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Chapter 9

Human and Material 
Aspects in the Process of 
Transmission and Copying 
the Book of the Dead in 
the Tomb of Djehuty (TT 11)

Lucía Díaz-Iglesias Llanos1

The tomb chapel of Djehuty, Theban tomb 11 (hereafter TT 11), built in Dra Abu 
el-Naga North during the joint reign of Hatshepsut and Thutmosis III, is one of the 
main archaeological targets of the Spanish mission that has been working in the area 
since 2002, under the direction of J.M. Galán. The mission has completed 18 seasons of 
fieldwork in and around the tombs of Djehuty (TT 11) and Hery (TT 12), documenting the 
continued use, looting, and re-use of this part of the necropolis across two millennia, from 
the rock-cut tombs of the Eleventh Dynasty up until the animal catacombs of the Second 
Century BCE (fig. 9.1).2

The burial chamber of the tomb of Djehuty, (re)discovered in 2009,3 is an exceptional 
source for the study of the Book of the Dead (hereafter BD) for several reasons. It is 
situated at an early stage of the so-called Theban Book of the Dead recension, and could 
be our earliest witness for some formulae; it has a precise archaeological context and 
chronology; it is one of the few burial chambers of the early/mid-part of the Eighteenth 
Dynasty that contains decoration, and bears the largest collection of formulae found in 

1 This article is part of the research project HAR2017-88671-R, situated within the Spanish National Program 
for Scientific Research, Technology, and Innovation. Thanks are due to Lara Weiss, Nico Staring, and Huw 
Twiston Davies for their invitation to take part in the workshop and to all participants for their input.

2 Information on the site, a digging diary, and reports of every fieldwork season undertaken by the 
Spanish Mission in Dra Abu el-Naga are accessible in: <http://www.excavacionegipto.com/index.php> 
(last accessed 26.12.2018).

3 Díaz-Iglesias Llanos 2017a; Galán 2014. The chamber was first mentioned in the diary kept by Percy 
Newberry during the archaeological work sponsored by the Marquis of Northampton in TT 11 in January 
and February 1899. Although according to his fieldnotes Newberry copied the funerary texts of the 
chamber, his transcription has not hitherto been discovered (Díaz-Iglesias Llanos 2017a, 180; Galán 2012, 
415-417).
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any such space;4 it allows a close insight into all stages of 
the decoration process, from the preparation of the writing 
surfaces to the emendations of texts.

Drawing on the material of TT 11, this paper explores 
the forms of engagement of human actors, both the 
commissioner (and owner) of the monument and the 

4 The decoration of burial chambers with funerary spells and religious 
compositions during the early- and mid-part of the Eighteenth 
Dynasty (reigns of Hatshepsut/Thutmosis III-Amenhotep II) is a 
Theban phenomenon associated with the highest elite and with 
some members of the sub-elite. Only nine examples are currently 
known: Djehuty (TT 11), Senenmut (TT 353 -plus sarcophagus: 
Dorman 1991), Useramun (TT 61 -plus BD papyrus: Dziobek 1994; 
Munro 1990), Nakhtmin (TT 87 -plus BD papyrus: Guksch 1995; 
Lüscher 2013), Amenemhat (TT 82: Davies/Gardiner 1915), Sennefer 
(TT 96B: Engelmann-von Carnap 2013; Desroches-Noblecourt 1986), 
Amenemheb (TT 85: Heye 2008: 265-267, Abb. 7); Merimose, TT 383, 
and Re, TT 201: Lüscher 2013, 9).

scribes who copied the texts onto its burial chamber, in the 
processes of transmission of funerary compositions. First, I 
depart from the idea that, for the highest levels of the elite, 
the positions held by the individual who commissioned 
a monument, economic wealth, family and professional 
connections, social status, access to human and economic 
resources, and geographical background, should have had 
some bearing on the final product.5 Section 1 focuses on the 
meaning of the spells that were selected from the available 
funerary repertoires for the decoration of Djehuty’s burial 
chamber, on the forms of combining these spells into 

5 Several decorative programmes of tombs of the Eighteenth 
Dynasty, and the strategies of self-presentation of their owners 
via images, were recently discussed by Den Donker 2017. See also 
Robins 2016 and Hartwig 2014, 22-30. Both authors also emphasise 
the role exerted by the artists in the complexity and composition 
of scenes. For other periods, see Merzeban 2014.

Figure 9.1. Map of the area of Dra Abu el-Naga North excavated by the Spanish Mission with locations of the main structures  
© Djehuty Project.
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sequences and of their distribution over the walls and 
ceiling. These issues are, in turn, set in relation to the 
unusual features included in the decorative programme of 
the accessible parts of the monument.

In Section 2, attention is paid to copying, which 
has been regarded as one of the most important scribal 
activities in many manuscript cultures. It has been claimed 
that this task was not limited to the mere reproduction 
of texts, but rather that it occupies a midpoint between 
bodily and intellectual actions, producing exemplars that 
differ from one another.6 In ancient Egypt, the copying 
of religious compositions for different purposes related 
to transmission (circulation, preservation, storage, 
remediation or transfer from one medium to another, 
including monumentalisation) through chirographical 
means, and free from any constraints of verbatim 
reproduction,7 was hardly a mechanical process. It was 
instead an operation marked by dynamism, creativity, 
revisions, and modernisations, but also shaped by material 
and unconscious factors, which together generated 
diversity and variation in the textual tradition.8 Moreover, 
the copying of funerary texts took place in complex 
milieux, where human and material factors intermingled. 
One such milieu is the burial chamber (such as that of 
TT 11), which bears witness to the last editorial activities 
performed on the received texts, and represents the final 
textual stage in a long chain of transmission that probably 
started in temple libraries. Furthermore, writing is here 
considered to be a dynamic process, one that entailed 
different episodes of activity, and the intermingling of 
past actors who transformed material substances via their 
tools, techniques, and embodied behaviours.9

The Role of the Commissioner
Djehuty was a high-ranking official who served under the 
joint reign of Hatshepsut and Thutmosis III, although he 
probably did not outlive the former. He pursued a civil 
and religious career that possibly started in Hermopolis 

6 Gertz et al. 2015.
7 Von Lieven (2016a) has compared the transmission of “corpora of 

spells” (Pyramid Texts [PT], Coffin Texts [CT], and Book of the Dead 
[BD]), which are liable to variations as part of an open tradition (cf. 
Gestermann 2017, 283-288; Backes 2011, 463-467), to “self-standing 
books” (so-called Books of the Underworld), which tend towards 
reproductivity. She concludes that the status and nature of a text 
had an effect on the copying strategies and the degree of variations 
introduced in the course of transmission. See also von Lieven 2016b.

8 Ragazzoli (2017a), following New Philological principles, claims 
that variation was a central aspect of textual practices and the 
paradigm of creation and transmission of texts in ancient Egypt. 
See also Hussein 2017; Hagen 2012, 215-217.

9 Following Piquette 2008, 2013, 2014.

and ended in Thebes,10 where his funerary monument was 
erected, opposite Karnak and within the royal and courtly 
cemetery of the Seventeenth Dynasty.11 His connections 
with the 14th, 15th, and 16th nomes of Upper Egypt, and 
especially with Hermopolis, can be traced in some of his 
administrative and religious titles (wr-djw m pr-9Hwty 
“great of the five/high priest in the temple of Thoth”, 
jmy-r Hmw-nTr m 3mnw “overseer of priests in Khemenu”, 
jmy-r Hmw-nTr Hry-tp aA m 1r-Wr “overseer of priests and 
governor of Her-Wer”, jmy-r Hmw-nTr n 1wt-1r, nbt Qjs 
“overseer of priests of Hathor, Lady of Cusae”), as well 
as in unusual features of the decoration of his tomb (see 
below). He further occupied some of the highest positions 
within the administration, including seal bearer of the bjt, 
overseer of the royal treasury, overseer of works (for royal 
monuments), and overseer of the cattle of Amun.12 These 
positions would have granted him a close connection to the 
royal figure and entourage, as well as access to qualified 
workers and skilled draughtsmen and scribes.

