
الملخص

التمثال المجزأ للجنرال الشهير نيشور والمسمى أيضاً "ْبسامِتك-ِمنخيب"، أصله من مدينة مين��ديز، و ق��د اس��تقطب اهتم��ام جي��ٌل

كامل من علماء المصريات، وخاصة بسبب النص الهيروغليفي المنقوش عليه. منذ لحظة اكتش��اف التمث��ال تم النش��ر والح��ديث

في تورين��و حص��ل علي��ه في ع�ام المص�ري  المتحف.1947عنه عّدة مّرات، تم الكشف عن هويته ألول مرة في القاهرة ع��ام 

 بعد رحلة طويلة انتق�ل من خالله��ا م��ا بين العدي��د من المجموع�ات والم��زادات األوروبي��ة الخاص��ة. لق��د تغيّ��رت مع��الم2002

 اختفى الجزء السفلي من العمود الخلفي األص��لي وأض��يف عوض��اً عن��ه:2002 و 1947التمثال تغيراً ملحوظاً ما بين عامي 

وجه حديث. يتابع هذا المقال مسيرة الرحلة الطويلة لتمثال نيشور من القاهرة إلى تورينو، وُيس��لّط الض��وء على فّعالي��ات س��وق

اآلثار المصرية في داخل مصر وخارجها خالل القرن العشرين، وعلى الَدور ال��ذي لعب��ه علم��اء المص��ريات وبالتحدي��د أولئ��ك

الذين وّثقوا وكتبوا عن التمثال.  
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The fragmentary statue of the famous general Neshor called Psamtek-Menekhib, hailing from the city of 
Mendes, has been an object of interest for a generation of Egyptologists, in particular for its hieroglyphic text. 
Published and cited many times since its discovery, the statue was first identified in Cairo in 1947. After a 
long journey through some European private collections and auctions, it was acquired by the Museo Egizio 
in Turin in 2002. Its condition changed significantly between 1947 and 2002: the lower part of the original 
back-pillar disappeared and a modern face was added. This article traces Neshor’s long journey from Cairo 
to Turin, shedding light on the practices of the Egyptian antiquities market in Egypt and abroad during the 
20th century, and on the role played in it by Egyptologists such as those who documented the statue.

 Article 

The Long Journey of Neshor from Cairo to Turin
Maxence Garde, Matteo Lombardi

Introduction
The fragmentary statue Suppl. 19482 of the famous 

Neshor called Psamtek-Menekhib from Mendes (a 

well-known Saite official of the 26th Dynasty), cur-

rently housed in the Museo Egizio in Turin, has been 

recognized by specialists and philologists since the 

beginning of the 20th century as a remarkable exam-

ple of the period. The main role of Neshor was to 

supervise, and ensure security at, the Egyptian bor-

ders. In addition to his honorific titles and epithets, 

his many administrative offices show that he played 

a leading role in the Egyptian army, and represents 

a good example of the military face of the Egyptian 

administration in the late Saite Period.

While this statue has been previously published,1 its 

modern history still needs to be clarified. After 1947, 

when it was identified for the first time in an an-

tiquities shop in Cairo, the statue suddenly disap-

peared from the antiquities market to resurface only 

in 2002, when the Museo Egizio acquired it at Vene-

tian border customs. It was then kept for some years 

in the storerooms of the Museo Egizio, before again 

attracting the attention of Egyptologists in 2010. An 

important monument for the late 26th Dynasty, the 

statue is now fragmentary, missing its lower part 

and back pillar. The presence of a modern face rep-

resenting a pharaoh reveals the impact of modern 

history on the appearance of such objects.

http://10.29353/rime.2022.4338
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Fig. 1: Statue Turin S. 19482 in its present state. Photo: Museo Egizio, Turin.
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This article aims to present the artistic features of 

this statue, which is a good example of a Late Peri-

od private monument, as well as to present a series 

of archival photos together with new facsimiles and 

translations of its autobiographical texts. Finally, we 

will trace the journey of the statue through the Egyp-

tian-antiquities market for over fifty years, bringing 

new contributions to the understanding of the net-

works, attitudes, and approaches of the actors in this 

market, which deeply impacted the formation of the 

great museum collections of Egyptian art.

