the usual nuclear block (scarab flanked by cobras) but 

excludes the typical symmetrical sequences, simply featuring liminal elements. In the 

second register, the typical large winged goddess is also omitted and a frieze of 

alternating djed and tjet-signs (normally included on the third register) is displayed 

instead. 

871
 Vatican, 25020. 

872
 Gasse 1996, Pl. XXXI (fig. 15) 
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In the anonymous coffin kept at Náprstkovo Museum  the full omission of the central 

panel took place873
.

Examples like these clearly show that also poor workshops addressed the issue of 

producing innovative results. Unable to obtain innovative solutions by adding new 

inputs – which would be a far more difficult task - these workshops assured those 

results by omitting, in different degrees, the expected key-features provided by the 

normative scheme of decoration. 

However, as poor as they are, these objects provide important evidence of a new 

phenomenon consisting in using the scheme of decoration of the ‘yellow’ type in order 

to deconstruct its rules. This process is clearer in the coffin of Padikhonsu
874

. Here the 

floral collar displays the typical concentric layout detected in the complex scheme. The 

area below the collar displays an archaizing layout reminding the ‘white’ type, with the 

network of longitudinal and transversal bands depicted against a white background. The 

central panel seems to have been omitted but in reality, it was fused with the lower 

section, as the three winged deities that would be expected to form the central panel are 

depicted along the lid. This design is just one step behind the typical layout of the 

cartonnage cases from the 22
nd

 Dynasty
875

, showing how the creation of the new model 

was achieved. 

REGIONAL VERSIONS

A small family of coffins of unknown provenance
876

 presents an odd combination of 

features that has been able to feed a vivid debate on its dating
877

. Although displaying 

several levels of quality in terms of craftsmanship, they share the same scheme of 

decoration:  

1. The lappets of the wig are decorated with terminals regardless of the sex of

the deceased.

873
 The upper section is decorated with the large floral collar and the lower section reveals the tripartite 

organization, with the central partition displaying vignettes of alternating djed and tjet-signs and the 

lateral partitions featuring the usual sequences of Osirian deities. 
874

 Musée des Beaux-Arts de Lyon. 
875

 See Taylor 1989, 49. 
876

 Coffin of Anet (Vatican Museums, XIII.2.1), coffin of Khenemensanapehsu (Ägyptisches Museum 

und Papyrussammlung), coffin of Sesekhneferu (Ny Carlsberg Glyptotek AEIN 62), coffin of 

Meretenankh (Kunsthistorisches Museum). Andrzej Niwiński includes in this group other objects, see 

Niwiński 2017, 335. 
877

 Some authors suggesting the 20
th

 Dynasty and other the early 21
st
 Dynasty. See Niwiński 2017, 335. 
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2. The upper section displays the forearms. The terminals of the floral collar

are included.

3. The central panel features a bold division between the winged goddess and

the symmetrical register. The nuclear block of the first register displays one

single motif, such as the scarab, the heart amulet, or the Ta-wer totem.

4. The lower section displays two partitions bounded by a single longitudinal

inscription.

The style is naturalistic and the spacious vignettes are bounded by block friezes. Given 

the differences in style, it is possible that these objects may have been crafted in a 

different necropolis, possibly in Akhmim, as suggested by Éva Liptat
878

, where the

Theban model was adopted for local use. Although it is clear that craftsmen were 

visibly working with a model based on the basic scheme, the style and arrangement 

clearly result from a local elaboration, which prevents us from dating these objects 

based in the genealogical line elaborated with the Theban artefacts. Nevertheless, it is 

tempting to admit a later dating, as Annie Gasse suggests
879

. In any case, these objects

show that at certain centres, the ‘yellow’ type was adopted in local workshops 

undergoing an evolution of its own.  

878
 Liptay 2011b. See also Niwiński 2017, 335-340. 

879
 Gasse 1996, 148-157. 
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Fig. 60 – Lid of Tabasety (Museum of Ancient Art and Archaeology in Aarhus) 
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Fig. 61 – Lid (A.110) 
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Fig. 62 – Lid (A.15) 
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Fig. 63 – Lid (A.52) 
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Fig. 64 – Central panel. Mummy-cover (A.110) 
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Fig. 65 – Mummy-cover of Hori (Kestner Museum) 
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Fig. 66 – Central panel. Mummy-cover (A.87) 
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Fig. 67 – Central panel. Coffin (A.109) 
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Fig.68  – Lower section. Mummy-cover (A.27) 
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Fig. 69 – Footboard. Inner coffin (A.16) 
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Fig. 70 – Footboard. Coffin (A.95) 
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CHAPTER VIII – SYMBOLISM AND MEANING 

COFFIN DECORATION AS SEMIOTIC WRAPPING

The layout of the lid fully shows that Theban coffin decorators engaged in an 

unprecedented quest for complexity. This process was achieved by using a variety of 

processes. Borrowing images and symbols used in the magical protection of the 

mummy was one of these processes. Amulets, pectorals, collars and necklaces, 

headbands, rings and bracelets played an important role as gender/social markers.  

On the other hand, ritual scenes played for the first time a decisive role in the decoration 

of the lid, namely on the lower section and footboard. The effective combination in one 

single object of such heterogeneous corpora of images borrowed from the repertoire of 

ritual tattoos, mummification and temple decoration is by itself an 

outstanding achievement. Coffins thus became unrivaled media conveying images 

with relevant meaning both in terms of religious significance and social status.  

The layout of the lid displays several layers of representations revolving around the 

body itself. The anatomical features (face, hands, etc.) are painted yellow to suggest 

the gleaming skin of an awakened god and this light irradiates all over the coffin. On 

this bodily background, the iconographic tableaux are depicted. The representations 

evolve gradually from the skin itself. Some of them are featured on the chest, 

hands or forearms and allude to ritual tattoos. From this level, another layer of 

symbols associated with mummification is added such as pectorals, amulets, floral 

collars, and necklaces. Most of these representations are focused on the central panel, 

upper section, and headboard. Ritual scenes add a new layer on the lower 

section, featuring the deceased in ritual interaction with the gods of the underworld. 

Yet another sphere is added with ritual markers displayed on the footboard 

alluding to funerary rituals performed publicly. All these symbolic layers create 

magical spheres irradiating from the body of the deceased, leading it towards the 

transformations granted by the funerary rituals until his/her full manifestation as a 

justified god.  

This ‘transparency’ effect, as Éva Liptay puts it
880

, is already detected in the openwork 

boards and played a strong influence in shaping the scheme of decoration of the 

‘yellow’ type. The outer and inner lids thus reflect the layout of the mummy-cover, 

which stands as the nuclear object of the nested assemblage. This ‘transparency’ effect 

progresses to the interior of the mummy itself. It is to be reminded the practice 

880
 Liptay 2017, 269. 



introduced in the 21
st
 Dynasty of packing the organs inside the body cavity and not in 

the canopic vases. Because of that, statuettes of the four Sons of Horus were introduced 

within the mummy. Cosmic integration – one of the magic roles performed by the 

canopic chest – was thus achieved within the mummy itself. The mummy stands now at 

the core of the burial assemblage and resumes it in a way never achieved before
881

. The 

objects of the nested assemblage thus make visible the deities hidden inside the 

mummy. 

The role performed by the corpse is also detected in the way it shapes coffin decoration. 

As opposed to the previous models of anthropoid coffins, who were shaped at the image 

of the mummy, the ‘yellow’ type ventures to depict the transfigured body of the 

deceased, with its arms freed from the wrappings, its head gleaming with light and the 

tattooed chest adorned with pectorals and amulets. Although the anthropomorphic 

features are focused on the upper section and the headboard, the yellow background 

extends the ‘skin’ of the deceased towards the complete assemblage, as if all the motifs 

were engraved on the ‘living’ body of the deceased
882

.

Coffin decoration thus wrapped the mummy within semiotic layers of signs
883

. In this 

process, the corpse figures at the core of this magical assemblage and coffin 

decoration projects the resurrected corpse to the outer layers. This ‘transparency’ 

blurred the definition of the coffins themselves to give full visibility to the body. 

This is better understood in the pictorial tradition of tomb decoration and funerary 

papyri. It has long been recognized that during the 18
th

 Dynasty the depiction of the 

anthropoid coffin stands for the representation of the mummy, with the later hidden 

inside the body container. The layout of the coffin depicted in these scenes replicates 

the  model in use during this period, the ‘black’ type. Decorators  even  include  typical

881
 The magical equipment of these mummies included a funerary papyrus (between the legs) and other 

amulets such as the wedjat-eye (over the embalming incision), a falcon with outstretched wings and the 

heart scarab and, on the outermost layers, a pair of linen mummy braces. See Smith 1906, 155-160.  
882

 It is worthy to note that in the royal burials at Tanis, which keep using the rectangular sarcophagi in 

the nesting process, do not present mummy-covers. See Montet, 1951, 112 (fig. 45). The nesting practice 

used in the Theban context – using exclusively anthropoid coffins - was clearly rooted in the royal 

imaginary but the exclusion of rectangular coffins fully attests the high level of architectonisation 

achieved by these objects. More than transitional objects looking outwards and assuring the link between 

the mummy, the burial chamber and the beyond, the coffin set is now conceived as a self-sufficient 

magical enclosure. 
883

 Regardless of the original provenance of the images – ritual tattooing, jewellery, temple decoration or 

funerary artefacts – a vast array of symbols began to be used in coffin decoration providing the coffin 

with several layers of meaning that revolved around the body. They not only transformed the body from 

within, as they brought it back to life, restoring the identity of the deceased and introducing him/her to the 

gods of the underworld. This ‘inter-iconicity’ transformed anthropoid coffins into extraordinary complex 

semiotic objects. 
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features of these objects, such as the gilded bands
884

, or the Sons of Horus
885

. Nested 

assemblages are suggested by the depiction side by side of anthropoid coffins
886

. Later 

on, in the Ramesside Period, nested assemblages are suggested by the depiction of two 

coffins partially
887

 or almost completely
888

 juxtaposed. However, during this 

period, the depiction of the coffin no longer follows the design of the actual objects in 

use. In fact, the ‘yellow’ type, as we know it, is not depicted in tomb decoration 

or in the funerary papyri. Instead, a mummy wrapped in white bandages and adorned 

with a mask and a floral collar is depicted. This scheme can be seen in the Tomb 

of Sennedjem (TT 1), thus without any correspondence with the layout of the 

coffins found in the tomb. Exactly the same pattern is detected in the model coffins 

found in the same tomb to hold shabtis, which suggests that this new model was not 

seen as ‘yellow’ at all. What we perceive as ‘yellow’ was likely seen by ancient 

Egyptians as ‘brightness’. A similar color scheme was adopted by Ramesside tombs, 

displaying the scenes outlined in red or black against a white background and the 

figures selectively covered with yellow paint. This scheme was meaningful enough to 

be adopted even in royal circles like in the Tomb of Nefertari and it clearly shows how 

the idea of ‘shining’ and ‘irradiating light’ transformed coffin and tomb decoration 

alike.