The tomb chapel of Djehuty is distinctive because of 
its rich decorative and textual programme, which begins 
at the façade - an unusual feature for an early Eighteenth 
Dynasty funerary monument - and reaches all the way 
through to the burial chamber, blending innovative and 
archaic traits. It portrays its owner as a knowledgeable 
man and an excellent scribe, who strives to show off his 
creativity, intellectual skills, and access to ancient and new 
materials through the use of a wide array of textual and 
iconographical compositions. His monument combines 
cryptographic texts,13 autobiographical inscriptions,14 
hymns to deities,15 complex and elusive funerary rituals 
with an archaic flavour that harks back to the Middle 
Kingdom and the area of Middle Egypt16 and even to the 
Old Kingdom,17 the longest offering-list of the period, a 
developed version of the Opening of the Mouth ritual,18 
and a large collection of spells for the afterlife (fig. 9.2).19

The burial chamber is accessible through a system of 
shafts and an antechamber that leads from the innermost 

10 For Djehuty’s career, see Galán 2014, 248-252; Shirley 2014, 
195-198, with previous bibliography.

11 For this burial area of members of the royal family and entourage, 
see: Borrego Gallardo 2017; Díaz-Iglesias Llanos 2017b; Galán 
2017; Galán/Jiménez-Higueras 2015, 101-113, 116-117.

12 A full list of Djehuty’s titles is given in Galan 2014, 269. It is worth 
noting that he was also overseer of all the craftsmen of the king 
(jmy-r Hmwt nbt nsw).

13 Diego Espinel 2014.
14 Popko 2006, 245-272 (I would like to thank Lara Weiss for drawing 

my attention to this publication); Galán/Díaz-Iglesias forthcoming.
15 Galán 2015.
16 Serrano Delgado 2017 and in press; De Meyer/Serrano Delgado in 

press.
17 Diego Espinel in press.
18 Serrano Delgado 2014.
19 Díaz-Iglesias Llanos 2017a; Galán 2014.
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chapel, and is completely decorated on its walls and 
ceiling with BD spells and vignettes. The original scheme 
of the decoration is unknown, since the chamber was 
enlarged in antiquity by hacking up two of its already-
inscribed walls and depositing part of the resulting debris 
elsewhere.20 42 spells have been identified to date, making 
this burial chamber the largest repository of formulae set 
down in writing in an architectural space at the beginning 
of the New Kingdom. Most of these spells are unattested 
in contemporary burial chambers,21 but had already been 
used in other media during the late Seventeenth and early 
Eighteenth Dynasties, notably coffins and shrouds that 
mostly belonged to members of the royal family or its 
closest entourage (fig. 9.3).

The decorative programme of the burial chamber in 
TT 11, though now incomplete, will be analysed in terms 
of its content, order (textual sequence), layout, and closest 
parallels, taking into account both the broader cultural 

20 A block found outside the courtyard of TT 11 during the 
2018 field season, inscribed with part of BD 82: <http://www.
excavacionegipto.com/el_proyecto/diario_de_excavacion_dia.
php?year=2018&dia=01-27> (last accessed 26.12.2018), confirms 
the initial hypothesis that re-carved fragments of the walls were 
removed from the burial chamber when it was enlarged. Most of 
the 800 fragments found during the excavation of the chamber 
belong to the partial deterioration of the two other remaining 
walls and the ceiling.

21 Galán 2014: Tbl. 11.2.

context in which Djehuty lived and his own career, 
described above. It will be shown how the monument 
reflects the individual appropriation of various traditions.

Several topics predominate in the content of the 
burial chamber, which are moreover joined together in 
thematic groups: transformation into various beings; 
travelling aboard the solar barque; personal integrity, 
i.e. recuperation of those intellectual capacities essential 
to communication and of all components of personhood; 
driving off inimical beings and avoiding hostile situations; 
deification; knowledge; a successful outcome of final 
judgement; and resurrection into daylight. Although all 
the chosen formulae derive from the Book of the Dead 
repertoire, many spells have antecedents in Coffin Texts 
(hereafter CT), and a few had been newly conceived and 
incorporated into the pool of compositions for the Afterlife. 
The exception are the texts surrounding the depiction of 
Djehuty’s parents on the entrance wall and the goddess 
Nut in the centre of the ceiling. While the former are wish 
formulae, the latter can almost literally be traced back to 
two mitre inscriptions of Middle Kingdom coffins, and they 
reappear together with an image of the goddess Nut in 
royal sarcophagi from the time of Hatshepsut onwards.22

As mentioned, the selection and order of spells 
is closely modelled on two sequences often attested 

22 Galán 2013.

Figure 9.2. Plan of the tomb chapel 
of Djehuty (TT 11) © C. Cabrera/
Djehuty Project.
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during the late Second Intermediate Period and early 
New Kingdom in the funerary equipment of individuals 
associated with the royal family or the court (fig. 9.3). 
Rather than being an unconsidered choice, I deem that the 
use of these two sequences in the decorative programme 
of TT 11 demonstrates the intention to connect with the 
royal or courtly sphere, as does the image of the goddess 
Nut and ‘Nut texts’ presiding the centre of the ceiling. 
These examples show that Djehuty was closely acquainted 
with funerary strategies used by the royal entourage.23

Although some BD spells were transmitted in clusters, 
as a coherent group that is attested in different media, 
some components could be inserted in other contexts, 
displaced or left out,24 and several versions of the same 
spells were in circulation concurrently. Thus the two 
aforementioned sequences were cleverly combined in 
TT 11, given that certain formulae of the first group were 
probably omitted (BD 27, 39, 65, 116) to avoid repeating 

23 Other ‘nods’ to the royal sphere can be traced in the decoration of 
the accessible parts of TT 11. Cleaning the walls in the transverse 
hall has recently brought to light a scene depicting the delivery 
of products from Punt, which closely resembles that celebrating 
the expedition sponsored by Hatshepsut at Deir el-Bahari (Galán/
Díaz-Iglesias Llanos forthcoming). One of the focuses of Djehuty’s 
career, monument building, afforded him close knowledge of 
royal decorative schemes. For the use of royal traditions in burial 
chambers of other contemporary private tombs, see Den Donker 
2017, 345-346.

24 The flexibility of sequences, considered as thematic cohesive 
building blocks whose individual spells are isolatable, replaceable, 
and modifiable, is explored by Hussein (2013) using the 
transmission of PT after the Old Kingdom as a case study.

topics dealt with in the second sequence and in the texts of 
the ceiling. On the other hand, the compositions inserted 
in the first sequence (BD 78, 81A, 88, 87) were placed 
within the group of transformation spells on account of 
the commonality of topics addressed. The example of the 
transformation spells in TT 11 also shows how elements 
of a group could be omitted, rearranged, or introduced.25 
A large space was devoted to BD 78, a composition seldom 
attested in the Eighteenth Dynasty, which goes back to a CT 
formula that was mainly circulated in the Hermopolitan 
area.26 Though the sequence of transformation spells 
in TT 11 is not attested elsewhere, the order might have 
aimed at highlighting relationships among the formulae 
of the group, so that spells were linked with targets of 
transformation and by a recurrence of mythological 
topics (e.g. BD 78-86). The use and combination of existing 
sequences therefore forms a dynamic tradition in the 
sense that it left room for variation and adaptations, a trait 
which likewise characterises the New Kingdom recension 
of the Book of the Dead.