1. A fragmentary bust of an official 
in the 26th Dynasty
Among the artworks today displayed in the Mu-

seo Egizio in Turin is a fragmentary statue (Sup-

pl. 19482) of a famous official, Neshor named 

Psamtek-Menekhib (Fig. 1), dating from the 26th Dy-

nasty. In its extant character, as well as in its details, 

the statue is a fitting example of the artistic trends of 

the period. Originally thought to be carved in basalt, 

a favorite Late Period material for sculpture, a clos-

er inspection reveals that it is of granodiorite.2 With 

a polished surface typical of Late Period sculptures, 

the bust is modeled with great attention to certain 

details of anatomy.

Its dimensions, in its current state, are:

Whole statue: h 42 cm, w 32 cm, d 20.5 cm (26 cm 

including the modern face); 

Left fragment: h 42 cm; w 19 cm; d 20.5 cm; 

Right fragment: h 23.5 cm; w 13 cm; d 17 cm; 

Back pillar, right half: h 26.5 cm; w 10 cm; d 3 cm 

Back pillar, left half: h 13 cm; w 9 cm; d 3 cm; 

Width of hieroglyphic columns: 3 cm; 

Face: h 25.5 cm; w 15 cm; d (at the nose) 5.5 cm; 

Ears: h 6.5 cm; w 4 cm. 

The first characteristic of this figure that catches our 

attention is the modern face that has been added 

where the original was missing (Fig. 2). The restored 

part of the face can easily be distinguished, even 

though it seems to have been carved in the same ma-

terial as the ancient fragments (Fig. 3).3 The modern 

fragment has been joined with the two ancient ones 

using a resin that was painted on its surface in a dark 

Fig. 2: Statue Turin S. 19482 after Rosenbaum removed its modern face (see below, section 3.4). Photo: Michel Valloggia.
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color to match the stone. The new face of the statue 

was inspired by royal images and reproduces the face 

of a young king, identifiable by his uraeus and false 

beard (fragmentary). It is difficult to single out a spe-

cific source of inspiration, as the new face does not 

imitate any existing model directly, rather taking its 

inspiration from portraits such as that of Akhenaten, 

the Eighteenth Dynasty monarch, as well as those of 

Nubian kings from the Twenty-fifth Dynasty. Yet the 

proportions of the face do not match the Egyptian 

models, resulting in a face too narrow for the rest 

of the statue and appearing gently squashed when 

viewed in profile. These aspects of the modern face, 

combined with the fact that the plaster lines were not 

disguised, suggest that this addition may have been 

designed merely to fill in a missing part as a means 

to increase the statue’s market price, rather than to 

deceive a potential collector as to its authenticity.

Of the original part of the head and torso, apart from 

the noticeable ears and round wig, not many fea-

tures have survived. Set well under the neck, we can 

see the right collarbone, carved as an obliquely curv-

ing ridge, although slightly more discreet than other 

examples from this period.4 This particular feature 

has been widely discussed as an element indicating 

a geographical provenance from Lower Egypt during 

the Late Period. While most examples from this pe-

riod from Lower Egypt show slanted collarbones like 

on our statue,5 they are not present on every sculp-

ture from the Late Period,6 keeping us from defini-

tive conclusions. Under the collarbone, we perceive 

the upper part of the rounded pectorals, and the 

side view shows their projection emphasized by the 

receding line matching the fracture. An inscription 

written with modern Egyptian numbers can be seen 

on the broken surface of the right shoulder of the 

statue. The outlined number is painted in black and 

reads ٧١٨ (718), while there is a second inscription 

drawn with white paint and visible on the lower part 

of the same shoulder, reading 5. We will get back to 

these two inscriptions later in our article.

The fragmentary condition of the piece keeps us from 

identifying further characteristics, and also from tell-

ing whether the statue was originally standing or 

kneeling.7 This information would have been inter-

esting as, while Neshor is known through all of five 

monuments,8 indicating his leading role during the 

reigns of Psamtik II (595-589 BC) and his son Apries 

(589-570 BC), of these monuments only two are com-

plete enough to show the attitude in which he was 

portrayed.9 A high official from the army and part of 

the royal administration, Neshor was in charge of the 

customs operating at Egypt’s border. His military role 

might explain the fact that Neshor dedicated monu-

ments in various locations throughout his whole ca-

reer.10 The autobiographical inscription on the back 

pillar of our statue mentions Mendes (modern Tell 

el-Rub’a), a Delta city that achieved its greatest polit-

ical prominence during the Late Period.11 During the 

Twenty-Sixth Dynasty, King Apries built the southern 

part of the local temple (established in the Eighteenth 

Dynasty and rebuilt during the Ramesside period), in-

stalling four monumental granite naoi placed on lime-

stone bases.12 These naoi were dedicated by Amasis to 

the gods Shu, Re, Osiris and Geb and demonstrated 

the importance of the city for the Saite rulers. This jus-

tifies Neshor’s choice to dedicate one of his statues to 

the city and its deities, the ram-god Banebdjedet, the 

fish-goddess Hatmehit, and their son Harpakhered, 

as does the fact that Mendes was the most important 

center of the nome where he was established.

While being a significant example of a private stat-

Fig. 3: Statue Turin S. 19482 with its modern face. Photo: 
Vincent Pelisson/Maxence Garde.
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ue of a high-ranking Saite official, this fragmentary 

bust, with its addition of a modern face, does not 

seem to be a particularly eloquent document for 

this period. The sculpture is well-known within the 

Egyptological community, having already been dis-

cussed in a number of publications,13 but, since it is 

now part of the Museo Egizio’s collection, it is time 

to bring together different aspects of the ancient and 

modern history of the piece, alongside a new study 

of its inscriptions, in order to reveal the proper sig-

nificance of this monument.

2. Transliteration and translation of the 
texts on the back pillar
The hieroglyphic inscription preserved on the back 

pillar is laid out in six vertical columns on the back 

and a column on the left and one on the right side. 

All eight columns are incomplete, and the junction 

of the third and fourth column of the back pillar has 

been damaged by the splitting of the statue into two 

fragments (Fig. 4).

Our transliteration and translation of the texts on 

the back pillar take into account ancient photos, 

notes and drawings coming from the archives of B. 

Bothmer, J.-J. Clère and J. Yoyotte,14 other previous 

publications – from that of O. Perdu15 to the recent 

one by H. Bassir16 – as well as our own facsimile of 

the surviving parts, based on recent photographs 

and an epigraphic survey in the storerooms of the 

Museo Egizio in Turin (Fig. 5). The parts of texts on 

the lower fragment of the left half, today lost, are in-

dicated inside double brackets [[ … ]]. Notes are given 

for some words and excerpts that still present diffi-

culties in translation or epigraphic issues.

I. Back side, 6 columns, right to left: 
1 (j)rj-pa(t) HA(tj)-a xtmt(j)-bjt(j) smr-wat(j) mw-mSa hrw 

aHA aA-jb hrw dmDjt sHtp jbw w[[n qnd nb Hzwt Hr jpt nb(t) 

Fig. 4: Virtual reconstruction of Turin Suppl. 19482 with the now missing third fragment. Photos: Vincent Pelisson/Maxence 
Garde.
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(jmj)-r(A) mnfjt […] ]]
2 n nb=j njswt-bjt(j) 1aa-jb-Ra sA Ra WAH-jb-Ra anx-Dt 

dwA.n=j nTr sDm.n=j (nTr) [[xpr(.n=j) st n Aw gAjwt n(w)t 

BAw-Wrw n-zp [mj]tt […] ]]
3 1r WAH-jb wnn Hzw(t)=j xr nb tAwj m jsw n nn jrj.n(=j) 

Hnk.n Hm[[=f jxwt sxpr.n(=j) m awj[=j] Ds(=j) bt (?) wHAt 

(?) […] ]]
4 (irp?) nfr[wy](?) n [wHAt rsyt(?) k r(?)] n wa nb(?) [h(?) 

…]
5 Hr wD n jnr n bxn smn.tw=f m Hwt-nTr […]
6 m Smsw 1r-pA-Xrd nTr aA Hrj-jb 9dt […]
1 The noble and prince, the seal-bearer of the King of 

Lower Egypt, the sole friend, the wake for the army a 

on the day of fighting, the great of heart on the day 

of the frayb, the one who pacifies hearts [[becomes 

furious, possessor of favors on all accounts, the 

overseer of the menefit troopsc[…] ]]
2 for my Lord, the King of Upper and Lower Egypt, 

Haaibre, Son-of-Re, Wahibre, living forever. I praised 

god and listened to him. [[ I completedd the chapels 

of the Great Bas. Never was the [li]ke

[…] ]] 
3 Horus, Wahib. It is before the Lord of the Two Lands 

that my favors exist, in exchange for this that (I) have 

done. His Majesty presented gifts [[ which (I) created 

with (my) own arms [ (?) … oasis (?) … ] ]]
4 [the very] good (?) (wine?) [of the southern oasis (?), 

for every (?)e […]
5 on a stela of greywacke stone, which was set up in 

the temple […]
6 as a follower of Horus-the-Child, the Great God 

who resides at Mendes […]

Fig. 5: Virtual reconstruction of Turin Suppl. 19482 with the now missing third fragment. Photos: Vincent Pelisson/Maxence 
Garde.
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Right side, 1 column, right to left: 
1 [… nj]swt (?) Ns-1r Dd=f s nb jr.t(j)=f(j) pna m pr Ws-

jr-1apj m nn ntt m sSw HDj.[[tj=fj tjt=f Xntjw=f dj.n=f st n 

kjj xtj=f [st (?) …] ]]
1 [… the Ki]ng(?) Neshor, he says: As for every man 

who will cause disorder in the temple of Osiris-Hapy 

concerning those things which are in the writings, 

and who will dam[[age his image, and his statues, 

having given them to somebody else so that he (re)

inscribes [them(?) … ] ]]

III. Left side, 1 column, right to left: 
1 ntt prj(t) m pA Htp-nTr n BA-nb-9dt n […]
1 which comes from the divine-offering of Baneb-

djed and of […]

Notes: 
a The epithet mw-mSa is discussed with references in 

Bassir, ÉtudTrav 29 (2016), p. 22, n. 3. We translate 

the word mw with “wake”, following Perdu, BSFE 

118 (1990), p. 40 (“sillage”), which to us makes 

more sense as a “heroic” title emphasizing Neshor’s 

role in leading his troops to victory in the middle of 

the battle.
b As for the group , the sign  of the star has been 

widely discussed and two values have been pro-

posed, viz., dwA and dmDjt: for a summary, see Bassir, 

ÉtudTrav 29 (2016), p. 22, n. 4. We retain the second 

one, which seems to us more appropriate in the con-

text of this passage concerning Neshor’s qualities as 

a soldier and leader of troops. The expression hrw (n) 

dmDjt is often attested in texts concerning battle and 

battling between men or gods: see for example Wb. 

V, p. 461 and Wilson, A Ptolemaic Lexikon, pp. 1197-

98. Another possibility would be to read the star as 

a graphical variant or pun for grH (night: see Wb. V, 

pp. 183-85). In this case, we should translate this 

passage as “great of heart day and night”, once again 

alluding to Neshor’s gallantry on the battlefield.
c For the military title (jmj)-r(A) mnfjt, see Bassir, 

ÉtudTrav 29 (2016), pp. 22–23, n. 7.
d For the reading dwA.n=j nTr sDm.n=j (nTr) xpr=st n Aw, 

see Perdu, BSFE 118 (1990), p. 42; Spencer, in Bareš 

et al. (eds.), Egypt in Transition, p. 457; Jansen-Win-

keln, Inschriften der Spätzeit, IV, p. 392 n° 115. Bassir 

and Heise read instead dwA.n=j nTr sDm=j n xpr.t=sn 

arq.n(=j) (…), “I praised god that I heard (things) before 

they came to pass. (I) finished up …”: Bassir, ÉtudTrav 

29 (2016), p. 23; Heise, Erinnern und Gedenken, 2007, 

p. 203. In this case, the sign  is to be understood 

as a graphical variant of the verb arq “to complete” 

(proper of sacred monuments): see for example Wil-

son, A Ptolemaic Lexikon, p. 167.
e Bassir and Heise do not try to give a translation 

of this very badly preserved excerpt of column 4: 

see especially Heise, Erinnern und Gedenken, 2007, 

p. 204 and n. 515. We take into account the hypo-

thetical restoration given in Perdu, BSFE 118 (1990), 

p. 44 and p. 45, fig. 2(a): , with a nfrwy nisba 

to be referred to a reconstructed word irp (wine) at 

the end of column 3, and followed by a restored “n 

wHAt rsyt”. This “very good wine of the southern oasis” 

appears written with a similar sequence of hiero-

glyphic signs in the texts of another Neshor statue 

coming from Elephantine, now in the Louvre Mu-

seum (Louvre A 90): Perdu, BSFE 118 (1990), p. 44 

and p. 45, fig. 2(b). As for the expression “southern 

oasis” (wHAt rsyt) to indicate Kharga or Dakhla, see for 

example Osing, in Posener-Kriéger (ed.), Mé langes 

Gamal Eddin Mokhtar, 1985, pp. 179–82 and 189. As 

for the following , the preserved traces of hi-

eroglyphic signs remain difficult to understand: is 

 to be intended as a capacity measure for a wine 

offering, as Perdu proposed? It is worth remarking 

that Yoyotte’s transcription gives a  basket in-

stead of a .

3. From Cairo to Turin, the long journey 
of Neshor
As is well-known, the collecting of ancient Egyptian 

sculpture began significantly prior to the develop-

ment of archaeology and philology. Consequently, 

much material is out of context, even today.17 Fur-

thermore, a great majority of ancient Egyptian fig-

urative art is fragmentary, with the owner’s inscrip-

tion lost or incomplete. Historians must then de-

pend on the clues offered by iconography and style 

in order to establish the authenticity of an object and 

date it.18 When iconography has been unfortunately 

altered, making an object’s overall appearance odd-

ly distorted, our role is to understand when these 

changes occurred. A new field of study, called “prov-

enance research”, has recently arisen around this 

role, which retraces the modern history of artworks 

and their chain of ownership in order to recover ad-

ditional information that might have been lost along 
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the way.19 Studying the statue of Neshor’s modern 

history as a collectible helps us to understand how 

its identity shifted from ancient monument to an-

tique in a private collection, and finally to museum 

object. In the larger sense, its history raises questions 

about the roles of scholars and dealers in legitimiz-

ing and marketing antiquities at a crucial moment in 

the development of Egyptian art collections.20

This paper traces this sculpture’s provenance history 

to examine the art market and collecting practices 

of the early twentieth century, when collectors’ new 

interest in objects as historical documents made 

antiquities with a known provenance all the more 

valuable. Fragments such as this, acquired on the 

Egyptian antiquities market, are particularly impor-

tant for what they reveal about market trends and 

acquisition practices in the Middle East during the 

second part of the twentieth century, when major 

changes occurred within the international antiqui-

ties market. A proliferation of fakes and copies in the 

European market during this period undoubtedly 

led to rising concerns about the authenticity of ob-

jects.21 Collectors traveled outside Europe to enlarge 

their collections by purchasing antiquities in large 

numbers at low cost from local dealers.22 This statue 

representing Neshor emerged at a unique moment 

in the practice of collecting antiquities in Egypt and 

Europe. From the 1930s, the relationships between 

Egyptologists and dealers slowly evolved into a role 

of monitoring, photographing, and taking notes on 

any object likely to be of interest for their scholarly 

research or for the collections of the museums they 

collaborated with. Their visits were mainly directed 

to Cairo and Luxor, the two main antiquities trade 

centers in Egypt. Precisely for this reason, our inves-

tigation starts in Cairo.

3.1. Maurice Nahman
The journey of our statue begins in November 

1947, when three fragments of an ancient Egyptian 

statue of hard black stone were seen in the shop of 

Maurice Nahman23 (Fig. 6). These were described 

as “three (joined) fragments of a statue”24 by 

Jacques-Jean Clère, a French Egyptologist and pro-

fessor at the École Pratique des Hautes-Études in 

Paris. This description can be found in his “dealers’ 

files”,25 his personal records about various antiq-

uities he encountered, sometimes photographed or 

drawn, while visiting dealers in Egypt and France 

from 1927 to 1981.26 He most notably recorded in-

scribed monuments that he sometimes published27 

or could show to his students. The two men knew 

each other for a long time, and Clère visited the 

Egyptian dealer regularly. Maurice Nahman was 

a chief-cashier at the Crédit Foncier Égyptien un-

til 1924, when he retired and devoted himself to 

his antiquities gallery. His gallery was installed 

in a Cairene palace, 27 Sharia el-Madabegh, later 

known as “Casa Nahman”28 (Fig. 7).

The quality of the stone, its trimness and, most im-

portantly, the partly survived hieroglyphic inscrip-

tion, attracted the interest of Jacques-Jean Clère. As a 

philologist, he was particularly interested in inscrip-

tions, and so he quickly understood the importance 

of the three pieces despite their fragmentary appear-

ance. From the photographs that Clère took in 1947, 

we can see the original condition of the Neshor stat-

Fig. 6: Maurice Nahman in his gallery in 1945. Source: 
Maurice Nahman, Antiquaire. Visitor book and miscellaneous 
papers. 1909-2006. Brooklyn Museum of Art.
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Fig. 7: Interior of Maurice Nahman’s gallery around 1935. Photo: L’Ibis Gallery Ltd.

Fig. 8: Detail of the left side of the statue’s head in Nahman’s gallery showing the two inventory numbers M7509 and N9280. 
Photo: MSS Clère, The Griffith Institute, The Sackler Library, Oxford.
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ue at that time (Figs. 8-9). There is no certitude that 

these photographs show the exact appearance of 

the fragments when they were found, even though 

Maurice Nahman was acknowledged as a trustwor-

thy dealer, who would not separate fragments from 

a sculpture for the purpose of profit.29

Nahman was certainly the most important antiqui-

ties dealer in Cairo at that time. After World War II, 

the structure of the antiquities trade changed signif-

icantly. Since 1912, the dealers had to be officially 

registered in the Antiquities Service list of author-

ized shops.30 They were assigned a license number 

that had to be mentioned on every document issued 

after a transaction. Invoices and inventory journals 

had to be kept up-to-date and ready to be presented 

to the Service if needed. Nahman took advantage of 

these changes, establishing a new model of selling 

antiquities. He introduced himself as a purveyor to 

Egyptian collections, ensuring the overall quality of 

the pieces he was selling. He even used advertising 

to promote himself over other Egyptian dealers. Be-

yond his interesting commercial approaches, Nah-

man’s success was also due in large part to his un-

derstanding of Egyptian art as a scholarly field. That 

would explain why he was always keen to welcome 

foreign scholars to his gallery. Since some Egyptol-

ogists were proper buyers,31 Nahman figured out 

that being approachable for the Egyptological com-

munity would help him to build a solid reputation 

and attract new customers. Most Egyptologists were 

affiliated with institutions or museums and willing 

to buy antiquities recommended by their colleagues.

When Clère saw the three fragments in Nahman’s 

gallery, he wrote some notes to record the infor-

mation he would need to create a “dossier d’anti-

quaire” for it32 (Fig. 9). Thanks to his thoroughness, 

we know from his documentation33 that he saw 

the fragment in November 1947, accompanied by 

Georges Pose ner.34 This information about Georges 

Posener might explain why Clère took pictures of 

these fragments, although he was not studying in-

scriptions from the Late Period at that time. In his 

correspondence,35 Clère mentions that Posener was 

the one most interested in the statue’s inscriptions, 

as Posener was a specialist of the 27th Dynasty, also 

known as the Persian period.36

In his notes, Clère mentions three joined frag-

ments of a sculpture — the photographs show the 

two pieces we described earlier, along with a third 

fragment completing the right side of the statue. 

This third part displays more of the back pillar in-

scription, with the three lines of the right side (the 

breaks damaged the leftmost column, which is now 

difficult to read). The side of the fragment shows a 

section from the drop of the pectoral to where the 

kilt must have been before the statue was broken 

in pieces. There is no remaining detail of the cos-

tume, and the point of view of the photograph does 

not allow us to see the front part of the fragment. A 

closer look at the photographs (Figs. 8-9) allows us 

to observe two numbers painted in white, located 

on the left fragment, where the round wig meets 

the pillar. These two numbers read N9280 and 

M7509 and relate to the inventory policy of Mau-

rice Nahman for his antiquities. Some sold through 

his gallery still bear an inventory number, such as 

a fragmentary statuette of a vizier in the Metropol-

itan Museum of Art.37 These numbers were used 

by Maurice Nahman in the descriptions given in 

Fig. 9: J.J. Clère’s file ANT-47-D recording the information he 
had about the three fragments of Neshor’s statue. Photo: 
MSS Clère, The Griffith Institute, The Sackler Library, Oxford.
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his list of stock. An abstract of page 269 of Nah-

man’s ledger mentions a “Fragmentary statue body 

of black basalt bearing an inscription [of] 6 vertical 

lines on the back and cartouche [Haa]ibre in three 

fragments”,38 with reference to inventory number 

7509-9280 (Fig. 10).39 The number 37, handwrit-

ten between the two inventory numbers, means 

that these fragments were not sold while Maurice 

Nahman was running his gallery, until 1948. The 

remaining stock from his gallery was then divided 

between his heirs, who went on selling antiquities.

3.2. Robert Viola
Indeed, nine years later, in 1956, the three fragments 

were still in Cairo, based on the testimony of Jean 

Yoyotte, who mentions them in one of his dealer’s 

files from his archives kept at the Centre Wladimir 

Golenischeff (EPHE, PSL).40 Yoyotte recorded some 

of the artworks he saw while visiting antiquities 

dealers in Egypt and France, and collected his notes 

into nine notebooks. In the first of these, the frag-

ments from the Neshor statue are illustrated with 

both a drawing and a photograph under the number 

38 (Fig. 11). We read the name “Viola” as the refer-

ence for the fragments, but with no mention of the 

year Yoyotte saw them. However, he dated some oth-

er objects from the same notebook, so we are deal-

ing with a period between 1952-1956. There is an-

other mention “BVB 361”, referring to a photograph 

of Bernard Bothmer from the archives of the Corpus 

of Late Egyptian Sculpture (CLES).41

This collection of detailed notes, high quality photo-

graphic prints and negatives, mainly of photographs 

by Bothmer himself, and detailed translations and 

notes of the inscriptions by Bothmer’s life-long col-

laborator Herman De Meulenaere, is still housed in 

the Brooklyn Museum. The corpus specifically doc-

uments royal and private stone sculpture from the 

25th Dynasty through Roman times.

The mention of the CLES in Yoyotte’s notebook bears 

witness to the cooperation between Egyptologists 

who shared information about objects that caught 

their interest. Clère, Bothmer and Yoyotte had a 

shared curiosity for the study of Egyptian antiquities 

on the art market. This specialty helped them to keep 

track of the same monument over a long period of 

time. As we can see in the photograph from Yoyotte’s 

notebook, the three fragments are still together, and 

there is no modern face added to the statue at that 

time (as his drawing of the left-side view bears out). 

Even though this photo does not seem to bring 

more information than Clère’s pictures, the inven-

tory numbers painted on the left side of the round 

wig are no longer visible. This detail, along with the 

different background of the scene, indicates that the 

statue was no longer identified as belonging to Nah-

man’s collection at that time.

Robert Viola was Maurice Nahman’s second son and 

assisted his father in the antiquities trade, with his 

step-brother Robert Nahman (Fig. 12).42 He then 

became the general manager of the gallery owned 

by the late Albert Eid43 (1886-1950) located in Khan 

el-Khalili (Fig. 13), with Simone Eid, Albert’s wid-

ow. Robert Viola pursued the clearance of the gal-

lery’s reserve after the nationalization of the shop in 

1956. Viola left Egypt in 1963 for New York, where 

his son Lucien Viola opened a new gallery, L’Ibis 

Gallery Ltd, in 1971.

In a summary of his research for the CLES, Bernard 

Bothmer refers to other photos of the fragments that 

Fig. 10: Extract from Maurice Nahman’s ledger book for the 
reference 7509-9280. Photo: Courtesy of Lucien Viola
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Fig. 11: Extract from Jean Yoyotte’s dealers notebook showing the fragments of the statue of Neshor (lot 38). Photo: Centre 
Wladimir Golenischeff, EPHE, PSL, Paris.

Fig. 12: Robert Viola at age 23, in Cairo. Photo 
courtesy of Lucien Viola.

Fig. 13: The storefront of the Albert Eid & