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Introduction – Beyond signs and structures
This thesis re‑examines  sculptural representations of the goddess Meretseger as an object of personal peity by questioning the sufficiency of semiotic and structuralist approaches within the study of Ancient Egyptian material culture. Building on Portfolio 1a[footnoteRef:1], which identified the limits of reading the Meretseger statuette as a closed system of signs, this research argues that such frameworks, while necessary, fail to account for the object’s material efficacy. Focusing on the Meretseger statuette (Ac. 37.1749E) currently held  in the Brooklyn Museum[footnoteRef:2] (the  statuette), this study contends that the object cannot be understood solely as representation but must be approached as a material mediator through which divine power was actively encountered. [1:  Alyson Greening, Is Semiotic and Structural Analysis Enough to Understand the Meretseger Statuette? (unpublished MA assessment. UWTSD 2026)]  [2:  Brooklyn Museum, Meretseger, 2026 vols (2025) <> [accessed 10/03/2026].] 

By integrating semiotic analysis with new materialist theory and a Foucauldian understanding of power, this thesis shifts attention from what the statuette signifies to what it does. Situated within the unstable geological environment of the Theban Necropolis, the  statuette functioned as a site where landscape, divinity, and discipline converged. Through its material form and placement, it enacted Meretseger’s authority as both protector and enforcer of Maat, operating as a technology of power that shaped embodied religious practice and internalised self‑regulation within the community of Deir el‑Medina.

Methodological Approach
This thesis argues that materiality and power are not  secondary to semiotic meaning; they are foundational to how the  statuette functioned as a physical site of authority and religious force. While traditional frameworks treat archaeology as a text to be "read," engagement with the material world demands more than an inventory of physical properties. Recent scholarship such as Lynn Meskell’s work in Object Worlds in Ancient Egypt contends that material culture does not simply mirror social values but actively instantiates lived experience through networks of practice, memory, and bodily encounter.[footnoteRef:3] [3:  Lynn Meskell, Object Worlds in Ancient Egypt:  Material Biographies Past and Present (Oxford: Berg, 2004).] 

Accordingly, this study posits that the statuette transcends it status as mere artifact; it is a materially mediated manifestation of the goddess – a vibrant presence whose power functioned as an operative force within domestic ritual environment.[footnoteRef:4]  While a semiotic approach facilitates the decoding of  symbolic language, its effectiveness is limited and risks reducing a dynamic religious object to a static one. To fully grasp the statuette's role, we must move beyond what it signifies and address what it does. By integrating New Materialist perspectives with a Foucauldian understanding of power,  the  statuette is revealed as a site of discursive and physical force. While the initial semiotic analysis in Portfolio 1a served as a necessary foundation, anchoring it within the established visual language of Egyptian religious art,[footnoteRef:5]  it struggled to account for objects as agential entities in their own right. [4:  Jane Bennett, Vibrant Matter: A Political Ecology of Things, Kindle edn (Durham, NC: Duke University Press, 2010).]  [5:  Alyson Greening, 'Is Semiotic and Structural Analysis Enough to Understand the Meretseger Statuette?' (Unpublished MA Assessment: Portfolio 1a, University of Wales Trinity Saint David, 2025)] 

To bridge this gap, this research  weaves together semiotic analysis with New Materialist perspectives. Utilizing Roland Barthes’s semiotic theory, the analysis distinguishes between the denotation - the literal, material make up of the statuette, and the connotation - the culturally mediated meanings generated through interpretation. However, because Barthes’s  framework ultimately renders the object a passive signifier, this study integrates approaches that foreground the vitality of matter.[footnoteRef:6]  Drawing on the work of Jane Bennett, materiality is redefined here not as  a dynamic set of forces where ‘Thing-power gestures toward the strange ability of ordinary, man-made items to exceed their status as objects and to manifest traces of independence or aliveness […]’[footnoteRef:7] [6:  R. Barthes, Music Image Text (London: Fontana Press, 1977).]  [7:  Jane Bennett, , loc. 213] 

Through this lens, the  statuette is understood as part of an assemblage; and intersection of stone,  sculptor,   ritual act, and Theban landscape. By adopting this onto-epistemological stance, representation and embodiment are no longer distinct from each other.  The statuette does not just signify Meretseger, it participates in enacting her presence.  This allows the artifact to be analysed simultaneously as a signifying image and as an effective manifestation of the goddess  that actively shaped the religious landscape of Deir el-Medina.
Finally, this research utilizes Michel Foucault’s theories of disciplinary power to examine the statuette a within the panopticon of the Theban Necropolis.[footnoteRef:8]  By treating the artifact as a site of divine surveillance, the methodology moves  toward an investigation of how religious material culture produces docile bodies through internalized control.  Meretseger’s identity as "She Who Loves Silence" is thus analysed  as a mechanism of control. The  silent, ever-present threat of the goddess, manifested through her  cobra form and the unstable topography of al Qurn, compelled  the villagers of Deir el-Medina to engage in constant self-regulation. The statuette acts as a mediator of power that redirects the mountain’s destructive capacity  into a structured hegemonic relationship that maintains the cosmic order of Maat, thereby ensuring the workmen’s obedience.  [8:  Panopticism is a concept developed by Foucault which states that constant surveillance causes an individual to internalise control and self-regulate behaviour.  It is fundamentally associated with the relationships between the powerful and the powerless and is a central facet of control.  In this case, the control the Egyptian gods had over the people through ritual and cult.  See:  Michel Foucault, Discipline and Punish: The Birth of the Prison (Penguin, 1977).
] 

Topology of the Theban Necropolis and the West Bank
The geology of the West Bank is defined by a vertical succession of three marine formations: the Tarawan Chalk at the base, the Esna Shale, and the massive Thebes Limestone crowning the plateau. This stratigraphy renders the landscape inherently unstable; the limestone peaks, including the pyramidal al-Qurn, sit atop weaker layers prone to failure. At Deir el-Medina, this instability is physically realized in the village's location on a proximal tilted block—the result of a massive geological collapse during the Pleistocene.[footnoteRef:9] [9:  Marie-Pierre Aubry et.al., 'The Role of Geoarchaeology in the Preservation and Management of the Theban Necropolis, West Bank, Egypt', Proceedings of the Yorkshire Geological Society, 61 (2016), 134–47 <>.] 
Figure 2  al Qurn, courtesy of Google Maps

This thesis argues that these geological weaknesses may not have been considered abstract hazards but the tangible manifestation of Meretseger’s nature. The unpredictable contact between shale and limestone, and the subsequent erosion that left tomb units prone to collapse, meant that the goddess’s "silence" was never passive; it was a state of high-tension instability. Deir el-Medina’s position in a valley basin further reinforced this, acting as a natural conduit for flash floods that carried limestone blocks and silicified deposits directly into the village.
In this context, the mountain was more than a source of stone to be carved; it was a source of constant risk. The workmen did not merely live near the mountain; they lived with its movements. The deep ravines and overhangs of al-Qurn—the ideal habitat for the scorpions and cobras that served as her biological avatars ensured that the threat was both geological and biological. Consequently, the erratic behaviour of the landscape—the falling rock and the sudden flood—was experienced as the physical agency of the deity. The authority of Meretseger was thus inextricably linked the surrounding landscape; Deir el-Medina was literally dominated by the dynamic and dangerous mass of al-Qurn, an environment where the unstable topography served as the ever-present, surveillant authority of the goddess herself.

 

Who was Meretseger?
Meretseger, the "She Who Loves Silence," was a biomorphic[footnoteRef:10]  and  chthonic[footnoteRef:11]  New Kingdom deity whose identity was inextricably bound to the physical landscape of the Theban Necropolis. As the protector of the region, her agency was not merely symbolic but was reinforced by the rugged, unstable rock of the mountain itself. The topography provided the natural habitat for the cobras she personified, effectively collapsing the distinction between the biological predator and the divine protector. Consequently, her authority was anchored in the looming, pyramidal peak of al-Qurn, which allowed her a position of literal and metaphorical oversight over the Valley of the Kings, the Valley of the Queens, and the village of Deir el-Medina.    [10:  Richard H. Wilkinson, The Complete Gods and Goddesses of Ancient Egypt (New York: Thames Hudson, 2003).26]  [11:  In this sense chthonic refers to a deity that is intrinsically bound to the earth.  Meretseger is physically embedded in the landscape. ] 

al Qurn was considered to be one of the entrances of the underworld; a liminal space where snakes would transition from nocturnal rest to daylight activity. However, Meretseger should not be understood merely as a resident of the al Qurn, but as the ontological entity of the peak itself. Her agency was not distinct from the physical limestone of al-Qurn; rather, the mountain’s looming presence and jagged materiality were the goddess in a state of constant, silent performance. Consequently, the craftsmen of the Theban Necropolis always sought to appease  Meretseger as part of embodied religious practice.[footnoteRef:12] As a localized deity of Deir el-Medina, she symbolised a complex dualism, functioning both as a nurturing protector of the Necropolis but also as an enforcer of  divine order.  In this way she was not only the ‘peak of the west’[footnoteRef:13]  but a manifestation  of cosmic justice. She punished those who violated the moral codes of Maat, for example, by stealing, acting as  a continuous spiritual reminder to the artisan community that the balance between divine mercy and the swift justice of the mountain was a delicate one. However, Meretseger was also  a forgiving deity, giving mercy and forgiveness to those who asked for it.  Evidence for this is shown in a number of stelae from Deir el Medina, including one currently held at the Museo Egizio in Turin (figure 3)  This stela depicts Meretseger in her cobra body form with the inscription,  [12:  Geraldine Pinch, Egyptian Mythology: A Guide to the Gods, Goddesses, and Traditions of Ancient Egypt. (Oxford: Oxford University Press, 2004).199 - 200]  [13:  Richard H. Wilkinson, 224] 

‘I was a heartless man, who could not tell right from wrong. I went against the Peak (Meretseger) and she taught me a lesson. [...] She returned to me, favourable, once she made me forget the sickness in my heart. He (Neferabu) says: Behold, let the ears of all who are alive on earth take heed: beware of the Peak’.[footnoteRef:14]  [14:  Museo Egizio, Stela of Neferabu, 2026 vols <> [accessed 18/03/2026].] 

Additionally, in the stela of Nakhtimen (figure 4), one can see Nakhtimen kneeling under the cobra form of Meretseger who is positioned alongside a table of offerings.[footnoteRef:15]   [15:  Egypt Museum, Stele of Nakhtimen N4194, (2026) <> [accessed 07/05/2026].] 
Figure  4 Stele of Nakhtimen 1279-1213 BC Louvre Museum N1494
Figure 3 Confessional Stela of Neferabu. 1292–1191 BC Museo Egizio Turin Cat. 1593



Although the Stele of Nakhtimen is less epigraphic than the work of Neferabu, both effectively illustrate the cult of Meretseger.  These penitential documents capture the tension of her dual nature both as moral arbiter and agent of Maat, and as merciful protector of the workmen of Deir el-Medina.  This dual role may have been vital for the community as it allowed them to negotiate the tension between divine retribution and the possibility of redemption. 
Figure  5  Statue of Amenhotep II protected by  Meretseger. Egyptian Museum, Cairo. JE 39394

Though she held a central place in local village life, Meretseger’s broader responsibility for the Theban Necropolis required her to shield the royal dead.  In figure 5 Meretseger is seen towering over Amenhotep II where here her protective cobra form is total and unambiguous.[footnoteRef:16]    This depiction of royal protection highlights how her punishing nature was not a separate trait, but a necessary function of her role as royal guardian.  [16:  Statue of Amenhotep II and Meretseger. JE 39394(b) <https://egypt-museum.com/statue-of-amenhotep-ii-and-meretseger/>.] 


Finally, Meretseger was not the only snake deity that inhabited the necropolis; she shared the local landscape with other serpent goddesses including  the deity known as Renenutet (figure 6).[footnoteRef:17]  Both goddesses embodied roles of protection but while Meretseger dominated the necropolis, Renenutet functioned to protect the interests of the villagers as a goddess of good harvest, protecting the grain from rats and other predatory rodents.[footnoteRef:18]  Both Meretseger and Renenutet are commonly represented as having a cobra body and woman’s head, although other iconographies exist including Meretseger with woman’s body and cobra head or a scorpion’s body and woman’s head.[footnoteRef:19]  It is perhaps unsurprising that serpent deities flourished in the harsh environment of the Theban necropolis which was dominated by snakes and scorpions. [17:  Renenutet Statuette. Cat. 408(a) <>.]  [18:  Richard H. Wilkinson, 225]  [19:  Richard H. Wilkinson, The Complete Gods and Goddesses of Ancient Egypt (New York: Thames Hudson, 2003).] 
Figure  6  Renenutet Statuette 722 - 322 BC Museo Egizio Turin Cat N. 408

 
Deir el Medina was abandoned in the late 20th Dynasty, and with it, the cult of Meretseger ceased.[footnoteRef:20] However, it should be noted that this was a gradual abandonment probably due to economic and political changes. Hence the Theban Necropolis itself may have continued to be inhabited and worked for a number of years after the main group of craftsmen left the village.[footnoteRef:21] [20:  A.G. McDowell, Village Life in Ancient Egypt: Laundry Lists and Love Songs (Oxford: Oxford University Press, 1999).239]  [21:  Ben Haring, 'Late Twentieth Dynasty Ostraca and the End of the Necropolis Workmen’s Settlement at Deir El-Medina', in Deir El-Medina through the Kaleidoscope. Proceedings of the International Workshop Turin 8th-10th October 2018, ed. by Töpfer, Del Vesco and Poole (Turin: Museo Egizio, 2022), pp. 44–62.] 


Analysis of the Meretseger  StatuetteFigure  7  Statue of the protective goddess Meretseger ca. 1427-1401 BC National Museum of Egyptian Civilization

Traditional approaches to the study of material culture in Ancient Egypt have tended to concentrate on the epistemological status of objects and how they conveyed religious knowledge and practice.  Within this framework, statuary has often been understood as a set of representations within a symbolic system rather than a set of straightforward representations.  For example, Assmann argues that ‘hieroglyphs are symbols that represent meaning […] visible signs that stand for something invisible in the same way that sacred symbols stand for the divine […]’.[footnoteRef:22] In this sense the statuette of Meretseger, acts as a visual metaphor rather than literal likeness.  Indeed, the many and varied ways in which Meretseger is seen illustrates that she cannot be literally depicted.  For example, while Figure 6[footnoteRef:23] depicts Meretseger in a protective stance, it offers a notably more nurturing representation than other sculptural examples, including the statuette currently under discussion. Therefore, this paper will now turn to an analysis of the statuette’s constituent symbolism through the framework of structuralist and post structuralist semiotics and the works of Roland Barthes and Levi Strauss.  It should be noted however, that these approaches are contemporary in nature and do not reflect Ancient Egyptian thought.  It is therefore essential that any analysis foregrounds the cultural context of Deir el‑Medina, so that interpretive frameworks are grounded in their proper context so that potential significance is not lost.    As Maskell argues, ‘[a statue] can be considered an embodied being in its original context, a non-object at its point of installation and cult worship, then reductively considered an art object in contemporary museum display’.[footnoteRef:24]    These theories are employed as exploratory mechanisms to examine how meaning is constructed through visual signposting. [22:  Jan Assmann, 'Semiosis and Interpretation in Ancient Egyptian Ritual', in Interpretation in Religion, ed. by Shlomo Biderstein and Ben-Ami Scharfstein (Leiden, 1992).88]  [23:  Statue of the Protective Goddess Meretseger(c) <> [accessed 11/03/2026].]  [24:  Lynn Meskell, Archaeologies of Social Life (Oxford: Blackwell, 1999)., p. 6] 


[image: ]The Brooklyn statuette of Meretseger (figure 7) is made of yellow sandstone, is approximately 35cms high by 12cm deep and 22 cms long and it is thought that she dates from between 1479 and 1400 B.C.E. She is set on a rectangular plinth and seen from the side one can see her cobra body as two loops, enabling a deep sense of movement.  Her size indicates that she was too big and possibly too heavy to be carried around and so it is reasonable to assume that the statuette was situated in a dedicated shrine or house altar. Even though it is likely that the statuette remained in a fixed place, there are indications that it was physically engaged with.  For example,   this is not a smooth sculpture and the sandstone is pitted in places.  This may infer tangible engagement with the statuette, possibly because via ritual handling. She is represented wearing a tripartite wig and a crown which encompasses a solar disk.   The absence of negative space prevents the eye from moving through the form,  prioritizing a planar encounter[footnoteRef:25] over a fully three-dimensional one. This also makes her less approachable than other iterations of her form.   For example, figure 7 has outstretched wings which invite the viewer to be almost literally drawn into her protective space.  In this sense  the lack of three-dimensional space in the Brooklyn statue implies that she is much more restrained and therefore more aligned with her punishing manifestation in comparison with her winged appearance. [25:  The adjective ‘planar’ suggests the object exists on a single flat plane or surface.  Whilst the statuette is evidently three dimensional, the eye’s inability to look ‘through’ a space above the coils results in a sculpture that is more akin to a relief.] 
Figure 8  Brooklyn Statuette of Meretseger

The elements that comprise Meretsegers crown in the statuette also invite close scrutiny. The catalogue description of the crown state that the solar disk is enveloped in a ka symbol but this is not entirley clear in the image, potentially due to  erosion of the stone or ritual handling.  The catalogue further describes the carving above the solar disc of Ra as a ‘vertical line above the disc [that] divides the apex of the roughly triangular crown’.[footnoteRef:26]  However, this may be a deliberately ambiguous  statement which reflects  uncertainty in the analysis and it may instead be a feathered crown. Indeed, such a crown can be seen in the depiction of Meretseger in Figure 9,  where in this case she is represented as a woman with a serpent’s head. Here, the crown is clearly visible, although there is an absence of a ka or solar disc.  In order to evaluate whether the statuette’s crown does indeed contain feathers,  Budde’s analysis becomes relevant.[footnoteRef:27]  Buddes  argues that the double‑feather crown symbolises divine rulership and authority. Moreover, Budde notes that “ideally, the double‑feather crown is so high that it reaches the sky or even ‘pierces’ it,” as illustrated by the Portrait of Queen Tiye (Figure 9), in which the crown is shown rising freely into the heavens unimpeded by any surrounding elements,  and the solar disc is clearly framed by Hathor horns.[footnoteRef:28]  However, this is not the case in either  Figure 9 or the Brooklyn statuette which both show Meretseger’s crown embedded within the stone of the sculpture.  Additional observations reinforce the catalogue’s reading that this feature is in fact a vertical line as opposed to a double feather crown.  For example, the Brooklyn statuette lacks any identifiable feather morphology. Figures 11 and 12 show that there is no meaningful separation between any presumed feather elements and the sculptural form into which they are integrated. In addition, the whole crown forms part of a triangle with one vertical line bisecting the top half rather than two discrete feather shapes.  [26:  Brooklyn Museum]  [27:  Dagmar Budde, 'Die Den Himmel Durchsticht Und Sich Mit Den Sternen Vereint.” Zur Bedeutung Und Funktion Der Doppelfederkrone in Der Götterikonographie', Studien Zur Altägyptischen Kultur, 30 (2002), 57–102.]  [28:  Staatliche Museen Zu Berlin, Head of a Statuette of Queen Tiye, 2026 vols (2026) <> [accessed 10/05/2026].] 
Figure 10  Head of a statue of Queen Tiye Neues Museum ÄM 21834
Figure 9  Statue of Goddess Meretseger with a Snake Head Ref. 1576

 

Read in this way, the crown functions to anchor Meretseger firmly into the mountain that she inhabits and governs. Thus, the statuette becomes the very embodiment of the goddess. However, caution is needed here as Figure 9 demonstrates. As previously discussed, this manifestation shows her feathered crown embedded in the stone.  This may indicate that she does have divine authority but, in her case, her chthonic nature binds her to the earth and the Theban Necropolis in particular.
Figure 12 Brooklyn statue view from the right
Figure 11  Brooklyn statue view from the left


Turning to other elements of her crown, the solar disk serves to embody her connection with Ra and her consequent divinely sanctioned authority, whilst the ka form signifies her life force as an active agent within the Theban Necropolis.  Her tripartite wig may operate on both a practical and spiritual level, as her hair acts a liminal threshold between her human identity and cobra form.
It can be argued, however,  that Meretseger’s ka is more than the formal elements held within the crown. By mimicking the natural geometry of the 'Peak of the West,' and taking the form of the mountain itself, she functions as a calculated semiotic device; it transforms her from a mere representation into a localized extension of divine authority and surveillance.   Furthermore, the very material from which she has been created, along with the way in which she has been sculpted - most notably in the rhythmic undulation of her coils - creates a sense of dynamic energy, suggesting a state of  constant, watchful motion.   She is, in a very real sense, both of the mountain and within the mountain. Consequently, to engage with the ka of the figure was to engage, not only with Meretseger, but with the very mountain, becoming  an active yet docile participant in her authority. 
The translation of Meretseger’s name merits important consideration. Interpretated as "She Who Loves Silence," there are profound relationships between the personification of Meretseger and the silent, stealthy movement of snakes within the limestone landscape which in turn represent a quiet but deadly vigilance over the necropolis.  In addition, the biological reality of Meretseger’s cobra form establishes a symbiotic relationship between the villagers and the sacred landscape; while the community remained acutely aware of the mountain’s divine authority, their participation in ritual ensures that she becomes a power for the protection of the community.
The traces of red paint demonstrate both the symbolic nature of colour and how it may become part of embodied experience.  Red was the colour of the desert, a place of chaos and danger.[footnoteRef:29] Since Meretseger was the “Mistress of the West”, the colour red further embodies her force within the harsh, unforgiving nature of the desert landscape.  The red paint may also indicate a warning of personal danger from her anger and wrath, personified by the biological reality of the snakes that inhabited the Theban Necropolis.  However, it may also suggest rejuvenation and dynamic force, thus further illustrating the dual nature of Meretseger’s personality. [29:  Richard H. Wilkinson, Symbol and Magic in Egyptian Art (New York: Thames Hudson, 1994)., p. 106] 

Finally, it can be argued that the statuette is not the result of pure human intention.  Taking a new materialist lens, this manifestation of Meretseger is not simply imposed upon the limestone, it emerges as the result of an assemblage of actors which includes the sculptor, the tools used, the material properties of the limestone and the demands of the landscape from which it was taken and recognises ‘the material agency of effectivity of nonhuman or non-quite-human things’. The Theban hills were not just a backdrop, but a dynamic force. The geological landscape—defined by its unique topography  and collapse patterns—actively shaped the daily lives of the villagers.[footnoteRef:30] The Brooklyn statuette can be said to be the tangible manifestation of this landscape, transforming abstract religious concepts into a concrete presence, not as a detached representation but a immanent agent  of the mountain’s authority, where the "thing-power"[footnoteRef:31] of the stone and the sacred agency of the peak are embodied as a particular force within the lives of the villagers of Deir el Medina.  Her triangular shape mirrors the mountain from which both the statuette and the stone came from, she is in every sense al-Qurn. [30:  Marie-Pierre Aubry et.al., 134–47]  [31:  ] 

Whilst Barthes situates Meretseger within a system of signs and signifiers, for Foucault, she would function as an element in the ‘machine’ that exists to uphold the discursive systems of power and control through her messaging as both punisher and protector.
Meretseger’s identity as "She Who Loves Silence" functions as a sophisticated mechanism of divine surveillance, where the acoustic stillness of the Theban necropolis is transformed into an active medium for her sovereign power. By manifesting as a cobra, her biological form integrates the threat of lethal violence into the daily sensory experience of the Deir el-Medina villagers, establishing a hegemonic relationship with the landscape. This is not merely a symbolic connection but a bio-political one: personal piety acts as a commitment to transform Meretseger’s   divine authority from destructive retribution toward communal protection.
This surveillance is physically anchored in the peak of al-Qurn.  As the personification of the summit, Meretseger occupies a literal high ground, her "gaze" reaching down into the village and the tombs alike. The mountain itself becomes a panoptic structure which served as a permanent visual reminder that their actions were constantly under surveillance. This dynamic is evidenced in the votive stelae dedicated by Neferabu and others, serving as a formal record of the goddess's influence.  By carving their repentance into stone, they were transforming individual suffering into a communal warning.  Ultimately, Meretseger exists as a dualistic power—a silent overseer whose mercy is never fixed, but a conditional state contingent upon the villagers' constant recognition of her capacity for violence. Peace, in this context, was not the absence of force, but the successful, ritualized management of a looming and pervasive threat which resulted in the self-regulation of discipline and adherence to Maat.
Conclusion
This thesis has demonstrated that the Brooklyn Meretseger statuette exceeds the explanatory limits of semiotic and structuralist interpretation. By adopting new materialist and Foucauldian perspectives, this study has shown that the statuette functioned as an active agent within the religious and social life of Deir el‑Medina rather than as a passive symbol.
Through its material composition, geometry, and visual archaeology, the statuette rejects distinctions between object, deity, and landscape. Its alignment with the shape of al Qurn and its embedded crown locate Meretseger’s authority firmly within the mountain itself, and in this role, the statuette functioned as a focal point through which personal piety and disciplinary power was internalised in acts of pious self-discipline.
Meretseger’s identity as “She Who Loves Silence” emerges not as a metaphor but as a mechanism of divine surveillance. The stillness of stone and the latent violence of the cobra established a panoptic condition in which adherence to Maat was maintained through embodied fear and daily self‑regulation. Ultimately, the Brooklyn statuette exemplifies how religious material culture in Ancient Egypt produced power not only through meaning, but through material presence and lived experience.
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