The programme of the burial chamber combines the 
use of sequences already circulated in other media with 
the introduction of other texts and groupings that would 

25 For the variety of forms of sequencing spells in this thematic 
group, see Lüscher 2006, 9-34; Lapp 2004, 46-49; Milde 1991, 
180-182; Munro 1988, 153-155, 218-219.

26 BD 78 derives from CT 312, a spell mainly attested in Bersha 
(B2Bo, B6Bo -bearing the only full version of the text in the Middle 
Kingdom-, B4C, B6C), but also in Dendera (D1C), and Thebes (T1C): 
Willems 2001, 370-372; Buck 1949.

Figure 9.3. Distribution of spells in TT 11 compared with two sequences often attested during the late Second Intermediate 
Period-early New Kingdom (modified after Galán 2014, Tbl. 11.1). Parts of both sequences appear together in some manuscripts, 
although their poor state of preservation precludes knowing exactly how they were combined: L. Cairo JE 96810 (JaH-ms Hnwt-
TmHw, sAt-nsw, temp. Ahmose, Munro 1994, 1‑11, pls 1‑4); National Museum of Scotland 1956.315 (Wsr-jmn, Vizier of Hatshepust 
and Thutmosis III, Munro 1990). In pParis Louvre E 21324 (Ms-m-nTr, temp. Hatshepsut/Thutmosis III) the recto gives sequence 2 
(with some additions), while the verso begins with sequence 1 (from BD 82 onwards).
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go on to become an important part of BD papyri from 
the reigns of Hatshepsut/Thutmosis III onwards. The 
most novel elements are concentrated on the ceiling and 
revolve around two main topics: knowledge (of mythical 
events, festivals, places, and the names of deities and 
objects, in BD 114, 112, 113, 108, 109, 125, 153A); and 
proximity to the divine sphere (variously expressed as 
the equation of body parts with gods in BD 42, of taking 
on divine roles in BD 114, of ‘Osirianisation’ through a 
positive verdict in the final judgement in BD 125, or of 
asserting identity with the sun-god in BD 64). The topic of 
knowing the powers of places in the Afterlife receives due 
attention, because whereas earlier shrouds only include 
BD 116 (related with the bAw of Hermopolis), TT 11 deploys 
a whole sequence of spells associated with Hermopolis, 
the royal centres of Pe and Nekhen, and the east and west 
cardinal points (BD 114-112-113-108-109). It should be 
noted that the sequence has its antecedent in a group of 
CT spells (154 to 160) that is often attested in the area of 
Hermopolis, and to a lesser extent in Assiut,27 pointing to 
an interest in regional traditions that is also reflected in 
some scenes decorating the above-ground chapel.28 Spell 
CT 154 (=BD 115), featuring Heliopolis, usually occupies 
the first position in the CT group,29 but in TT 11 and other 
sources the sequence starts with BD 114, perhaps in an 
attempt to lay emphasis on another important centre and 
its associated traditions. This spell focuses on Hermopolis, 
and portrays the deceased as an assistant of Thoth, or 
even equates him directly with the god, given that the 
deceased demonstrates detailed knowledge of mysteries 
and executes tasks usually associated with this deity, such 
as justification or the healing of the injured eye.30 One 
may wonder if this arrangement was favoured because 
Djehuty was interested in exploiting the connections 
between his name and that of Thoth, in an interplay 

27 Lapp (1990, 229-230) posits a Hermopolitan origin for this CT 
group. In some cases, the whole CT sequence was provided with 
the title rx rx 9Hwty m swDAw, rx rA-pr-nb, Ax m Xrt-nTr ‘to 
know what Thoth knows of protection, know every chapel, be 
akh-like in the necropolis’. According to Stadler (2009, 397), this 
title indicates that the assemblage was a “kultische Thotwissen 
zusammenstellende{n} Gruppe”.

28 De Meyer/Serrano Delgado in press. The influence of texts 
conceived or stored in Hermopolis on the earliest redaction of the 
Book of the Dead, which took place in Thebes, has been highlighted 
by Gestermann 1998. The transference of materials from Assiut to 
Thebes has been dealt with by Kahl 2014, 1999. It is interesting to 
notice that the version of BD 88 copied in TT 11 bears a reference 
to Hermopolis in a passage marred by lacunae. The only known 
parallel seems to be pCairo CG 40002 + pTrieste 12089 a-d, 
unluckily also damaged in this spot (Lüscher 2006, 406d).

29 Lapp 1989, 181-182.
30 For the relationship between the episodes mentioned in BD 114 

and 116 and the god Thoth, see Stadler 2009, 392-404. In BD 114 the 
deceased takes an active role in the performance of Thoth-related 
tasks, whereas in BD 116 he knows or contemplates these tasks.

between the human and divine spheres that was probably 
also deployed through words and images outside his tomb 
in some royal monuments.31

In terms of layout, the three-dimensional space in the 
burial chamber of TT 11 allowed for a more meaningful and 
creative distribution of its contents than two-dimensional 
media, which can normally only accommodate linear 
sequences. Spells related with the topography of the 
netherworld (BD 149+150) are placed as close as possible to 
the lower part of the walls, whereas in shrouds and papyri 
they tend to occupy the end of the manuscript.32 Formulae 
directed against inimical forces are concentrated around 
the entrance into the chamber, following a pattern that 
can be traced back to the times of the Pyramid Texts.33 The 
ceiling of the burial chamber is dominated by an image 
of the sky goddess Nut, who, often depicted on the lids 
of contemporary coffins and royal sarcophagi,34 wielded 
from this position her protective and maternal powers on 
behalf of the mummy of the deceased.35

The selection, sequence, and spatial distribution 
of the texts show the interplay between tradition and 
innovation. This individualised version of Djehuty’s Book 
of the Dead should be set against the backdrop of the 
historical period and of the tomb owner’s personality. 
The early Eighteenth Dynasty in general, and the reigns 
of Hatshepsut and Thutmosis III in particular, marked a 
period of sophisticated high-culture, in which royal and 
private individuals looked to the past for references and 
motifs, producing novel works and recuperating archaic 
ceremonies.36 This was also a time of highly competitive 
display of intellectual capabilities, knowledge/scholarship, 
written culture, and original creativity among members 
of the elite, which they manifested in their tombs.37 In 
this respect, it is important to point out that none of the 
few decorated burial chambers of the period (see n. 4) 
drew on the same decorative scheme; a fact that points 
to a desire for distinctiveness. Djehuty, who boasted 

31 Galán (2014, 251, n. 20) brings forward the hypothesis that the 
person of the official Djehuty could stand behind a mythological 
reference to the god Thoth in the inscription of Speos Artemidos, 
and behind the obliterated figure of a scribe thus named, who is 
portrayed next to the god in the Punt scenes at Deir el-Bahari (for 
further details, see Galán/Díaz-Iglesias Llanos forthcoming).

32 Munro 1988, 159-160, 222-223.
33 For the placement of apotropaic PT spells on walls with doors in 

Old Kingdom pyramids and Saite shaft tombs, see Hussein 2013, 
281-284, 290, and Mathieu 2002.

34 Galán 2013.
35 A goddess with outstretched arms on the ceiling of TT 85, the tomb 

of Amenemhab (temp. Thutmosis III-Amehotep II), is interpreted 
as an image of Nut by Heye 2008, 266, Abb. 7.

36 Navratilova 2017; Ragazzoli 2016; Galán/Bryan/Dorman (eds) 
2014; Bickel (ed) 2013; Popko 2006.

37 Ragazzoli 2016; Diego Espinel 2014; Heye 2008.
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about his religious and written erudition,38 may well 
have participated in devising the scheme for his funerary 
chamber. His connections with Hermopolis, a renowned 
centre for the production and transmission of funerary 
compositions in the Middle Kingdom, his closeness to the 
royal sphere, his priestly titles, and his keen interest in 
traditions and arcane knowledge of religious beliefs and 
rituals, all go some way to explaining the peculiarities of 
the decoration in the burial chamber, which was partly 
rooted in well-developed traditions and partly introduced 
creative nuances. Such interplay of ancient and new is also 
present in the above-ground decorative programme of his 
tomb chapel.

Scribes at Work
Recent years have witnessed a gradual increase in studies 
of ancient Egyptian textual sources undertaken from the 
perspective of their tangible nature, in which they are 
considered as cultural and material artefacts (derived 
from acts of materialisation), and ideas of New/Material 
Philology are applied. These trends have led to a growing 
interest in the physical aspects of objects and monuments 
as well as in the acts of recording and reading, including: 
materials for writing on and surface treatments; the tools 
and techniques of writing and decoration; the form, colour, 
size, position, visibility, orientation, and layout of texts and 
images; the rhythm of ink dipping; morphological features 
(paleography, orthography); paratextual elements; and the 
embodied actions and sensorial engagement of scribes and 
viewers. The change also entails a closer observation of the 
steps of, and traces left during, the production, circulation, 
use, and reception processes of the manuscripts, with 
particular importance given to all variants generated 
along the transmission chain. These trends have developed 
alongside a concomitant interest in the practical and 
historical conditions of textual production, and in the 
social contexts of the textual artefacts, i.e. the wider social 
practices involving human actors or human interactions 
(both among individuals and between individuals and 
things) to which textual artefacts bear witness.39

38 In the tomb inscriptions Djehuty presents himself as sS jkr, rx sStA 
nb n aH Hap Hr mAA jrty, wHa drf nw pr HAp, ‘able scribe’, ‘the 
one who knows every secret of the palace and who keeps silence 
on what his eyes see’, and ‘the one who can untie the writings of 
the secret house(?)’: Diego Espinel 2014, 328. See Ragazzoli 2016, 
155-159 for other contemporary examples of access to hidden and 
past knowledge.

39 A non-exhaustive list of Egyptological references includes: Ryholt 
2018; Cromwell 2017; Hussein 2017; Ragazzoli 2017a, 2017b; 
Lundhaug 2016; Dieleman 2015; Dorn 2015; Goelet 2015; Pelegrin/
Andreu-Lanoë/Pariselle 2015; Regulski 2015; Dieleman 2014; 
Piquette 2014; Smith 2014; Hagen 2013; Piquette/Whitehouse (eds) 
2013; Hagen 2012; Ragazzoli 2012; Backes 2010; Leach/Parkinson 
2010; Ragazzoli 2010; Parkinson 2009; Piquette 2008; Gasse 2002.

A study undertaken from the perspective of physical 
aspects, material processes, scribal practices, or individual 
traits through which a surface was graphically constructed 
can help us to understand many of the variations and 
characteristics displayed by textual witnesses. This 
perspective is currently being applied to the material of 
TT 11, to shed light on a wide variety of topics related 
to transmission: circulation of models; planning the 
decoration; and the reading,40 copying, and editing of 
funerary formulae.

As mentioned in the introduction, copying was 
one of the most important scribal activities in many 
manuscript cultures. It has been stated that scribes copied 
compositions onto the surfaces of burial chambers through 
a ‘remediation process’,41 an act that entailed the transfer 
of textual materials from one medium of transcription 
-typically mobile carriers such as papyrus, leather rolls, or 
ostraca, which have generally not reached us - to another. 
Following Stenroos,42 two main sources of input in the 
copying procedure should be considered: the exemplar 
or model, which is now lost in most cases, and the scribal 
repertoire, defined as the range of forms available to a 
writer, which is dependent on the scribal background, 
including education and personal experience in copying 
and reading. For any given exemplar, the scribe might 
seek to reproduce the forms encountered as faithfully as 
possible, might edit them, or might produce a combination 
of both procedures, but his attitude would always generate 
some sort of variation in form and content. To Stenroos’ 
sources of input one should add the material factors 
mentioned at the beginning of this section, which would 
also have influenced the process and outcome of scribal 
work. In what follows, and drawing on the burial chamber 
of TT 11, several issues that have a direct bearing on the 
processes of copying and transmitting funerary texts will 
be dealt with.

40 The reading of religious texts was an operation performed aloud 
(Contardi 2010). The presence of errors that adhere to phonetic 
confusions in the texts of TT 11 might indicate that scribes copying 
these compositions were mentally or physically pronouncing 
them.

41 Hussein 2017, 304-308; Lüscher 2015, 90-98.
42 Stenroos 2018, 26.
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Form and Layout of Models
Most master copies and intermediate Vorlagen from 
which funerary texts were copied have not come down 
to us.43 However, instances where two witnesses share 
common textual and iconographic traits (formal features; 
grammatical structures and wordings; orthographic 
patterns; special word spellings; choice of vocabulary; 
shared omissions, additions, mistakes, deviating readings, 
and defective writings from two scribes that are unlikely 
to have incurred independently) probably derive from the 
same master copy.44 They afford insights into what lost 
models, from which texts were remediated onto different 
media, may have looked like. It should be noted that shared 
traits might extend over whole manuscripts, or might 
be particular to a single spell in a larger composition, 
which indicates that various models were in circulation 
concurrently.

I have found striking coincidences, while comparing 
the spells’ variants in the burial chamber of Djehuty 
against other roughly contemporary witnesses, between 
TT 11 and the papyrus of the wab-priest of Amenhotep 
Baksu45 in chapters BD 42 (section of Gliedervergottung) 
and 102. The coincidences in the deification of the body’s 

43 The clearest exception is the collection of ostraca used as 
“temporäre, mobile und für das entsprechende Grab personalisierte 
Zwischenstufen” to copy the texts onto the walls of the burial 
chamber of TT 87 (Lüscher 2013, 2015). It has been suggested 
that the following manuscripts were used as models: pGardiner II 
(London BM EA 10676 with CT and probably dated to the end of the 
Old Kingdom: Gestermann 2003); leather roll London BM EA 10281 
(with BD, temp. beginning of the Eighteenth Dynasty-Thutmosis III, 
Shorter 1930); pCairo JE 95879 (with BD: mainly vignettes, temp. 
Siamun, Lucarelli 2006, 243). Other examples are quoted by Backes 
2011, 455.

44 Examples of texts and vignettes copied from the same master copy 
were noted in a previous study (Díaz-Iglesias Llanos 2018 with 
bibliography): pBerlin P. 3158, pBerlin P. 3159, pAberdeen ABDUA 
84023; Deir el-Medina Ramesside tombs and papyri; pCairo JE 
95838 and pLondon BM EA 10064; pLondon BM EA 10793 and 
pLondon BM EA 10554; pTasheritenaset and pLondon BM EA 
10558; pLondon BM EA 10554 and the tombs of king Osorkon and 
prince Sheshonq. To these should be added pLondon BM EA 9900 
and pWarsaw 237128 (Munro 1988, 133; Lüscher 2008, 38-39); 
pColon Aeg 10207 and pVatican 48832 (similarities in texts but 
not in the style or arrangement of vignettes, Gasse 2002, 37, 125); 
pParis Louvre N. 3085 and pTübingen 2012 (Töpfer/Müller-Roth 
2011).

45 pHanover KM 1970.37, published by Munro 1995a. The papyrus 
was bought in the Egyptian antiquities market by M. Brocklehurst 
in 1883 and lacks an archaeological context. Internal data from 
the manuscript and biographical information of its buyer allow 
a Theban origin to be suggested (Díaz-Iglesias Llanos 2018, 23-25, 
with previous literature). Though it has been dated to the reign of 
Amenhotep II, an earlier date cannot be excluded for this papyrus 
which derives from a stock-like manufacture process. TT 11 and 
this manuscript have other spells in common, but they are based 
on different traditions or models.

limbs in the former spell have recently been published,46 
while both sources also display an array of common 
features in BD 102, which will be discussed here and again 
point to the use of the same model. Although BD 102 is in a 
poor state of preservation in TT 11, hampering a detailed 
comparison between tomb and papyrus, both versions 
share the following features that are either unattested or 
rather infrequent elsewhere (figs 9.4.1 and 9.4.2):47

Special wordings: 1. bwt=j pw n wnm=j bwt=j, also 
attested in pLondon BM EA 9905 (this is a meaningful 
phrase as it stands, but most parallels have bwt=j sp sn n 
wnm=j bwt=j “my abomination, my abomination, I shall 
not eat my abomination”); 2. While the majority of the 
parallels end the spell with hA sqdwt wD Ra “the crew 
embarks when Re commands”, the exemplars of Baksu 
and Djehuty merely record hA sqdwt Ra “the crew of Re 
embarks”.

Omissions of signs and words: 3. janw n=k wr jr=s (the 
ending -t is dropped in janw n=k wr jrt=s “hail to you who 
are greatest of her making”); 4. mXnt pn n (omission of the 
second element of the indirect genitive in mXnt pn n(y)t pt 
“this ferryman of the sky”);48 5. jwa{t}, qaHw=f pw (reference 
to a third limb is missing in the listing of jwa, qaH, wart/at=f 
pw “haunch, shoulder, and his thigh/limb”. The omission 
is striking given the fact that the three elements are 
mentioned in the ensuing phrases of the spell).

Superfluous additions: 6. A second n is added after the 
demonstrative pronoun in m-a nw (n jrw) mn=f mr jpn{n} 
“from these (who caused) him suffer those ills”.

Defective or unusual orthographies: 7. jwat instead of 
jwa ‘haunch’, Wb. I, 50, 3-5 (but cf. the following column 
in both tomb and papyrus, where the word is correctly 
written); 8. qaH with plural marks (although these could 
belong to the third limb, usually spelled in plural in other 
sources, but omitted in TT 11 and pHanover 1970.37, see 
n. 5 above; cf. the ensuing column where qaH is referred 
to again, and is rendered as singular in the papyrus); 
9. SsA and StA instead of the more usual Sns “loaf”49 (the 
exchange of the signs s and tA may be due to their visual 
resemblance in cursive hieroglyphs or, more specifically, 
in hieratic [Möller II, Nr. 317 and 366], but the book roll as 
determinative is unattested in parallels, which opt for the 

46 Díaz-Iglesias Llanos 2018.
47 Some thirty known sources of the late Seventeenth and early 

Eighteenth Dynasties of BD 102, accessible through the Totenbuch 
database, have been used in these comparisons.

48 Alternatively the n could be attributed to the first sign of the 
following word (see n. 50), but the omission of pt is unique to these 
two sources.

49 Some of the multiple variants seen for this word in parallels (Snm, 
SnA, mnA, nSnA, nSnj) are unattested elsewhere (Munro 1995a, 
14, n. k), and may point to a certain scribal unfamiliarity with 
the expression. The n before the word may belong to the partially 
omitted indirect genitive (see n. 4) or to this word.
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sign Gardiner X4, albeit that it is common in StA “secret/
mystery”); 10. mrwt instead of mr “ill” (the use of plural 
marks is attested also in L. Cairo JE 96807, pLondon BM EA 
9905, and pParis Louvre E 21324, but while other parallels 
introduce an r as phonetic complement, the ending in -t is 
quite exceptional. Munro [1995a, 14, n. n] has suggested 
that an r in a hypothetical hieratic original was wrongly 
transcribed as t in the papyrus of Baksu).

The shared elements between tomb and papyrus in 
the vignette of BD 102 include the depiction of a barque 
without a sail, in which a falcon-headed god occupies the 
central position and is followed by the deceased. A female 
goddess holding a sceptre at the prow and a blue watery 
surface under the barque were added in the papyrus of 

Figure 9.4.1. BD spell 102 in TT 11 (photograph - © J. Latova/Djehuty 
Project -and transcription).



156 PeRsPeCTIVes on lIVeD RelIgIon

Baksu. The two renditions of the image differ in style50 and 
colour schemes -with TT 11 resorting mainly to black, grey, 
brown, and red, whereas pHanover 1970.37 uses a richer 
palette with yellow, red, blue, black, and green. They 
also depict different attitudes, gestures, and clothing for 
the male figures (Re and the deceased, with his left hand 

50 The coarseness of non-hieroglyphic style vignettes in TT 11, such 
as those depicting human figures, may point to the work of scribes, 
not professional draughtsmen.

before his chest, are standing in TT 11; the mummiform 
deceased is kneeling and Re is enthroned and grasps the 
oar in pHanover 1970.37) and in the attributes of the 
sun-god (the sun disk, ankh-sign, and heqa-sceptre of the 
former are not displayed in the latter).

From the analysis of the similarities in BD 42 
(Gliedervergottung) and 102 in two sources written in 
different media after the same lost template, it is possible 
to draw conclusions regarding the formal features of the 
latter. The Vorlage was most likely written in the same 

Figure 9.4.2. BD spell 102 in 
pHanover 1970.37 (photograph 
used here with kind 
permission of Museum August 
Kestner, Hanover (Germany), 
photograph - Lüscher/Lapp).
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script as seen in the final product on the architectural 
surfaces and the papyrus: cursive hieroglyphs.51 
There are two main reasons that support this view: 
the impracticalities and difficulties of transforming 
every sign of a hypothetical hieratic model into its 
cursive hieroglyphic counterpart in adverse material 
conditions (underground burial chamber);52 and the close 
orthographic resemblance between the two sources. The 
model probably also contained scattered hieratic signs 
that could be turned into cursive hieroglyphics,53 but 
also gave raise to some misspellings. A misreading of the 
hieratic may be behind the defective spellings of SsA/StA 
and mrwt (see n. 9 and 10 above).

The models might have been multipurpose, in the sense 
that they were used to prepare the decoration of different 
media,54 and their contents could easily be adapted to 
several layouts. The latter flexibility of formats is visible in 
list-type spells, such as the identification of body parts with 
gods in BD 42, which can be written as a running text or in 
tables -in a single register or in two registers, one on top of 
the other- of separate columns for each entry. One wonders 
whether the Vorlage included some type of information 
not intended to be copied but instead facilitating their 
use, such as instructions for scribes and illustrators on the 
various possibilities into which texts and images could be 
arranged.55 It is most likely that the master copy used in 
these cases only bore a single spell, since BD 42 and 102 
could be inserted in different textual contexts (normally 
in standardised pairings of spells or larger sequences, 
but also in more unusual groupings). Finally, the model 
might have depicted enlarged determinatives and images 
in outline, or perhaps simply filled in with a conventional 
colour scheme, which the draughtsman could dismiss, 
follow, or enrich. Regarding the vignettes, I am unable to 
say if in the case of BD 102 the image of the solar barque 
was included and transmitted together with the text in an 

51 Gestermann (2006, 105) states that “es wurde von der Vorlage nicht 
nur der Text selbst übernommen, sondern auch die Schriftform.” 
Haring (2015) expresses the same opinion in relation to 
hieroglyphic texts. See also Zeidler 1999, 47. How many steps 
separated the primary master copies, probably preserved in 
a library, from the ‘Handwerkervorlage’ used in the tomb’s 
decoration cannot be determined.

52 Díaz-Iglesias Llanos 2018, 38; Haring 2015, 72, 74-79.
53 The ostraca used as models for the decoration of TT 87 aptly 

demonstrate that conversion of forms, especially with birds and 
the sign Gardiner A1, could take place on the spot (Lüscher 2013).

54 Fit-to-purpose models for a specific monument could be prepared 
from these multi-purpose models (following the terminology used 
by Werning 2017, 49, cf. Kahl 1999, 294-295, Musterbücher and 
integrale Vorlagen).

55 Alleged templates for tomb and temple decoration might have 
included textual or visual indications for the spatial distribution of 
texts and illustrations (Haring 2015, 67-68, 79-80; Kahl 2014, 164, 167).

individual master copy or in different sources.56 Whether 
in integral or separated models, vignettes could also be 
accompanied by some sort of explanation (see below).

Individual Attitudes of Scribes towards 
Master Copies
I begin my approach to this issue from two accepted 
observations: that remediation was not a mechanical 
process; and that the attitude of a copying scribe was 
not motivated by the need for literal reproduction.57 In 
the light of these ideas, the differences in how the spells 
and vignettes of BD 42 and 102 were rendered in TT 11 
and pHanover 1970.37 can shed light on how three 
scribes used their models.58 The work of each reveals 
similar attitudes to the received text, falling somewhere 
between paying careful attention to the model and 
minor creative adaptations. The editorial work, which 
resulted in variations, can be considered to be contingent 
upon several factors:59 education and training; a scribe’s 
copying and reading experience, of which very little is 
known,60 and individual idiosyncrasies;61 and material 
aspects (especially the lack or abundance of available 
space, difficulties posed by writing on a ceiling or rough 
surfaces, and the conditions under which the copy was 

56 The existence of separate master sources for vignettes has been 
posited for Third Intermediate Period (Munro 2017, 54-55; 
Lucarelli 2006, 198-200, 243-244) and Late-Ptolemaic (Mosher 2016, 
42) BD productions. Several forms of models and manufacturing 
processes might have also been in use concurrently.

57 Scribes had a certain freedom of choice when reworking existing 
models, so that related papyri show individual features (add to Díaz-
Iglesias 2018, 36-37, n. 67; Lucarelli 2006, 237). See also n. 7 above.

58 Concerning the papyrus in Hanover, Munro (1995a, 3) states that 
“die Handschrift erscheint flüssig und routiniert und gibt ein in sich 
geschlossenes Schriftbild wieder,” which may point to the work of 
a single scribe, albeit that Munro does not say so explicitly. In the 
case of TT 11, BD 42 and 102 were copied by two different scribes, 
respectively working on the ceiling and the right-hand part of the 
west wall.

59 See also Zeidler 1999, I, 46-47 (factors accounting for orthographic 
differences).

60 In the transmission of literary texts, Hagen (2012, 215, 248) asserts 
that “copyists may embellish and elaborate depending on personal 
ability,” and Parkinson (2009, 115) indicates that orthographic 
idiosyncrasies may reflect something of the scribes’ cultural 
circumstances.

61 The scribe who copied BD 102 in TT 11 showed some orthographic 
tendencies: use of Gardiner N35 for negations (though usual in the 
Eighteenth Dynasty [Lüscher 2008, 16, 36], it contrasts with the use 
of Gardiner D35 by the second scribe); Gardiner R3 and Gardiner 
I12 as determinatives for masculine and feminine deities; unique 
spellings of Djehuty’s parents’ names; two versions of the sign 
A1 depending on its use as a pronoun (abbreviated form) or as a 
determinative (detailed form).
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made).62 Mistakes, emendations, orthography, space 
adjustment, ink redippings, and execution of vignettes 
will be explored to understand how scribes engaged with 
their master copies. It should be noted that homogeneity 
within a manuscript/section written by a scribe is not to 
be expected in any of the analysed features. Thus, when 
characterising a scribal hand, one should argue in terms 
of tendencies or preponderance.

Some textual variations were mechanical or 
unconscious, in that they adhere to errors incurred during 
the copying process, resulting in nonsensical versions. The 
most common mistakes observed in TT 11 are: confusion 
between similar graphemes, between homophones, and 
of meaning; incorrect orientation and sign inversion;63 
inaccurate grammatical constructions; and erroneous 
substitution, omission, or addition of graphemes, words, 
and whole passages as a consequence of horizontal or 
vertical proximity to similar ones (on the final writing 
surface and probably also in the model), of interruptions 
in the work flow (due to column changes, refilling of the 
writing tool, distractions), of work executed in haste... An 
analysis of the different types of mistakes should also take 
into account their number or frequency, location, and 
interactions with other features of the copying process 
(emendations, hieratic signs, dippings... see below), for 
which I suggest a ‘mapping’ strategy. This strategy would 
involve recording in a photograph or transcription of 
the texts the distribution of selected features of writing 
practice using visual devices, for example, by assigning 
a colour to each feature and storing the information 
in different layers that can be made visible or invisible. 
‘Mapping’ helps visualise the concentration of mistakes 
and emendations in certain areas, for which an 
explanation should be sought in the combined analysis of 
the text’s content and its physical aspects. Such is the case 
of BD 42 in TT 11, whose many errors and corrections may 
be due to both human and material factors: the waning 
concentration of a scribe faced with repetitive statements 

62 To the lighting conditions for the decoration of chapels analysed 
by Tavier (2012), one should add problems of air circulation, 
humidity, and heat in underground chambers (Haring 2015, 78). 
For media-related factors influencing the inscription and reading 
of inscribed artefacts see Piquette 2008, 96-97.

63 One should bear in mind that aesthetic factors (Hussein 2017, 
310) and calligraphic and spatial concerns (Allen 2017, 2) can take 
precedence over sequentiality in the arrangement of signs in words.

Figure 9.5. Repetitive passage of BD 78 (West wall, 
col. 7) exhibiting all types of omissions (of signs, words, and 
phrases): nHm pw 1rw, snXm pw 1rw, [jt pw 1rw], mwt [p]w 
1rw, sn pw [1rw] ‘Horus is the rescuer, Horus is the one 
who has rescued, [Horus is the father], Horus is the mother, 
[Horus] is the brother’ (cf. Lüscher 2006, 166a-e) © Djehuty 
Project/J. Latova.
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(see fig. 9.5 for another example), and the adoption of 
unnatural bodily postures necessary for writing on the 
horizontal, but inverted, surface of the ceiling. It is not 
always an easy task to determine at which step in the 
reading, copying, and transmission processes an error was 
introduced, but the mapping approach can be of some use 
(see fig. 9.11 for the combination of dittography and ink 
redipping). However, it should be noted that some faulty 
spellings were already present in the models, and that the 
scribes might reproduce them faithfully.64

Corrections of mistakes can take place through 
erasure, overwriting, or addition of missing parts to one 
side (fig. 9.7). As with errors, attention should not only 
be paid to documenting types of emendations, but also to 
their frequency. One may thus observe that in TT 11 there 
are as many instances of emendations as there are signs 
and words left uncorrected, which suggests that there was 
no close proofreading of the text - either by the copyist 
himself or by someone else - once it had been copied.65 
The scribes probably looked back at some sentences 
while copying or when refilling their rushes,66 because 
many corrections are introduced with fresh ink (fig. 9.6), 
and they thus spotted some mistakes, but many passed 
unnoticed.

64 Lüscher 2013.
65 A circumstance already observed by Rößler-Köhler (1979, 27) in 

her study of BD 17 and frequent in funerary compositions, albeit 
attentive proofreading is attested in some cases with carved texts 
(Bares 2009; Mathieu 1996).

66 Observation made by Parkinson (2009, 98) of Middle Kingdom 
literary manuscripts.

The factors leading to editorial changes, noted above, 
had a direct impact on several aspects of orthography.67 
Although they share many similarities due to the influence 
exerted by the Vorlage, the orthographic variations 
observed in TT 11 and the papyrus of Baksu are important. 
Spellings closer to Late Egyptian,68 which were not 
frequent in pre-Amarna BD productions,69 can sometimes 
point to a modernising will that was inconsistently applied 
throughout a given spell. Hieratic signs are rarely attested 
in the two cursive hieroglyphic witnesses, but tended to be 
used by an individual scribe for certain graphemes,70 and 
could be introduced when the space was limited (such as 
at the end of columns71 or when overlooked signs needed 
to be squeezed in fig. 9.7), or where the writing surface 
obliged copyists to adopt uncomfortable positions, such as 

67 It should be noted that orthographic tendencies have not been 
the subject of a monograph since the work of Dévaud (1924) on 
hieratic manuscripts of the period between the Twelfth to the 
Eighteenth Dynasties and is mainly based on non-religious texts. 
I would like to thank Huw Twiston Davies for this reference.

68 Cf. the spelling of gwA (Wb. V, 159) in pHanover 1970.37 (see note A 
in fig. 4.2, which follows Late Egyptian patterns: Munro 1995a, 14, 
note a to BD 102) and TT 11 (note A in fig. 4.1) and the use of double 
determinatives. The orthography of qaH (n. 8 in figs. 4.1 and 4.2.) 
could be also influenced by Late Egyptian (Dévaud 1924, 18, 8*).

69 Munro 1988, 175-184.
70 The quantity and type of hieratic signs has proved to be a 

distinguishing criterion between the scribes who decorated 
the west wall of the burial chamber in TT 11, since one copyist 
resorted to hieratic predominantly for birds, while a second opted 
for this script more frequently. See also n.73.

71 The scribe of TT 87 also changed the cursive hieroglyphs of his 
model into hieratic at the bottom of some columns (Lüscher 
2013, 56 h).

Figure 9.6. Two examples of insertion of 
signs with fresh ink, to modify an already 
written word (in xwxwt <m> Hd in BD 
26) and to add a missing determinative 
(in pfA rrj in BD 112). © Djehuty Project/
M.Á. Navarro.
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in corners and on ceilings.72 They may also appear when 
the scribe was in doubt about the correct form of the sign,73 
or at random points in the composition as he mechanically 
turned to the graphemes he used most and had learnt first.

72 The scribe who decorated the right-hand part of the west wall of 
the burial chamber in TT 11 used four times more hieratic signs 
than his colleague in charge of the left-hand part, but the ‘mapping’ 
of this feature indicates that 50% of these signs are concentrated in 
the final three columns before the corner. This ratio might indicate 
handedness, because a right-handed scribe would have felt less 
comfortable in the corner between the west and north walls than 
a left-handed one.

73 Haring 2006, 9.

The polyorthographic nature of the Egyptian writing 
system,74 the pictographic character of cursive hieroglyphs, 
and the flexible forms in which signs could be arranged75 
allowed copyists to adopt a variety of strategies and 
solutions where they could display their command of the 
writing system. Among these were: the free use of phonetic 
complements and determinatives; differing renditions of 
dual- and plural morphemes;76 the adoption of more iconic 
or logographic spellings; the exchange of equivalent 

graphemes ( / , / , / ); varying 

degrees of sign elaboration (including sportive forms of 
logograms and of the enlarged determinatives in BD 42); 
and the use of more compact or less dense arrangements.77 
Such variations do not affect the underlying meaning of 
the words themselves, but can enrich them where 
determinatives were rendered playfully, used as visual 
puns78 or perhaps to introduce slight connotational 
nuances. To borrow Jasper’s explanation: “The notion of 
‘copying’ permitted Egyptian scribes to implement creative 
and fairly ingenious solutions by exploiting the possibilities 
of the hieroglyphic writing system, whilst remaining 
faithful to the original content.”79

Scribes strove to produce a justified text, leaving as 
few blank spaces as possible. The adjustment of the text to 
the available space was normally achieved by cramming 
or enlarging signs towards the bottoms of columns, the use 
of space-saving hieratic signs, or the addition or omission 
of phonetic complements.80 Sometimes more creative 
strategies were essayed, which indicate that the scribe 
was actively involved with the text. An instance of such 
conscientious work can be found towards the end of BD 
114 in TT 11. Envisaging that a blank space would be left in 
the last column if he followed his model literally, the scribe 
chose not to use a personal pronoun but instead the name 

74 Hussein 2017, 309-311. A polyorthographic system produced 
words with different spellings, so that several written forms of a 
given language could coexist.

75 Polis 2018.
76 See note C in figs. 4.1 and 4.2.
77 An extreme case is the spelling of jxmw-wrd in pHanover 1970.37 

(note B in fig. 4.2).
78 Notice the case of tbty ‘feet/ soles of the feet’ in BD 42 in TT 11, 

where the scribe wrote a determinative not attested elsewhere 
(Wb. V, 361, 9-362, 14; Lapp 2017, 210-211; Walker 1996, 79-80).

79 Jasper 2017, 49. Synchronic and diachronic orthographic 
divergences among different witnesses of PT and the Book of 
Caverns have recently been dealt with by Hussein 2017; Jasper 
2017; Werning 2017; Landgráfová 2015.

80 See n. 78.

Figure 9.7. Addition of skipped words in hieratic in the 
passage of BD 25 (West wall, col. 82): sxA-n=j rn=j m pr ... 
“I have remembered my name in the house of...” © Djehuty 
Project/M.Á. Navarro.
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and title of Djehuty, and filled the whole space81 (jnD-Hr=Tn 
bAw 3mnw mj rx=j Tn < jnD-Hr=Tn bAw 3mnw mj rx Tn jmj-r 
prwy-HD 9Hwty, mAa-xrw, fig. 9.8).82 This also indicates that 
the scribe understood what he was copying and slightly 
modified the content, well aware of the changes entailed 
in the word order. Such a modification hints at the literacy 
of the person involved in the editing of the composition in 
its very last stage of transmission.

81 The possibility of extending or contracting the deceased’s titles 
(and filiation) in made-to-order exemplars offered scribes a 
flexible device to negotiate the space available on the writing 
surface. For the papyrus of Nw, pLondon BM EA 10477, see Lapp 
1996, 19-20. Notice that a single title registered on the ostraca of 
Nakhtmin might be expanded on the walls of his burial chamber 
to include other functions, to better fit the column length (Lüscher 
2013, 61b, 84n).

82 Lüscher 2012, 156d for parallels.

Some material evidences which have yielded 
excellent results for papyri in tracking the attitudes of 
scribes towards their compositions, such as the pattern 
of writing tool refilling, have proved to be of limited 
value when applied to texts from the burial chamber 
of TT 11. On horizontal surfaces, a distinction can be 
often made between meaningful dippings (where the 
rush was refilled at natural units of the text, or the 
beginnings of columns or lines) and mechanical ones 
(where it was refilled at random places or within words). 
The former indicates that a scribe was more concerned 
with the meaning of a text, and therefore mentally 
engaged in the copying process - betraying at the same 
time his level of literacy - while the latter shows that 
he instead paid more attention to the formal aspects of 
the composition.83 Very few strokes were executed with 
the same penful of ink on the walls and ceiling of TT 11, 
given that refilling was normally done within a word 
or even within an individual sign, and it is often not 

possible to detect where the rush was refilled (fig. 9.9).84 
There are several ways to account for differences in 
dipping patterns between the two writing media: a 
layer of gypsum absorbed the ink more quickly than did 
papyrus; vertical surfaces posed more problems than 
horizontal ones (perhaps less ink was used to avoid the 
possibility of drips); and scribes may have been more 
worried about the quality of the end result and strove 
to obtain an even appearance. Nonetheless, rhythms 
of ink dipping in TT 11 are useful insofar as they help 

83 Both Allen (2002, 77 and Appendix B) and Parkinson (2009, 90-92, 
106-107) have called attention to redippings in Middle Kingdom 
texts, and their method of analysis has successfully been applied 
to New Kingdom miscellanies (Ragazzoli 2017a, 106-107; Ragazzoli 
2012, 211-214) and funerary texts of other periods (Verhoeven 
2017, 64-66; Regulski 2015, 310-314; Ragazzoli 2012, 212).

84 Similar problems have been detected in ink graffiti on vertical 
surfaces by Navrátilová (2015, 258-261), and in pottery vs 
limestone ostraca by Hagen (2012, 187).

Figure 9.8. Reworking of the final passage of BD 114 to fill in 
the whole column (ceiling, register I, cols. 57‑58) © Djehuty 
Project/J. Latova.
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us to distinguish between scribal hands (fig. 9.9).85 The use of fresh ink can also 
serve to identify pauses in the copying process, acts of going over what had already 
been written (fig. 9.10), or of resuming the copying, at which point the scribe could 
introduce errors of repetition or omission (fig. 9.11). Finally, they point to the stage at 
which corrections were introduced (fig. 9.6).

To conclude and regarding the work with the images, the differences between 
the two witnesses of the vignette of BD 102 (figs 9.4.1 and 9.4.2) could be due to the 

85 One scribe demonstrated greater distance between the dippings (every two or three signs) and a less 
marked tendency to retouch the final sign written with the new penful of ink.

Figure 9.9. Patterns of ink 
use (refilling of the brush 
are marked by arrows and 
retouching of signs by stars) of 
two scribes who decorated the 
west wall of the burial chamber 
of TT 11 © Djehuty Project/J. 
Latova.
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could embellish certain core elements (presence or 
absence of divine attributes), make changes to clothing 
and attitudes of the characters (sitting, standing, 
sailing), and add extra details.89 One cannot exclude 
the possibility that the inclusion of details might, to a 
certain degree, have derived from the assimilation of 
nearby vignettes. This could explain the presence of a 
female deity in both BD 102 and 99B (here depicted with 
the Hathoric headdress) in pHanover 1970.3790 that is 
absent from TT 11 and other manuscripts.

One may venture that images in Vorlagen would have 
been accompanied by brief descriptions, which would 

89 Such changes are not infrequent in later papyri derived from the 
same model: cf. Spells BD 18, 40, 85, 72, 44, 45, 134, 71, 68+91, 114, 
144 in pTasheritenaset (Munro 2011) and pLondon BM EA 10558 
(<http://totenbuch.awk.nrw.de/objekt/tm57267>, last accessed 
28.12.2018) and BD 136A, 65, 78, 82, 81A, 102, 31, 38B, 104, 145, 126, 
110 in pCairo JE 95838 (Lucarelli 2006) and pLondon BM EA 10064 
(Munro 2001). Minor differences between witnesses copied from 
the same Vorlage are attributed to unclear elements in the model 
or appear “im Rahmen der individuellen Gestaltungsfreiheiten des 
Künstlers” (Töpfer/Müller-Roth 2011, 99).

90 Munro 1995a, 24, Photo-Taf. 6. Milde (1991, 103) already 
commented that “this scene brings to mind the vignette of BD 99 in 
the same papyrus”.

use of two independent models, to the combination of 
several Vorlagen,86 or to an accepted degree of flexibility 
in the execution of a scene.87 In the latter case, one may 
consider the existence of a basic scheme,88 composed of 
a barque plus a falcon god, and normally including the 
deceased, but that the actual execution of this model was 
fairly flexible, with the result that scribes/draughtsmen 

86 Descriptions of BD 102 vignettes in New Kingdom sources in Milde 
1991, 103-104; Munro 1988, 97.

87 In BD vignettes of the Theban recension “grosse Varianz herrscht 
und es trotz gleicher Motivwahl ansonsten praktisch keine direkten 
Dubletten gibt” (Lüscher 2007, 28).

88 Hartwig (2012, 19) describes the hypothetical copybooks used for 
the decoration of tomb walls as: “rather than being catalogues 
of specific scenes or texts, copybooks were probably summaries 
of basic types of scenes, outlines of picture programs, and 
information on the canon, color symbolism, and other important 
references.”

Figure 9.10. Minor retouches of three signs with new ink, 
pointing at reviewing acts. © Djehuty Project/M.Á. Navarro.

Figure 9.11. Dittography of jm resulting from an interruption 
in the work flow when the brush was refilled with ink, in the 
sentence jmm n=j a=k “give me your hand” (BD 86, west wall, 
col. 10). © Djehuty Project/M.Á. Navarro.
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set a paradigmatic version or framework of basic elements that could be expanded by 
draughtsmen/scribes through variations. A caption to the vignette of BD 102 (or BD 136) 
in a contemporary papyrus includes an additional comment before the title of the spell 
that could be regarded as a form of instruction, bearing practical information that was 
not meant to be passed on in copies: wjA aA n Ra hAyt r wjA jn NN “great wia-barque of Re, 
descending into the wia-barque by NN”.91 Alternatively, the copyist might have received 
written or oral instructions on the type of scene to be executed and its location, which 
were very seldom reflected on the final product.92

Differences between the colour scheme of the enlarged determinatives of gods 
in BD 42 of TT 11 and pHanover 1970.37 (colourless in the former and polychrome 
but conventional in the latter) and the vignette of BD 102 (with a richer palette in the 
latter) may indicate a relative freedom of execution within certain conventions. Indeed, 
examples of ‘dublettes’ or exact copies of the same images are rare, and their existence 
points not only to the use of the same model but also to execution in the same workshop 
and probably by the same hand,93 which is not the case for the witnesses analysed here.

Ancient textual and iconographic artefacts or monuments are products of specific 
historical contexts, which play host to a wealth of information on the processes standing 
behind their conception, production, and use. The burial chamber of the tomb of Djehuty 
(TT 11, c. 1470 BCE) is an interesting case-study for addressing issues related to the 
mechanisms underlying the transmission of funerary texts and images during the first 
stages of the Book of the Dead recension. The operations of selecting, combining, and 
copying spells and vignettes onto the walls and ceiling of Djehuty’s chamber were shaped 
by human and material aspects. A minute analysis of the textual sequence - paying 
attention to its components and distribution - of mistakes, emendations, orthographic 
tendencies, space adjustments, patterns of brush use, and execution of vignettes, shed 
new light on the human actors, both the commissioner of the monument and the scribes 
who executed the decoration, and on the socio-cultural and material contexts in which 
they operated. Such an analysis should take place in a wider evaluation of the whole 
decorative programme of the tomb chapel and of its owner’s career.

91 Papyrus of 4-n-wsrt, pWien Vindob Aeg. 10.994-10.997, temp. Hatshepsut/Thutmosis III-Amenhotep II, 
Thausing/Kerszt-Kratschmann 1969, pl. 6; cf. Milde 1991, 103-104.

92 Ragazzoli 2010, 232-234. See Scalf 2015-2016 for later examples (but cf. Verhoeven 2017, 42-43).
93 Lüscher 2007, 27-29.