This same concern is again seen in the craftsmanship of shabtis. It is interesting to point 

out that during the Ramesside Period, these objects were inscribed with the formula 

‘Illuminating the Osiris N.’
889

.  Certainly not accidentally, during the 21
st
 Dynasty 

shabtis began to be modeled in glazed ‘faiance’. This change clearly shows that more 

than the complicated formal features of coffin decoration, shabtis reproduced the 

quintessential quality of ‘yellow’ coffins, which was their gleaming light.  This 

change is surely embedded in the meaning of the ‘yellow’ type. Previously, the 

anthropoid coffin was depicted as the protective interface of the mummy, providing a 

portable medium for the performance of rituals, but with the ‘yellow’ type the 

mummy became fully visible, while the coffin turned selectively ‘transparent’, allowing 

the ‘gilded flesh’ of the deceased to gleam through the layers of objects and 

symbols depicted on the lid. The  defining  feature  of the ‘yellow’ type is the gleaming 

884 Opening of the Mouth scene. Tomb of Nebamun and Ipuky (TT 181). In Mekhitarian 1997. 
885

 Papyrus of Amenhotep (Civico Museo di Storia ed Arte di Trieste, Inv. no. 12089). 
886

 Tomb of Amenmose. See Foucart 1935, Pl. IX. 
887

 Tomb of Userhat (TT 51).  
888

 Tomb of Neferabu (TT 5). See Vandier 1935. 
889

 Shabtis of Burero, in Hayes 1985, 428. 
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light that irradiates from the body of the deceased. This immaterial light wraps the 

body unfolding colors, images and texts, around the deceased and giving full visibility 

to the netherworld and its sacred topography. More than just recreating a tomb, this

gleaming light connected the body of the deceased with the timeless topography of 

the Duat in a way never achieved before.

With the mummy at the core of the decorative program, the meaning of the lid 

underwent subtle changes, exploring different interpretations of the role of the 

deceased in the timeless realm of the netherworld. 

PROTO-‘YELLOW’ COFFINS: THE LID AS THE HEAVENLY CEILING 

During the Ramesside Period, it is clear that the coffin decoration is intimately related 

to the decoration of the funerary chambers. Both processes evolved in the same 

direction. The funerary chambers of the Theban tombs, which in theory should be 

left undecorated, adopted the extensive iconographic repertoire of the Book of the 

Dead and the same happened with coffin decoration. The motifs that were used to 

decorate the walls and ceilings of the funerary chamber are in fact, the same that were 

painted on the Ramesside coffins
890

. This common inspiration is visible in coffin 

decoration, through the transverse arrangement of the vignettes depicted in the 

lower section of the lid. 

During this period, the layout of the lid of the anthropoid coffin mirrored the 

decoration of burial chamber, both shaped to resemble a heavenly gate. This 

common layout is explained in the light of the symbolism of the Ramesside coffin as a 

symbolic recreation of the Osirian chamber. The symbolism of coffin and tomb became 

so intimately intertwined, allowing the intense flux of iconography between tomb and 

coffin. This process kept a magical continuum between the ceiling of the Ramesside 

funerary chamber, the lid of the anthropoid coffin, the mummy-board and eventually the 

mummy itself.  

In this way, during a short period, coffins’ lids and tomb ceilings were designed exactly 

under the same inspiration, providing several transitions, one could almost say 

‘layers’, between  the innermost  sphere – the wrappings of the mummy itself - and the

netherworld. In this context, the  anthropoid coffin  was seen as a transitional object 

linking the mummy to the cosmic sphere. 

890
 Bruyère 1952, pl. XIV, pl. XXVII 
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BASIC SCHEME: THE LID AS A SACRED GATE 

From the 20
th

 Dynasty onwards a stable connection between the coffin and a tomb was 

lost and, for the first time, funerary assemblages involved exclusively anthropoid 

coffins. These circumstances favoured a deeper level of architectonisation, giving rise to 

the basic scheme of the ‘yellow’ type.  

The lateral partitions of the lower section are now decorated with shrines holding 

funerary deities (Osiris, Ptah-Sokar, four Sons of Horus and others) and the deceased is 

shown actively involved in rituals. The resulting design seems to have been shaped after 

the layout of the doors of a shrine
891

.This sacred gate is headed (in the central

panel) by the central panel as if painted on a lintel. This composition alludes to the 

divine mother and to her solar child and refers to the solar rebirth, which took place in 

the ‘mystery’ (literally the ‘corpse’) of the Duat
892

. This passage opens not only to 

the interior of the coffin, seen as the territory of the Duat, but to the interior of the 

corpse itself, where the mystery of the regeneration of the sun takes place.  

The upper section depicts the deceased as a justified god (Fig. 60). The scenes that 

decorate the forearms and the chest of the deceased allude to the sunrise, the rebirth of 

the sun god, and to the resurrection of Osiris, mysteries that were witnessed and 

experienced by the deceased himself, one could truly say, ‘in his own flesh’.  

The composition of the lid thus results from the juxtaposition of the sacred gate against 

the body of the deceased, which is not a process entirely new in the Egyptian 

Art, reminding the layout of the Ramesside block-statues, where a shrine is 

juxtaposed against the legs of the individual. This composition makes clear the 

personal relation, one could almost say ‘physical’ or even ‘intimate’, between the 

owner of the statue and the divine shrine where his personal god took residence. A 

similar design was adopted in private naophoric
893

 and stelephorous
894

 statues, the first 

ones were commissioned to be set up in temples, while the later ones were crafted 

for the tomb. Despite  these differences,  both were  associated  with divine  adoration 

891
 Naville 1896, Pl. XXVI. 

892
 These depictions refer to very important amulets that were actually used as part of the mummification 

process. Funerary pectorals and amulets are common in Ramesside burials and their depiction in the 

decoration of the yellow coffins suggests the close correspondence between the funerary equipment of the 

mummy and coffin decoration. The decoration of the lid and the arrangement of the mummy thus seem to 

keep a close association and interdependence.  
893

 Connor 2016, 54. 
894

 Robins 1997, 145. 
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and personal engagement of the owner in the divine cult. The lids of anthropoid coffins

thus seem to have been designed after the layout of private statues, with a sacred gate 

imprinted in the deceased’s body, suggesting the personal connection of the 

deceased with the deities ruling the underworld.  

Moreover, these ‘naophoric’ lids brought with them an interesting view of the burial 

ground itself as it would be now conceived as a collective (sacred) precinct where the 

burial sets were placed to join the sun god during his nightly journey, in the same way 

that private statues were positioned in the temple to witness the daily course of the sun. 

All in all, the basic scheme of the lid features the deceased at the threshold of the

underworld, from where he/she emerges as an empowered justified god and as an 

active performer of divine rituals. 

CLASSICAL SCHEME: THE LID AS THE PLAN OF A ROYAL TOMB

In its classical tripartite version, the lower section presented an elaborated symbolism 

regarding the gates of the netherworld and the nightly journey of the Sun god. Each 

register of the central partition depicts one shrine in frontal view, while the lateral 

partitions allude to the cult scenes that were supposed to be depicted on its side walls. 

Altogether these elements suggest a symbolic reading of the lid, from below to above, 

with the central partition of the lower section suggesting the passing of the sun through 

the sacred gates of the Duat
895

.

The shrines depicted in the lateral partitions depict the gods flanking/protecting this

passage. Such reading would be necessarily rooted in the myths of the nightly journey 

of the Sun in the Netherworld and in the decoration of the royal tombs of the Valley of 

the Kings. The central partition – with its architectonic friezes depicted in full frontal 

view – would suggest the succession of sacred gates leading to the royal burial 

chamber
896

, where the union of Re and Osiris took place.

As to the central panel, most of the motifs resemble the decoration of a funerary shrine 

or a sarcophagus. The winged goddesses depicted in the symmetrical registers are some 

of these motifs. During the Amarna Period and the late 18
th

 Dynasty, royal sarcophagi

895
 The god Osiris guards the underworld and embodies regeneration. The rejuvenation of the Sun was 

conceived in terms of a Solar-Osirian unity, which is a primarily topic in the royal books of the 

netherworld. The embrace of Re and Osiris causes the transfiguration of the deceased. See Weiss 2017, 

222-230.
896

 A similar concept is detected in the succession of the sacred gates in the temple. See Étienne 2009, 

289. 
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displayed goddesses unfolding their wings on each corner. Symmetrical winged 

goddesses are also displayed on the sacred canopies that enshrined royal 

sarcophagi
897

. The central panel thus recreates the burial chamber where the ba of 

Re united with the corpse of Osiris, thus momentarily restoring the divine unity of 

the supreme god
898

.

The classical scheme of the lid thus maps the underworld, which is featured as a 

royal tomb (Plate 9). In this scheme, the deceased now emerges as 

undergoing the transformation into an Osirian and lethargic god.  

COMPLEX SCHEME: THE LID AS THE DUAT

During the second half of the 21
st
 Dynasty, further developments took place in the

general layout of the lid, with an increasingly higher degree of complexity. The central 

panel displays three or more registers heavily decorated with liminal elements. The 

lower section can be either absent, thus entirely replaced by the central panel (Fig. 62) 

or, if it occurs, it is now much reduced (Fig. 48; Fig. 49). Given these differences, 

several types of layout may occur, each one with a slightly different meaning. 

The lid as an Osirian shrine

During the late 21
st
 Dynasty, a heavy uniformization took place. The lateral partitions 

depict Osirian gods alone, while the central partition features the solar scarab (Fig. 46). 

At the same time, an increasing weight is given to the Osirian significance of the 

footboard (Fig. 54; Fig. 56). It is interesting to note in these coffins the use of plaster to 

mold certain key-features of the compositions, especially along the longitudinal axis of

the lid (such as solar disks, scarabs, or the bodies of the Osirian gods), suggesting the 

decoration of a cultic space 899 and the increasing identification of the coffin with a 

sacred building where the deceased stood as deity of the underworld.

The lid as a sacred ceiling 

The ‘liminalization’ of the coffin attests its full sacralization and turned more fluid the 

rigid topography of the ‘yellow’ type, originating objects where the fusion of the 

897
 Piankoff 1952, Pl. XII, XVII, LXXII. Centripetal compositions involving winged deities (usually Isis 

and Nephthys) are also frequently used in the decoration of the lateral walls of divine shrines. Such 

depictions can be found in the decoration of the barque shrine of Amun carried out in procession in 

Theban festivals. 
898

 Taylor 2016a, 49. 
899

 Liptay 2017, 263. 
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different areas is essayed. Objects with the central panel extending down the footboard 

belong to this type (Fig. 34; Fig. 62). In these objects the succession of winged 

deities with outstretched wings is designed after the ceilings of the funerary shrines, 

temples and tombs, where a succession of vultures or winged sun disks can be

seen flying along the longitudinal axis of the temple, which again suggests the 

identification of the lid with the imaginary of the Sun’s journey through the 

netherworld. These objects bear a close resemblance to the monolithic naoi, carved to 

creating an artificial cave
900

. The walls of these Ramesside monuments are 

decorated with ritual scenes while the ceilings show winged deities. The rear wall 

contains the figures of gods cut in high relief.  

The coffins from this category were designed after these sacred hypogea, with the lid 

suggesting the ceiling of the chamber, the sides replicating the decoration of the walls 

and the deceased figuring as the divine dweller of this naos. 

Although less dependent on these architectonic references, another group of extended 

compositions recalls the protection conferred by the heavenly mother goddess, depicted 

as a vulture (Fig. 35). These compositions are headed by a vulture and the role of 

liminal elements is greatly increased with the layout as a whole showing less structured 

spacial references. Such panels literally display the ‘nest’ of the heavenly goddess, the 

sacred atmosphere that surrounds the deceased under the wings of the mother goddess. 

The ‘liminalization’ of the lid eventually led to the deconstruction of the scheme of 

decoration of the ‘yellow’ type and to the emergence of the layout that would be in 

favour in Thebes during the 22
nd

 Dynasty.

In common to these variations is the increasing size of the large floral collar. This 

growth of the weight given to the floral collar was surely motivated by the importance 

given to the magical protection of the mummy. Such protection literally embraced the 

deceased alluding to the regeneration provided by Hathor, the mother goddess who

presided over the Theban necropolis
901

.

900
 Naoi of Ramses II (Cairo Egyptian Museum, JE 37475, JE 37476). See Saleh, Sourouzian 1987, 204-

205. 
901

 We know that floral collars played an important role during the mummification process. In burials 

dating from the 21
st
 Dynasty, it is not rare to find garlands decorating the exterior wrappings of the 

mummies. The royal embalming cache (KV 63) uncovered an extensive collection of funerary garlands 

and floral collars most certainly used during the royal mummification process. Sousa 2013, 67. 

204



Similarly, the depiction of the mummy braces introduced in the late 21
st
 Dynasty alludes 

to the lethargic state in which resurrection takes place
902

.

Together with the introduction of the mummy braces, the increasing importance of the 

depiction of the floral collar contributes to the acclamation of the divine status of the 

deceased as an Osirian god and not so much as a priest actively engaged in the cult, as it 

was the case during the early 21
st
 Dynasty. As a result of this trend, the deceased 

became increasingly concealed underneath the heavy decoration provided by the floral 

collar and was now fully enveloped under the myriads of liminal elements surrounding 

him with their magical protection. Both the floral motifs and the liminal elements 

conveyed to the coffin the sacredness of the Duat and wrapped the deceased with the 

divine attributes of Hathor, as if he/she had entered into her divine realm to be 

regenerated under her protection, exactly in the way this process is depicted in funerary 

papyri and votive cloths (Plates 5-6).

The complex scheme features the full Osirification of the coffin, and involved three 

other aspects that deeply shaped the later stages of the 'yellow' coffins:

- Increasing role of the liminal elements; 

- Unprecedented levels of standardization; 

- Impersonal use of coffins, detected by the increasing use of anonymous coffins. 

* 

* * 

The repertoire detected in the upper section of the ‘yellow’ coffins thus shows a subtle 

evolution from the depiction of the deceased as an awoken god, empowered with magic 

knowledge and gleaming with the light of the rising sun, to a lethargic Osirian deity of 

the underworld, literally embraced by the ‘Mistress of the West’ and regenerated with 

her life-giving flowers, plants and magical symbols. 

This represents a slow but effective shift in the symbolic significance of the ‘yellow’ 

coffin evolving from a greater weight given to the identification of the deceased with 

the re-born sun god to an increasingly stronger identification with Osiris. Although the 

deceased identifies himself with both Osiris and Re
903

, the weight given to each of these

manifestations changed along the course of the 21
st
 Dynasty, which is perhaps the

boldest reason behind the changes on the layout of the lid.   

902
 Smith 1906, 155-160. See also

 
Van Walsem 1997, 117. 

903
 Weiss 2017, 222-230. 
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The different pictorial areas found on the lid clearly play distinct symbolic and perhaps 

ritual purposes. The longitudinal arrangement of the lower section revolves around 

Solar-Osirian imagery and offers to the deceased a ritual set to his/her active 

engagement in divine cults. As we approach the end of the 21
st
 Dynasty this area 

decreases and the role of the gods as performers of cults is often bolder than that of

the deceased himself (Fig. 47). On the other hand, the symmetrical registers of the 

central panel celebrate the regeneration provided by the heavenly mother goddesses. As 

a rule, the deceased figures here in his/her avian manifestation merely as a witness of 

the Solar-Osirian union. And yet the central panel became increasingly larger as the 

end of this period is approached. The examination of the decoration reveals that the 

most important changes that affected coffin decoration during this period 

irradiated from this area. The size, complexity, and weight given to the central panel 

in the global economy of the decoration of the lid clearly show that the efforts 

concerned with innovation were focused on this section. The perception of uniqueness 

associated with this composition thus seems to have played an important role in 

the global assessment of the value of the coffin as a whole and perhaps because of 

that, great efforts were made to generate innovative compositions in this setting. 

To a much lesser degree, the upper section also reflects these changes, displaying 

slightly different messages on the status of the deceased. In the beginning of this period, 

the deceased is depicted as an empowered reborn god, equated with the rising sun, often 

depicted as a central marker on his/her chest, while by the end of the dynasty he/she 

figures as a lethargic deity, with emphasis put on the Osirian identity highlighted by the 

heart amulet and even by mummy braces.  

The headboard and the footboard remained privileged areas for the performance of

mourning rituals or the Opening of the Mouth ceremony. These practical concerns 

probably prevented that bolder changes occurred.  

Each section played a different role, shaped by ritual needs and symbolic speculation.

The ritual needs associated with the objects of a nested assemblage were certainly 

different. Clearly outer coffins stand as the most important object in terms of social 

value and they seem to have played a bolder role in public ceremonies. The layout

of these lids exhibits very contrasting colors
904

 and in most of them, the style is

sketchy and rough
905

, despite the overall good quality of the craftsmanship.

904
A.56 (outer coffin), A.60 (outer coffin).

905
A.15 (outer coffin), A.33 (outer coffin).
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Interestingly enough, when seen at some distance, the visual impact of the objects

is excellent, suggesting that they were designed exactly to be seen at some distance. 

The outer lids were thus likely to be upraised on a courtyard before a relatively 

large assembly of attendants.  

It is likely that the inner lid was used in a more private context, perhaps during rituals 

involving the inner social circle of the deceased
906

. The lid of the ‘yellow’ coffin not 

only concealed the body within the funerary container, as performed many other 

roles, such as providing a protective magical sphere, either this was conceived as a

sacred gate, an Osirian crypt, or the heavenly realm of the mother goddess. 

‘Yellow’ coffins thus served a significantly wider range of purposes than ever 

before, eventually becoming not only the largest corpus of body containers 

produced in Egypt to that date but also the most elaborate and complex artefacts

crafted in the ancient world.  

906
In most of the burials, the inner lids would be the only available object to be used in public 

ceremonies. 
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• Andreu 2002, 299.

Coffin of Nubnen from Deir el-Medina – National Museum in Warsaw (138979) 

Coffin of Puia - Museo Egizio in Turin (Provvisorio 718) 

• Greco, Poole 2015, 99

Coffin of Ramose, from Sheikh Abd el-Gurnah (Tomb of Senenmut, TT 71) – Metropolitan 

Museum of Art (36.3.172) 

• Ikram, Dodson 1998, 210

Coffin of Wadjshemsisu (fragment) - Princeton Art Museum (1998-37) 

Anonymous ‘white’ coffin – Metropolitan Museum of Art (15955) 

• Hayes 1935, fig. 23
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‘BLACK’ COFFINS 

Coffin of Amenemope – Roemer and Pelizaeus Museum in Hildesheim (Inv. no. 6330) 

• Eggebrecht 1993, 52

Coffin of Amenhotep (fragment), from Dra Abu el-Naga (TT A7) – Myers Museum in 

Baltimore (ECM 1876) 

• Spurr, Reeves, Quirke 1999, 24

Coffin of Henutudjebu, from Thebes (Tomb of Hatiay) – Washington University Gallery of Art 

(2292)  

• Hornung, Bryan 2002, 67

• Kozloff et ali 1993, 270-275

Coffin of Kent – Museo Egizio in Florence (Inv. no. 6526) 

• Guidotti 2001, nº 1-A

• Guidotti 2015, nº 66

• Ikram, Dodson 1998, 202

• Taylor 2010, 223

Middle coffin of Kha, from TT 8, Deir el-Medina – Museo Egizio in Turin (S.8316/1) 

• Greco, Poole 2015, 141

Inner coffin of Kha, from TT 8, Deir el-Medina – Museo Egizio in Turin (S.8429) 

• Greco, Poole 2015, 141

Middle coffin of Maherpra, from KV 36 - Cairo Egyptian Museum (CG 24003-4) 

• Ikram, Dodson 1998, 211

Inner coffin of Maherpra, from KV 36 – Cairo Egyptian Museum (JE 31378; CG 4219) 

Gilded inner coffin of Maherpra, from KV 36 – Cairo Egyptian Museum (CG 24003-24004)

• Ikram, Dodson 1998, 211

Coffin of Mahu, from Thebes – Pushkin State Museum of Fine Arts in Moscow (I.1.a 5249) 

• Hodjash 2002, nº 38

Coffin of Nebtaui – Museo Egizio in Florence (Inv. no. 6525) 

Coffin of Nubenusekhet – Musée d'Archéologie Méditerranéenne de Marseille 

• Maspero 1914, 12-17

Outer Coffin of Tauret, from Sakara (Tomb of Aper-el) – Imhotep Museum in Sakara 

• Zivie 2007

Coffin of Tentamentet, from Thebes – British Museum (EA 54521) 

• Taylor 2010, 225

Outer coffin of Tjuiu, from KV 46 – Cairo Egyptian Museum (CG 51006) 

• Ikram, Dodson 1998, 211

• Jouguet 1930, Pl. IX-X.

Inner coffin of Tjuiu, from KV 46 – Cairo Egyptian Museum (CG 51007) 

• Ikram, Dodson 1998, 211

• Jouguet 1930, Pl. IX-X.
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Outer coffin of Yuya, from KV 46 – Cairo Egyptian Museum (CG 51002) (CG 51003-4) 

• Ikram, Dodson 1998, 212

• Jouguet 1930, Pl. II.

Middle coffin of Yuya, from KV 46 – Cairo Egyptian Museum (CG 51003) 

• Ikram, Dodson 1998, 212

• Jouguet 1930, Pl. III-IV.

Inner coffin of Yuya, from KV 46 – Cairo Egyptian Museum (CG 51004) 

• Ikram, Dodson 1998, 212

• Jouguet 1930, Pl. III-VI.

Anonymous ‘black’ coffin 1 – Museum of Fine Arts in Boston (1988.1) 

• D´Auria, Lacovara, Roehrig 1988, 133.

Anonymous ‘black’ coffin 2 – British Museum (29580) 

• Robins 1997, 147

• Taylor 1989, 33

Sarcophagi 

Sarcophagus of Hori, 19
th
 Dynasty – Ägyptisches Museum und Papyrus Sammlung in Berlin 

(57) 

Sarcophagus – Elephantine Museum in Aswan (2686) 

Inner sarcophagus of Merymes – British Museum (EA 1001) 

• Ikram, Dodson 1998, 213

• Kozloff et ali 1993, 279

Sarcophagus of Pahemnetjer, from Sakara - British Museum (EA18) 

Sarcophagus of an unknown man reused for Psusennes I, from Tanis NRT III – Cairo Egyptian 

Museum (JE 85911) 

• Ikram, Dodson 1998, 226

• Montet 1951, Pl. XCIV-XCVII

238

http://www.thebritishmuseum.ac.uk/explore/highlights/highlight_image.aspx?image=ps342816.jpg&retpage=15242
http://www.thebritishmuseum.ac.uk/explore/highlights/highlight_image.aspx?image=ps342816.jpg&retpage=15242
http://www.thebritishmuseum.ac.uk/explore/highlights/highlight_image.aspx?image=ps342816.jpg&retpage=15242
http://www.thebritishmuseum.ac.uk/explore/highlights/highlight_image.aspx?image=ps342816.jpg&retpage=15242


‘FESTIVE DRESS’ TYPE 

Coffin of Amenemhat – Metropolitan Museum of Art (19.3.207a-b) 

Coffin of Henutwati – Louvre Museum (E 18848) 

• Cooney 2007, fig. 125

Funerary plank of Khay – Musées royaux d´Art et d´Histoire in Brussels (E.6878) 

• Cooney 2007, fig. 71-73

• Delvaux, Therasse 2015, 72-73.

• Taylor 1989, 37.

Funerary plank of Piay – Cairo Egyptian Museum (JE 2156) 

• Cooney 2007, fig. 75

Coffin of Weretwahset (reinscribed for Bensuipet), from Deir el-Medina – Brooklyn Museum 

(37.47Ea-b) 

• Bleiberg 2008, figs. 124-125.

Anonymous ‘festive dress’ funerary plank 1 – Michael Carlos Museum in Atlanta 

(L2003.14.38) 

• Cooney 2007, fig. 206

• Cooney 2017b, 284

Anonymous ‘festive dress’ funerary plank 2 – Nationalmuseet in Copenhagen (Aaa 67) 

• Cooney 2007, fig. 205

• Cooney 2017b, 284

Anonymous ‘festive dress’ funerary plank 3 – Brooklyn Museum of Art (37.1520 E) 

• Cooney 2007, fig. 198

• Cooney 2017b, 284

Anonymous ‘festive dress’ funerary plank 4 – Museo Egizio in Florence (5424) 

• Cooney 2017b, 284

Coffins from TT 1 

Coffin of Aset – Cairo Egyptian Museum (JE 27309) 

• Saleh, Sourouzian 1987, fig. 218

Funerary plank of Iyneferty – Metropolitan Museum of Art (86.1.5) 

• Cooney 2007, fig. 141

Funerary plank of Sennedjem – Cairo Egyptian Museum (JE 27308) 

• Cooney 2007, figs. 101-105

Funerary plank of Tamakhet – Ägyptisches Museum und Papyrus Sammlung in Berlin (Inv. no. 

10832) 

• Cooney 2007, fig. 5
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Sarcophagi 

Sarcophagus of Nia, from Saqqara - Louvre Museum D.2 (N.338) 

• Ikram, Dodson 1998, 225

Inner sarcophagus of Ramses (later King Ramses I), from Medinet Habu – Cairo Egyptian 

Museum (JE 72203) 

• Ikram, Dodson 1998, 216

• Saleh, Sourouzian 1987, fig. 200
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PROTO-‘YELLOW’ COFFINS 

Coffin set of Henutmehyt – British Museum (EA 48001) 

• Ikram, Dodson 1998, 216

• Robins 1997, 187

• Taylor 2010, 277

Coffin set of Ipuy - Museo Egizio in Florence (Inv.n.2175.A-B) 

Coffin of Katabet – British Museum (EA 6665) 

• Cooney 2007, fig. 21

• Ikram, Dodson 1998, fig. XXX

Coffin of Paherypedet, from DB 320 - Cairo Egyptian Museum (CG 61022) 

• Cooney 2007, fig. 81

• Daressy 1909, Pl. XXIV

Coffin of Sat-Djehuti (fragment) - Staatliches Museum Ägyptischer Kunst München (ÄS 7163) 

Coffin set of Takayt – Die Städtische Galerie Liebieghaus in Frankfurt (1651 a-f) 

• Bayer-Niemeier et alli 1993, 302-320

• Cooney 2007, fig. 25

Coffin set of Tamutneferet – Louvre Museum (N 2631, N2571, N 2623, N 2620) 

• Cooney 2007, fig. 42

Mummy-boards  

Mummy-board of Henutmehyt – British Museum (EA 48001) 

• Cooney 2007, fig. 2

• Taylor 1999

• Taylor 2001, 227

Mummy-board of Pendenit (fragments) – British Museum (EA 35888-35893) 

• Cooney 2007, fig. 63-64

Mummy-board of Ram – Hermitage Museum in St. Petersburg (N. Inv. 787) 

• Cooney 2007, fig. 124

• Piotrovsky 1974, 104

Mummy-board of Takayt – Städtische Galerie Liebieghaus in Frankfurt (1651 a-f) 

• Cooney 2007, fig. 34

Mummy-board of Tamutneferet – Louvre Museum (N 2631, N2571, N 2623, N 2620) 

• Cooney 2007, fig. 50

Coffins from TT 1 

Coffin of Iyneferty – Metropolitan Museum of Art (86.1.5 a-b) 

• Cooney 2007, fig. 143

• Niwiński 1988, 159
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Coffin set of Khonsu – Metropolitan Museum of Art (Outer coffin 86.1.1 a-b; inner coffin 

86.1.2 a-b) 

• Cooney 2007, fig. 132

• Niwiński 1988, 159

Coffin of Tamakhet – Ägyptisches Museum und Papyrussammlung (Inv. no. 10832) 

• Cooney 2007, fig. 54

Coffin of Sennedjem – Cairo Egyptian Museum (JE 27308) 

• Cooney 2007, fig. 96

Sarcophagi 

Alabaster sarcophagus of Seti I (KV 17) – Sir John’s Soane’s Museum 

• Budge 1908

Second sarcophagus of Merenptah (KV 8) 

Third Sarcophagus of Merenptah (KV 8) – Cairo Egyptian Museum 

• Montet 1951, Pls. LXXV-LXXX
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‘YELLOW’ COFFINS 

Coffins from DB 320 

Coffin set of Asetemkhebit - Cairo Egyptian Museum (CG 61031) 

• Daressy 1909, Pl. L

• Hornung, Bryan 2002, 133-134

Coffin set of Maatkare - Cairo Egyptian Museum (CG 61028) 

• Daressy 1909, Pl. XXXIX

Coffin set of Masaharta - Cairo Egyptian Museum (CG 61027, JE 26195) 

• Daressy 1909, Pl. XXXVI

• Niwiński 1988, Pl. III

Coffin of Nedjemet - Cairo Egyptian Museum (CG 61024) 

• Daressy 1909, Pl. XXVI

Coffin set of Nesikhonsu - Cairo Egyptian Museum (CG 61030) 

• Daressy 1909, Pl. XLV

Coffin set of Pinedjem II - Cairo Egyptian Museum (CG 61029) 

• Daressy 1909: PL. XLII

Coffin set of Tauheret - Cairo Egyptian Museum (CG 61032) 

• Daressy 1909, Pl. LIV.

Coffins from Bab el-Gasus 

A.2 – Musées royaux d´Art et d´Histoire in Brussels 

Coffin set of Tauseretempernesu 

Coffin and mummy-cover (E.5883, E.5909) 

• Delvaux, Therasse 2016, 86-91

A.4 – Geographical Society of Lisbon 

Anonymous coffin (SGL-AC-514) 

• Sousa 2017a

A.5 – Museum Appenzell 

Anonymous coffin 

JE 29726 

• Hornung 1984

• Küffer 2011

• Küffer 2017

A.6 - Rijksmuseum van Oudheden in Leiden   

Coffin set of Nesitanebetaui  

Outer coffin, inner coffin, mummy-cover (F 93/10.2) 

• Mann, Greco, Weiss, 2017, 42-44 (Figs. 15-17)

A.10 - Kunsthistorisches Museum (Vienna) 

Coffin set of Tabaekkhonsu 
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Outer coffin, inner coffin, mummy-cover  (ÄS 6266/6265/6264) 

JE 29721 

• Egner, Haslauer 1994, Pl. 18

A.12 – National Museum (Copenhagen)

Coffin set of Nesipanebimakh

Coffin, mummy-cover (Inv. no.  3909)

JE 29697

• Niwiński 1988, 135

A.15 – Museo Egizio in Florence

Anonymous coffin set

Outer coffin, inner coffin, mummy-cover  (Inv. no. 8524)

JE 29694

• Sousa, ed. (forthcoming)

A.16 - Cairo Egyptian Museum

Coffin set of Ankhefenmut

Outer coffin, inner coffin, mummy-cover (CG 6109/6110/6098/6099/6100)

JE 29692

• Niwiński 1988, 127 (Pl. V)

A.18 - Musées royaux d´Art et d´Histoire in Brussels

Anonymous coffin set

Coffin and mummy-cover (Inv. E. 5884, E.5906)

• Delvaux, Therasse 2016, 92-97

A.19 - National Museum (Copenhagen)

Coffin set of Taiuheret

Coffin, mummy-cover (Inv. no.  3912)

JE 29723

• Niwiński 1988, 136

A.20 - Museo Egizio in Florence

Anonymous coffin set

Coffin, mummy-cover (Inv. no.  8525)

• Sousa, ed. (forthcoming)

A.22 - Museo Egizio in Florence

Coffin set of Khonsumes

Coffin, mummy-cover (8527 e 8528)

JE 29676/29731

• Sousa, ed. (forthcoming)

A.23 - Cairo Egyptian Museum

Coffin set of Nesipakaef

Outer coffin, inner coffin (CG 6111/6112/6096/6097)

JE 29624

• Niwiński 1995, 135-141

• Niwiński 1988, 120
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A.26 - Kunsthistorisches Museum (Vienna) 

Coffin set of Nesiniutitaui 

Outer coffin, inner coffin, mummy-cover (ÄS 6263/6262/6261) 

JE 29631 

• Egner, Haslauer 1994, Pl. 23

A.27 - Geographical Society of Lisbon 

Anonymous coffin set  

Coffin, mummy-cover (SGL-AC-515, SGL-AC-516) 

• Sousa 2017a

A.28 - Cairo Egyptian Museum 

Coffin set of Padiamun, usurped by Nesipenhertahat 

Outer coffin, inner coffin, mummy-cover (6154/6155/6119/6120/6144) 

JE 29643 

• Niwiński 1988, 121

A.29 – British Museum (London) 

Anonymous coffin set  

Coffin, mummy-cover (24789, 24790) 

JE 29719 

• Niwiński 1988, 152

A.32 - British Museum (London) 

Coffin set of Taahuti 

Outer coffin, inner coffin, mummy-cover (24793, 24794, 24795) 

JE 29720 

• Niwiński 1988, 153

A.33 - National Museum (Copenhagen) 

Coffin set of Ankhefenkhonsu 

Outer coffin, inner coffin, mummy-cover (3910) 

JE 29630/29729 

• Niwiński 1988, 135

A.38 - Cairo Egyptian Museum 

Coffin set of Ankhsenmut  

Outer coffin, inner coffin, mummy-cover (6158/6159/6147/6148/6149) 

JE 29675 

• Niwiński 1988, 126

A.40 - British Museum (London) 

Coffin set of Bakenmut 

Outer coffin, inner coffin, mummy-cover (24792/24798/24799) 

JE 29650 

• Niwiński 1988, 153

A.41 - National Museum (Copenhagen) 

Anonymous coffin set 

Coffin, mummy-cover (3911) 

• Niwiński 1988, 135
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A.43 - Cairo Egyptian Museum

Coffin set of Nesipakashuti

Outer coffin, inner coffin, mummy-cover (CG 6018/6061/6062/6087)

JE 29641

• Niwiński 1988, 121

• Niwiński 1995, 122-125

A.44 - British Museum (London)

Coffin set of Tjenetehenef

Outer coffin, inner coffin (24791, 24791a, 24796)

JE 29657

• Niwiński 1988, 152

A.46 - Cairo Egyptian Museum

Coffin set of Senu

Outer coffin, inner coffin, mummy-cover (CG 6150/6151/6134/6132/6135)

JE 29651

• Niwiński 1988, 122 (Pl. VII)

A.47 – Rijksmuseum van Oudheden in Leiden

Coffin set of Tenetpenheruenefer

Coffin, mummy-cover (F 93/10.3a-b)

• Mann, Greco, Weiss 2017, 44-45 (Figs. 18-19)

• Boeser 1916, Pl. IV

A.49 - Cairo Egyptian Museum

Coffin set of Diukhonsuiry

Outer coffin, inner coffin, mummy-cover (CG 6266/6267/6263/6265/6264)

JE 29733

• Niwiński 1988, 131

A.52 - Musée d´Art et d´Histoire (Genéve) and Kunsthistorisches Museum (Vienna)

Coffin set of Butherkhonsu

Outer coffin (Kunsthistorishes Museum, ÄS 6271)

Coffin and Mummy-cover (Musée d´Art et d´Histoire, Inv. no. 007363, 012454)

JE 29646

• Egner, Haslauer 2009, Pl. 9.

• Egner, Haslauer 2009, Pl. 257-274

• Haag, Hölzl 2015

• Küffer 2017

• Küffer 2011

A.53 - National Museum of Natural History (Washington)

Coffin set of Tantdjehuti

Outer coffin, inner coffin, mummy-cover (154953, 154954, 365000)

JE 29648

A.54 - Musée d´Ethnographie (Neuchâtel)

Anonymous coffin set

Outer coffin, inner coffin, mummy-cover

JE 29645

• Küffer 2011

• Küffer 2017
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A.55 - Cairo Egyptian Museum 

Coffin set of Pinedjem  

Outer coffin, inner coffin, mummy-cover (CG 6105/6106/6103/6104/6063) 

JE 29637 

• Niwiński 1988, 121

• Niwiński 1995, 54-69

A.56 - Museo Egizio in Florence 

Outer coffin of a man (8526) 

JE 29644 

• Sousa, ed. (forthcoming)

A.60 - Museo Egizio in Florence 

Anonymous coffin set  

Outer coffin, inner coffin, mummy-cover 

JE 29701  

• Sousa, ed. (forthcoming)

A.66 - Cairo Egyptian Museum 

Coffin set of Isety  

Outer coffin, inner coffin, mummy-cover (CG 6198/6199/6164/6165/6161) 

JE 29654 

• Niwiński 1988, 122 (Pl. XII)

A.68 – Kunsthistorisches Museum (Vienna), Albany Institute of History & Art 

and British Museum (London)  

Coffin and mummy-cover of Ankhefenmut (AS 6267a)  

• Egner, Haslauer 1994, Pl. 8.

A.74 - Historishes Museum (Bern) 

Anonymous coffin  

Outer coffin, inner coffin, mummy-cover (Inv. no. AE10) 

JE 29647 

• Hornung 1978.

• Küffer 2007.

• Küffer 2011

• Küffer 2017

• Küffer, Renfer 1997, 103 - 12.

A.77 - Cairo Egyptian Museum 

Coffin set of Nesinebtaui 

Outer coffin, inner coffin, mummy-cover (CG 6055/6056/6058/6059/6060) 

JE 29685  

• Niwiński 1988, 127

• Niwiński 1995, 46-53

A.81 - Cairo Egyptian Museum 

Coffin set of Ameniutenakht 

Coffin, mummy-cover (CG 6174/6173/6196) 

JE 29649 

• Niwiński 1988, 122 (Pl. LXIV)
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A.83 - Cairo Egyptian Museum

Coffin set of Djedkhonsuesankh

Outer coffin, inner coffin, mummy-cover (CG 6069/6068/6067/6066/6065)

JE 29658

• Niwiński 1988, 123

• Niwiński 1995, 6-83

A.84 – Mummification Museum (Luxor)

Coffin set of Padiamun, usurped by a woman

Coffin, mummy-cover (CG 6024/6025/6026)

JE 29683

• Chassinat 1909, 74-75

• Niwiński 1988, 127

A.85 - Cairo Egyptian Museum

Anonymous coffin set

Outer coffin, inner coffin, mummy-cover (CG 6043/6044/6041/6042/6045)

JE 29680

• Niwiński 1988, 126

• Niwiński 1995, 6-22

A.86 - Cairo Egyptian Museum

Coffin set of Shebti

Coffin, mummy-cover (6028/6029/6027)

JE 29711

• Chassinat 1909, 70-74

• Niwiński 1988, 129

A.87 - Cairo Egyptian Museum

Coffin set of Padiamun

Outer coffin, inner coffin, mummy-cover (CG 6080/6081/6082/6079/6078)

JE 29668

• Niwiński 1988, 125

A.88 - Cairo Egyptian Museum

Coffin set of Nesitanebetaui

Outer coffin, inner coffin, mummy-cover (CG 6246/6245/6247/6248/6237)

JE 29716

• Niwiński 1988, 129

A.91 – Ägyptisches Museum und Papyrussammlung (Berlin)

Coffin set of Taditumut

Outer coffin, inner coffin and mummy-cover (CG 11981/11982/11983);

JE 29707

• Niwiński 1988, 110

A.93 - Cairo Egyptian Museum

Coffin set of Padiamun usurped by Amenempermut

Coffin, mummy-cover (CG 6152/6153/6160)

JE 29706

• Niwiński 1988, 128
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A.95 - Cairo Egyptian Museum 

Coffin set of Pameshem  

Coffin, mummy-cover (CG 6012/6011/6009) 

JE 29718 

• Niwiński 1988, 130

• Chassinat 1909, 23-26

A.96 – Museum of the Odessa University and Museum of Antiquities at the Kazan University 

Coffin set of Nesitawadjatakh 

Outer coffin, inner coffin, mummy-cover (Inv. 52976, N. 11605) 

JE 29712 

A.97 - Cairo Egyptian Museum 

Coffin set of Horpeshi 

Coffin, mummy-cover (CG 6072/6070/6071) 

JE 29715 

• Niwiński 1988, 129

• Niwiński 1995, 90-94

A.99 - Cairo Egyptian Museum 

Coffin set of Padiamun 

Outer coffin, inner coffin, mummy-cover (CG 6138/6137/6156/6157/6136) 

JE 29616  

• Niwiński 1988, 119

A.102 - Cairo Egyptian Museum 

Coffin set of Haes 

Outer coffin, inner coffin, mummy-cover (CG 6115/6116/6077/6076/6075) 

JE 29665 

• Niwiński 1988, 124 (Pl. VIII)

• Niwiński 1995, 99-110

A.105 - Cairo Egyptian Museum 

Coffin set of Userhat 

Outer coffin, inner coffin, mummy-cover (CG 6211/6212/6185/6186/6187) 

JE 29661 

• Niwiński 1988, 123 (Pl. XI)

A.108 - Cairo Egyptian Museum 

Coffin set of Ankhefenkhonsu 

Outer coffin, inner coffin, mummy-cover (CG 6208/6209/6210/6193/6194) 

JE 29663 

• Niwiński 1988, 124 (Pl. IX-A)

A.109 - Cairo Egyptian Museum 

Coffin set of Tjenetimentether, usurped by Djedmaatiuesankh 

Outer coffin, inner coffin, mummy-cover (CG 6213/6214/6182/6183/6184) 

JE 29660 

• Niwiński 1988, 123

A.110 – Geographical Society of Lisbon 

Coffin set of Djedmutiuesankh  

Coffin, mummy-cover (SGL-AC-517/SGL-AC-518) 

JE 29679 

• Sousa 2017a
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A.111 - Cairo Egyptian Museum

Coffin set of Mashasekebt

Outer coffin, inner coffin, mummy-cover (CG 6232/6231/6230/6229/6238)

JE 29667

• Niwiński 1988, 124-125 (Pl. VI)

A.113 - Cairo Egyptian Museum

Coffin set of Nesiamenemope

Outer coffin, inner coffin, mummy-cover (CG 6215/6216/6217/6180/6181)

JE 29659

• Niwiński 1988, 123

A.114 - Cairo Egyptian Museum

Coffin set of Padiamun

Outer coffin, inner coffin, mummy-cover (CG 6241/6242/6234/6233/6235)

JE 29666

• Abbas 2014

• Hornung, Bryan 2007, 158-161

• Niwiński 1988, 124 (Pl. XI)

A.115 - Cairo Egyptian Museum/National Museum of Alexandria

Coffin set of Paharu

Outer coffin, inner coffin, mummy-cover (CG 6140/6139/6122/6121/6141)

JE 29670

• Niwiński 1988, 125

A.119 - Cairo Egyptian Museum

Coffin set of Tjenetipet

Outer coffin, inner coffin, mummy-cover (CG 6189/6188/6191/6190/6192)

JE 29662

• Niwiński 1988, 123

A.121 – Medelhavsmuseet (Stockholm) and Victoriamuseet (Uppsala)

Coffin set of Khonsumes

Outer coffin, inner coffin, mummy-cover (NME 890, NME 891, NME 894)

JE 29709

• Bettum 2014, 185

• Dodson 2015, 13-15

• Dodson 2017, 145-147

A.123 - Cairo Egyptian Museum

Coffin set of Direpu

Outer coffin, inner coffin, mummy-cover (CG 6117/6118/6083/6084/6085)

JE 29669

• Niwiński 1988, 125

• Niwiński 1995, 111-121

A.124 - Cairo Egyptian Museum

Anonymous outer coffin (CG 6001/6062)

JE 29696

• Chassinat 1909, 1-3, 47-49 (Pl. III)

• Niwiński 1988, 127
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A.131 - Musées royaux d´Art et d´Histoire in Brussels 

Anonymous coffin set  

Outer coffin, inner coffin, mummy-cover (Inv. E.5879, E.5885, E.5908) 

JE 29615 

• Delvaux, Therasse 2016, 102-107

A.132 - Cairo Egyptian Museum 

Coffin set of Maatkare 

Outer coffin, inner coffin, mummy-cover (CG 6286/6287/6288/6289/6283) 

JE 29612 

• Niwiński 1988, 118

A.133 - Cairo Egyptian Museum 

Outer coffin, inner coffin, mummy-cover (CG 6275/6277/6276/6273/6274) 

JE 29738 

• Niwiński 1988, 131

A.136 – Geographical Society in Lisbon 

Coffin set of Henut-taui 

Outer coffin, inner coffin, mummy-cover (SGL-AC-519/SGL-AC-520/SGL-AC-521) 

JE 29614 

• Sousa 2017a

A.142 - Kunsthistorisches Museum (Vienna) 

Coffin set of Nesipernub  

Outer coffin, inner coffin, mummy-cover (ÄS 6270/6269/6268) 

JE 29636 

• Egner, Haslauer 2009, Pl. 1-9

A.143 - Cairo Egyptian Museum 

Coffin set of Hori 

Outer coffin, inner coffin, mummy-case (no number) 

JE 29619 

• Sousa 2017c, 24

A.147 - Cairo Egyptian Museum 

Coffin set of Menkhepere 

Outer coffin, inner coffin, mummy-cover (CG 6269/6272/6268/6271/6270) 

JE 29628/29735 

• Niwiński 1988, 120

A.148 - Cairo Egyptian Museum 

Coffin set of Nesyamun  

Outer coffin, inner coffin, mummy-cover (CG 6290/6291/6292/6293/6294) 

JE 29611 

• Niwiński 1988, 118

A.149 – Ägyptisches Museum und Papyrussammlung (Berlin) 

Anonymous coffin set 

Outer coffin, inner coffin, mummy-cover (11978-11979-11980) 

JE 29739 

• Niwiński 1988, 109
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A.151 - Cairo Egyptian Museum

Coffin set of Tjanefery

Outer coffin, inner coffin, mummy-cover (CG 6285/6284/6262/6261/6260)

JE 29736

• Niwiński 1988, 131

Unknown A-numbers 

Coffin set of Ikhy - Vatican Museums 

Outer coffin and mummy-cover (25035.3.1-25035.3.2) 

• Gasse 1996, Pl. XIII

• Prestipino 2017, Fig. 4, 12c

Anonymous mummy-cover (Vatican Museums, 25022) 

• Gasse 1996, Pl. XXXII

• Prestipino 2017, Fig. 12b

Coffin set of Gautseshen (Rijksmuseum van Oudheden in Leiden, F 93/10.1a-c) 

Outer coffin, inner coffin, mummy-cover 

• Boeser 1916, Pl. VIII

• Mann, Greco, Weiss 2017, 40-42 (Fig. 12-14)

Anonymous coffin - Rijksmuseum van Oudheden in Leiden  (F 93/10.4) 

• Boeser, 1916: Pl. I.

• Mann, Greco, Weiss 2017, 45 (Fig. 20)

Anonymous mummy-cover - Musées royaux d´Art et d´Histoire in Brussels (Inv. E.5907) 

• Delvaux, Therasse 2016, 111

MUSEUMS’ COLLECTIONS 

Museum of Ancient Art and Archaeology (Aarhus) 

Coffin and mummy-cover of Tabasety 

• Niwiński 1988, 104

• Sousa, Nørskov (forthcoming)

Vleeshuis Museum (Antwerp) 

Coffin of Nesikhonsu (AV 88.1) 

• Gubel 1995, p. 89.

Michael Carlos Museum (Atlanta) 

Mummy-cover (1999.1.12) 

• Lacovara, Trope 2001, 51

Coffin of Tanatnektahat (1999.I.17 A-D) – Plate 29 

• Lacovara, Trope 2001, 49-50.

Coffin of Pashedkhonsu (1999.1.15, A-B)

• Lacovara, Trope 2001, 51
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Museum of Fine Arts (Boston) 

Coffin set of Henut-taui (115b) – Plate 30 

• D´Auria, Lacovara, Roehrig 1988, 162-163.

Egyptian Museum in Cairo 

Coffin of Padiamun (JE 26220 / CG 61011) 

• Cooney 2007, fig. 175

Fitzwilliam  Museum (Cambridge)  

Coffin set of Nespawershefyt (88.1903) 

• Niwiński 1988, 133

• Strudwick 2017, 522

• Strudwick, Dawson 2016, 183

Fragment from a coffin (E.GA.2861.1943) 

• Strudwick, Dawson 2016, 193.

Ny Carlsberg Glyptotek (Copenhagen) 

Coffin of Khonsuhotep (AEIN 1069)  

• Jorgensen 2001, 92-152.

• Koefoed-Pettersen 1951, Pls. XXV-XLIX

• Niwiński 1988, 136

Musée des Beaux-Arts (Grenoble) 

Mummy-cover of Henutaneb (Inv. 2000) 

• Kueny, Yoyotte 1979, 87-88

• Niwiński 1988, 141

Kestner Museum (Hannover) 

Mummy-cover of Hori (Inv. no. 1977.1) 

• Niwiński 1988, 142

Leeds City Museum (Leeds) 

Coffin set of Nesyamun (D. 426-426a.1960) 

• Niwiński 1988, 145

Rijksmuseum van Oudheden (Leiden)  

Coffin set of Khonsuhotep (Inv. no. AMM 26-a, b) 

• Boeser 1916, Pl. I-X.

• Niwiński 1988, 146

Coffin set of Amenhotep (Inv. no. AMM 2-a, b) 

• Boeser 1917, Pl. I-X.

• Ikram, Dodson 1998, 231

• Niwiński 1988, 145

• Schneider 1998, nº 201

Mummy-cover of Nesipanebu (Inv. no. AH 1) 

• Niwiński 1988, 145

Musée des Beaux-Arts (Lyon) 

Coffin of Padikhonsu (Inv. H 2320-H 2321) 

 Jamen 2016

 Jamen 2017, 227

British Museum (London)  

Anonymous coffin (EA 24907b) – Plate 31 

• Niwiński 1988, 153
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• Russmann, Strudwick, James 2006, nº 82.

Los Angeles County Museum of Art (Los Angeles) 

Coffin set (M.47.3a-c) – Plate 28 

Museo Arqueologico Nacional (Madrid) 

Coffin set of Amenemhat (Inv. no. 15216-15218) 

• Niwiński 1988, 155

• Perez-Die 1991, 97

Musée d´Archéologie Méditerranéenne (Marseille) 

Mummy-cover of Tentamun (Inv. no. 253/1) 

• Maspero 1914, p. 10-12

• Meeks, Meeks 1990, 24

• Nelson 1978, 80-81

• Niwiński 1988, 156

Pushkin State Museum of Fine Arts (Moscow) 

Coffin of Amuniuesankh (I.1.a 6800) 

• Hodjash 2002, nº 42

Staatliches Museum Ägyptischer Kunst (Munich) 

Coffin set of Herytubekhet (ÄS-12a-c) 

• Niwiński 1988, 157

Brooklyn Museum (New York) 

Outer and inner coffin of Pasebakhaienipet (08.480.1a-b) 

• Bleiberg 2008, Figs. 94-96

• Niwiński 1988, 158

Metropolitan Museum of Art (New York) 

Coffin set of Henut-taui (25.3.182–.184) 

• O´Neill 1987, 74-76.

• Niwiński 1988, 161

• Winlock 1916, fig. 85

Coffin set of Nani (30.3.23a, b; 30.3.24a, b;30.3.25) 

• Niwiński 1988, 161

Coffin set of Tabakmut (25.3.10a, b) 

• Niwiński 1988, 160

Coffin set of Yutefamun (26.3.1a, b) 

• Niwiński 1988, 161

Coffin set of Gautseshen (26.3.6-8) 

• Niwiński 1988, 161

Louvre Museum (Paris) 

Coofin set of Panebmontu 

Coffin and mummy-cover (Inv. E 13029, 13046) 

• Seipel 1989, nº 472-473

Coffin set of Sutimes  

Outer coffin, inner coffin and mummy-cover (N 2610) 

• Andreu, Rutschowscya, Ziegler 1997, 167

Coffin set of Paser  

Outer coffin, inner coffin and mummy-cover (N 2570, N 2581) 

• Museum database

Coffin set of Tanethereret 
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Outer coffin, inner coffin and mummy-cover (E 13034, E 13027) 

• Museum database

Carnegie Museum of Natural History (Pittsburgh) 

Anonymous coffin  

• Patch 1990, nº 60.

Náprstkovo Museum (Prague) 

Anonymous coffin (P 629) 

• Verner 1982, 1-23.

Museu Nacional (Rio de Janeiro) 

Coffin of Hori (Inv. no. 525) 

• Kitchen 1990, 109-110.

Museo Egizio in Turin  

Coffin of Bakenkhonsu (CGT 10111.a-b) 

• Niwiński 2004, Tav. XX

Outer coffin of Butehamun (10101a-b) 

• Niwiński 2004, Tav. I (I.1,2)

Inner coffin of Butehamun (10102.a-b) 

• Niwiński 2004, Tav. IV

Mummy-cover of Butehamun (CGT 10103) 

• Niwiński 2004, Tav. VII

Coffin of Hori (CGT 10112) 

• Niwiński 2004, Tav. XXII.1

Mummy-cover of Hori (CGT 10113) 

• Niwiński 2004, Tav. XXII.2

Coffin of Khonsumose (CGT 10106.a-b) 

• Niwiński 2004, Tav. XI

Mummy-cover of Khonsumose (CGT 10107) 

• Niwiński 2004, Tav. XIII

Mummy-cover of Mutemperamun (CGT 10109) 

• Niwiński 2004, Tav. XVI

Coffin of Pahereniset (10108.a-b) 

• Niwiński 2004, Tav. XIV

Coffin of Tabakenkhonsu (CGT 10104.a-b) 

• Niwiński 2004, Tav. VIII

Mummy-cover of Tabakenkhonsu (CGT 10105) 

• Niwiński 2004, Tav. X

Coffin of Tamutmuef (CGT 10119.a-b) 

• Niwiński 2004, Tav. XXXIII.2.

Mummy-cover of Tamutmuef (CGT 10120) 

• Niwiński 2004, Tav. XXXVI

Anonymous coffin (CGT 10117.a-b) 

• Niwiński 2004, Tav. XXX

Anonymous mummy-cover (CGT 10118) 

• Niwiński 2004, Tav. XXXIII.1.

Vatican Museums (Vatican)  

Anonymous mummy-cover (25020) 

• Gasse 1996, Pl. XXXI, (fig. 16)
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Kunsthistorishes Museum (Vienna) 

Mummy-cover Nesipaherentahat (ÄS 231) 

• Egner, Haslauer 2009, Pl. 25-37

Collection Harris 

Mummy-cover of Khaemopet 

• Cooney 2007, fig. 213

REGIONAL ‘YELLOW’ TYPE 

Ägyptisches Museum und Papyrussammlung (Berlin) 

Coffin of Khenemensanapehsu (8505-8506) 

• Cooney 2007, fig. 160-169

Ny Carlsberg Glyptotek (Copenhagen) 

Coffin of Sesekhneferu (AEIN 1062) 

• Jorgensen 2001, 56-91.

Vatican Museums 

Coffin of Anet (XIII.2.1) 

• Gasse 1996, Pl. XXXV

• Niwiński 2017

• Van Walsem 2000

Kunsthistorisches Museum (Vienna) 

Coffin of Meretenankh (ÄS 6066) 

• Egner, Haslauer 2009, Pl. 116-143.

Musée des Beaux-Arts (Grenoble) 

Coffin of Hatshepsut (Inv. 3572) 

• Kueny, Yoyotte 1979, 83-86

• Niwiński 1988, 142
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240 
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Coffins from TT 1 
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of Art) – 41, 241 
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74, 75, 104, 105, 118, 182, 227, 242 
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242 
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Museum) – 33, 38, 40, 41, 73, 74, 230, 242 

Sarcophagi 
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– 42, 242
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74, 75, 77, 110, 115, 133, 138, 160, 161, 

243 

Coffin set of Maatkare – 47, 49, 50, 51, 53, 

54, 60, 61, 62, 64, 66, 68, 69, 72, 77, 94, 

100, 101, 102, 104, 137, 157, 158, 182, 243 

Coffin set of Masaharta – 47, 50, 51, 52, 

61, 63, 65, 68, 72, 79, 100, 102, 103, 104, 

105, 135, 136, 157, 158, 159, 243 

Coffin of Nedjemet – 47, 50, 52, 53, 66, 

243 
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Coffin set of Tauheret – 50, 61, 63, 66, 72, 

73, 74, 75, 133, 136, 137, 138, 139, 140, 

141, 157, 158, 243 

Coffins from Bab el-Gasus 

A.2 – Coffin set of Tauseretempernesu

(Coffin and mummy-cover) – 69, 73, 74,

75, 135, 137, 142, 243

A.4 – Anonymous coffin – 48, 50, 63, 69,

71, 139, 141, 243

A.5 – Anonymous coffin – 61, 63, 69, 142,

243

A.6 - Coffin set of Nesitanebetaui (Outer

coffin, inner coffin, mummy-cover) – 111,

115, 243

A.10 - Coffin set of Tabaekkhonsu (Outer

coffin, inner coffin, mummy-cover) – 47,

51, 52, 53, 63, 67, 69, 71, 72, 73, 107, 110,

141, 142, 158, 160, 161, 243

A.12 – Coffin set of Nesipanebimakh

(Coffin, mummy-cover) – 53, 61, 63, 74,

107, 136, 139, 140, 158, 244

A.15 – Anonymous coffin set (Outer coffin,

inner coffin, mummy-cover) – 61, 139, 140,

175, 206, 244

A.16 - Coffin set of Ankhefenmut (Outer

coffin, inner coffin, mummy-cover) – 52,

64, 68, 72, 78, 136, 138, 182, 244

A.18 - Anonymous coffin (Coffin and

mummy-cover) – 53, 61, 63, 65, 72, 77,

106, 109, 110, 133, 139, 141, 142, 157,

159, 244

A.19 - Coffin set of Taiuheret (Coffin,

mummy-cover) – 48, 50, 53, 61, 62, 63, 64,

65, 72, 77, 102, 104, 135, 181, 244

A.20 - Anonymous coffin set (Coffin,

mummy-cover) – 75, 111, 115, 135, 182,

244
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A.22 - Coffin set of Khonsumes (Coffin, 

mummy-cover) – 48, 63, 64, 66, 68, 244 

A.23 - Coffin set of Nesipakaef (Outer 

coffin, inner coffin) – 49, 61, 107, 244 

A.26 - Coffin set of Nesiniutitaui (Outer 

coffin, inner coffin, mummy-cover) – 52, 

53, 72, 108, 110, 138, 141, 142, 143, 157, 

160, 161, 245 

A.27 - Anonymous coffin set (Coffin, 

mummy-cover) – 48, 51, 69, 72, 74, 75, 76, 

78, 112, 141, 182, 245 

A.28 - Coffin set of Padiamun (Outer 

coffin, inner coffin, mummy-cover) – 51, 

102, 157, 158, 245 

A.29 – Anonymous coffin set (Coffin, 

mummy-cover) – 48, 52, 61, 63, 73, 106, 

137, 158, 245 

A.32 - Coffin set of Taahuti (Outer coffin, 

inner coffin, mummy-cover) – 51, 54, 63, 

74, 110, 112, 113, 114, 129, 142, 143, 154, 

161, 182, 228, 245 

A.33 - Coffin set of Ankhefenkhonsu 

(Outer coffin, inner coffin, mummy-cover) 

- 47, 50, 62, 74, 75, 107, 110, 137, 141, 

160, 206, 245 

A.38 - Coffin set of Ankhsenmut (Outer 

coffin, inner coffin, mummy-cover) – 53, 

104, 136, 137, 159, 245 

A.40 - Coffin set of Bakenmut (Outer 

coffin, inner coffin, mummy-cover) – 107, 

110, 112, 113, 245 

A.41 - Anonymous coffin set (Coffin, 

mummy-cover) – 111, 245 

A.43 - Coffin set of Nesipakashuti (Outer 

coffin, inner coffin, mummy-cover) – 61, 

69, 112, 246 

A.44 - Coffin set of Tjenetehenef (Outer 

coffin, inner coffin) – 107, 246 

A.46 - Coffin set of Senu (Outer coffin, 

inner coffin, mummy-cover) – 104, 246 

A.47 – Coffin set of Tenetpenheruenefer  

(Coffin, mummy-cover) – 48, 72, 73, 74, 

111, 181, 246 

A.49 - Coffin set of Diukhonsuiry (Outer 

coffin, inner coffin, mummy-cover) – 101, 

103, 105, 246 

A.52 - Coffin set of Butherkhonsu (Outer 

coffin, inner coffin and mummy-cover) – 

47, 49, 50, 52, 67, 69, 71, 72, 73, 74, 75, 

77, 91, 112, 113, 114, 130, 138, 142, 152, 

157, 159, 167, 175, 189, 227, 228, 229, 246 

A.53 - Coffin set of Tantdjehuti (Outer 

coffin, inner coffin, mummy-cover) – 51, 

63, 74, 106, 158, 246 

A.54 - Anonymous coffin set (Outer coffin, 

inner coffin, mummy-cover) – 50, 63, 74, 

77, 112, 134, 135, 137, 139, 140, 142, 143, 

157, 159, 246 

A.55 - Coffin set of Pinedjem (Outer coffin, 

inner coffin, mummy-cover) – 49, 51, 71, 

73, 112, 113, 114, 158, 247 

A.56 – Anonymous outer coffin – 142, 206, 

247 

A.60 - Anonymous coffin set (Outer coffin, 

inner coffin, mummy-cover) – 102, 106, 

136, 137, 138, 141, 206, 247 

A.66 - Coffin set of Isety (Outer coffin, 

inner coffin, mummy-cover) – 111, 247 

A.68 – Coffin set of Ankhefenmut (Coffin 

and mummy-cover) – 48, 49, 52, 63, 64, 66, 

68, 72, 73, 75, 101, 103, 104, 105, 138, 

140, 141, 182, 247 

A.74 - Anonymous coffin set (Outer coffin, 

inner coffin, mummy-cover) – 50, 51, 52, 

53, 63, 67, 69, 72, 73, 74, 96, 112, 113, 

139, 141, 247 

A.77 - Coffin set of Nesinebtaui (Outer 

coffin, inner coffin, mummy-cover) – 53, 

136, 139, 157, 158, 159, 247 

A.81 - Coffin set of Ameniutenakht 

(Coffin, mummy-cover) – 100, 247 
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A.83 - Coffin set of Djedkhonsuesankh

(Outer coffin, inner coffin, mummy-cover)

– 109, 110, 248

A.84 – Coffin set of Padiamun, usurped by

a woman (Coffin, mummy-cover) – 138,

248

A.85 - Anonymous coffin set (Outer coffin,

inner coffin, mummy-cover) – 112, 113,

248

A.86 - Coffin set of Shebti (Coffin,

mummy-cover) – 101, 182, 248

A.87 - Coffin set of Padiamun (Outer

coffin, inner coffin, mummy-cover) – 48,

67, 69, 70, 72, 157, 248

A.88 - Coffin set of Nesitanebetaui (Outer

coffin, inner coffin, mummy-cover) – 63,

135, 136, 137, 248

A.91 – Coffin set of Taditumut (Outer

coffin, inner coffin and mummy-cover) –

48, 51, 71, 73, 99, 112, 160, 161, 248

A.93 - Coffin set of Padiamun usurped by

Amenempermut (Coffin, mummy-cover) –

48, 49, 51, 52, 78, 157, 158, 159, 248

A.95 - Coffin set of Pameshem (Coffin,

mummy-cover) – 50, 52, 65, 106, 133, 135,

136, 140, 157, 158, 182, 196, 229, 249

A.96 – Coffin set of Nesitawadjatakh

(Outer coffin, inner coffin, mummy-cover)

- 106, 249

A.97 - Coffin set of Horpeshi (Coffin,

mummy-cover) – 48, 181, 249

A.99 - Coffin set of Padiamun (Outer

coffin, inner coffin, mummy-cover) – 49,

51, 52, 110, 249

A.102 - Coffin set of Haes (Outer coffin,

inner coffin, mummy-cover) – 51, 69, 73,

74, 75, 133, 139, 159, 182, 249

A.105 - Coffin set of Userhat (Outer coffin,

inner coffin, mummy-cover) – 47, 72, 136,

138, 140, 249

A.108 - Coffin set of Ankhefenkhonsu

(Outer coffin, inner coffin, mummy-cover)

– 49, 69, 107, 159, 249

A.109 - Coffin set of Tjenetimentether,

usurped by Djedmaatiuesankh (Outer

coffin, inner coffin, mummy-cover) – 63,

68, 134, 249

A.110 – Coffin set of Djedmutiuesankh

(Coffin, mummy-cover) – 51, 63, 65, 72,

73, 74, 75, 107, 108, 109, 110, 141, 142,

157, 158, 179, 249

A.111 - Coffin set of Mashasekebt (Outer

coffin, inner coffin, mummy-cover) – 53,

63, 64, 67, 101, 102, 135, 182, 250

A.113 - Coffin set of Nesiamenemope

(Outer coffin, inner coffin, mummy-cover)

– 64, 72, 134, 136, 158, 250

A.114 - Coffin set of Padiamun (Outer

coffin, inner coffin, mummy-cover) – 47,

49, 50, 52, 53, 62, 65, 66, 67, 69, 70, 72,

73, 78, 95, 102, 103, 104, 134, 135, 158,

180, 182, 250

A.115 - Coffin set of Paharu (Outer coffin,

inner coffin, mummy-cover) – 47, 51, 53,

62, 65, 70, 72, 78, 134, 250

A.119 - Coffin set of Tjenetipet (Outer

coffin, inner coffin, mummy-cover) – 50,

51, 52, 53, 64, 68, 72, 135, 250

A.121 – Coffin set of Khonsumes (Outer

coffin, inner coffin, mummy-cover) – 101,

104, 250

A.123 - Coffin set of Direpu (Outer coffin,

inner coffin, mummy-cover) – 48, 53, 72,

73, 74, 75, 113, 131, 138, 142, 143, 155,

157, 160, 228, 250

A.124 - Anonymous outer coffin – 110,

111, 250

A.131 - Anonymous coffin set (Outer

coffin, inner coffin, mummy-cover) – 47,

49, 51, 52, 72, 107, 141, 142, 160, 161, 251

A.132 - Coffin set of Maatkare (Outer

coffin, inner coffin, mummy-cover) – 50,
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51, 54, 60, 71, 72, 75, 139, 141, 178, 227, 

251 

A.133 - Coffin set (Outer coffin, inner 

coffin, mummy-cover) – 61, 63, 71, 139, 

140, 141, 251 

A.136 – Coffin set of Henut-taui (Outer 

coffin, inner coffin, mummy-cover) – 48, 

53, 63, 64, 66, 67, 69, 72, 73, 74, 75, 76, 

77, 78, 102, 107, 111, 139, 159, 251 

A.142 - Coffin set of Nesipernub (Outer 

coffin , inner coffin, mummy-cover) – 47, 

61, 63, 73, 74, 75, 107, 108, 110, 137, 140, 

141, 182, 251 

A.143 - Coffin set of Hori (Outer coffin, 

inner coffin, mummy-case) – 47, 110, 111, 

112, 113, 251 

A.147 - Coffin set of Menkhepere (Outer 

coffin, inner coffin, mummy-cover) – 47, 

61, 62, 69, 72, 136, 137, 140, 141, 158, 251 

A.148 - Coffin set of Nesyamun (Outer 

coffin, inner coffin, mummy-cover) – 67, 

69, 70, 139, 140, 141, 251 

A.149 – Anonymous coffin set (Outer 

coffin , inner coffin, mummy-cover) – 47, 

48, 51, 52, 61, 63, 72, 73, 74, 75, 108, 110, 

141, 142, 160, 161, 251 

A.151 - Coffin set of Tjanefery (Outer 

coffin, inner coffin, mummy-cover) – 47, 

61, 67, 70, 101, 102, 135, 139, 141, 252 

Unknown A-numbers 

Coffin set of Ikhy - Vatican Museums 

(Outer coffin and mummy-cover) – 67, 69, 

70, 99, 139, 140, 167, 228, 252 

Anonymous mummy-cover (Vatican 

Museums, 25022) – 158, 180, 252 

Coffin set of Gautseshen (Rijksmuseum van 

Oudheden in Leiden, F 93/10.1a-c, Outer 

coffin, inner coffin, mummy-cover) – 67, 

111, 115, 181, 252 

Anonymous coffin - Rijksmuseum van 

Oudheden in Leiden (F 93/10.4)  – 106, 252 

Anonymous coffin mummy-cover - Musées 

royaux d´Art et d´Histoire in Brussels (Inv. 

E.5907) – 111, 252 

MUSEUMS’ COLLECTIONS 

Museum of Ancient Art and Archaeology 

(Aarhus) 

Coffin and mummy-cover of Tabasety – 84, 

119, 145, 146, 163, 168, 175, 186, 227, 

228, 229, 230, 252 

Vleeshuis Museum (Antwerp) 

Coffin of Nesikhonsu – 51, 54, 252 

Michael Carlos Museum (Atlanta)  

Mummy-cover – 48, 68, 137, 158, 252 

Coffin of Tanatnektahat – 63, 64, 106, 

136, 139, 140, 157, 158, 252 

Coffin of Pashedkhonsu – 108, 109, 142, 

252 

Museum of Fine Arts (Boston) 

Coffin set of Henut-taui – 61, 136, 253 

Egyptian Museum in Cairo 

Coffin of Padiamun – 100, 253 

Fitzwilliam  Museum (Cambridge)  

Coffin set of Nespawershefyt – 64, 66, 68, 

102, 135, 253 

Fragment from a coffin – 62, 253 

Ny Carlsberg Glyptotek (Copenhagen) 

Coffin of Khonsuhotep – 63, 71, 73, 112, 

142, 182, 253 

Musée des Beaux-Arts (Grenoble) 

Mummy-cover of Henutaneb – 61, 64, 102, 

253 

Kestner Museum (Hannover) 

Mummy-cover of Hori – 35, 47, 49, 62, 65, 

66, 76, 83, 133, 134, 157, 158, 180, 191, 

227, 229, 253 

Leeds City Museum (Leeds) 

Coffin set of Nesyamun – 48, 49, 51, 

52, 63, 65, 66, 68, 72, 73, 74, 79, 94, 100, 

101, 102, 105, 136, 157, 158, 253 
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Rijksmuseum van Oudheden (Leiden)  

Coffin set of Khonsuhotep – 49, 52, 65, 66, 

68, 102, 105, 135, 136, 253 

Coffin set of Amenhotep - 53, 63, 68, 72, 

74, 75, 101, 104, 107, 136, 138, 139, 140, 

148, 157, 158, 159, 228, 253 

Mummy-cover of Nesipanebu – 50, 64, 66, 

72, 106, 134, 159, 253 

Musée des Beaux-Arts (Lyon) 

Coffin of Padikhonsu – 184, 253 

British Museum (London) 

Anonymous coffin – 63, 67, 69, 74, 75, 

112, 141, 142, 143, 231, 253 

Los Angeles County Museum of Art (Los 

Angeles) 

Coffin set – 49, 52, 63, 64, 68, 72, 73, 

74, 75, 101, 102, 103, 136, 137, 157, 254 

Museo Arqueologico Nacional (Madrid) 

Coffin set of Amenemhat – 49, 50, 65, 66, 

75, 79, 136, 139, 140, 159, 254 

Musée d´Archéologie Méditerranéenne 

(Marseille) 

Mummy-cover of Tentamun – 64, 69, 96, 

103, 254 

Pushkin State Museum of Fine Arts 

(Moscow) 

Coffin of Amuniuesankh – 111, 254 

Staatliches Museum Ägyptischer Kunst 

(Munich) 

Coffin set of Herytubekhet – 63, 65, 66, 72, 

73, 74, 76, 100, 102, 103, 104, 133, 

134, 157, 158, 254 

Brooklyn Museum (New York) 

Outer coffin of Pasebakhaienipet – 50, 52, 

64, 65, 66, 73, 75, 101, 103, 104, 120, 133, 

134, 135, 159, 227, 254 

Metropolitan Museum of Art (New 

York)  

Coffin set of Henut-taui – 48, 50, 51, 52, 

53, 61, 62, 63, 64, 65, 66, 73, 74, 75, 79, 

100, 101, 102, 103, 104, 105, 119, 120, 

133, 134, 136, 138, 139, 140, 157, 158, 

182, 227, 231, 254 

Coffin set of Nani – 64, 66, 67, 106, 139, 

140, 159, 254 

Coffin set of Tabakmut – 47, 48, 52, 61, 63, 

72, 76, 110, 136, 139, 141, 158, 159, 160, 

161, 254 

Coffin set of Yutefamun – 49, 64, 136, 159, 

254 

Coffin set of Gautseshen – 133, 142, 254 

Louvre Museum (Paris) 

Coofin set of Panebmontu - Coffin and 

mummy-cover – 47, 49, 50, 53, 62, 63, 64, 

65, 66, 72, 102, 103, 105, 134, 157, 158, 

181, 254 

Coffin set of Sutimes - Outer coffin, inner 

coffin and mummy-cover – 63, 136, 254 

Coffin set of Paser - Outer coffin, inner 

coffin and mummy-cover – 51, 53, 65, 100, 

102, 104, 157, 158, 159, 254 

Coffin set of Tanethereret - Outer coffin, 

inner coffin and mummy-cover – 102, 105, 

254 

Carnegie Museum of Natural History 

(Pittsburgh) 

Anonymous coffin – 51, 54, 112, 140, 255 

Náprstkovo Museum (Prague) 

Anonymous coffin – 142, 143, 184, 255 

Museu Nacional (Rio de Janeiro)  

Coffin of Hori – 49, 50, 64, 68, 79, 102, 

157, 158, 255 

Museo Egizio in Turin  

Coffin of Bakenkhonsu – 107, 255 

Coffin set of Butehamun - Outer coffin, 

inner coffin and mummy-cover – 48, 49, 

50, 51, 52, 62, 64, 65, 66, 72, 100, 104, 

108, 137, 157, 158, 255 

Coffin set of Hori - Coffin and mummy-

cover – 48, 49, 52, 73, 106, 107, 110, 141, 

255 

Coffin set of Khonsumose - Coffin and 

mummy-cover – 51, 63, 68, 79, 95, 106, 

107, 108, 110, 136, 142, 158, 255 

Mummy-cover of Mutemperamun – 72, 74, 

107, 255 

Coffin of Pahereniset – 66, 68, 139, 140, 

255 

Coffin set of Tabakenkhonsu - Coffin and 

mummy-cover – 51, 52, 53, 63, 65, 66, 68, 

73, 75, 102, 103, 105, 135, 136, 139, 140, 

158, 159, 255 

Coffin set of Tamutmuef - Coffin and 

mummy-cover – 111, 115, 255 

Anonymous coffin – 61, 112, 255 
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Anonymous mummy-cover – 112, 255 

Vatican Museums (Vatican)  

Anonymous mummy-cover (25020) – 67, 

183, 255 

Kunsthistorishes Museum (Vienna) 

Mummy-cover Nesipaherentahat – 49, 50, 

52, 65, 66, 73, 256 

Collection Harris 

Mummy-cover of Khaemopet – 49, 62, 63, 

71, 73, 74, 79, 100, 103, 104, 105, 181, 256 

REGIONAL ‘YELLOW’ TYPE 

Ägyptisches Museum und 

Papyrussammlung (Berlin) 

Coffin of Khenemensanapehsu – 184, 256 

Ny Carlsberg Glyptotek (Copenhagen) 

Coffin of Sesekhneferu – 184, 256 

Vatican Museums 

Coffin of Anet – 184, 256 

Kunsthistorisches Museum (Vienna) 

Coffin of Meretenankh – 184, 256 
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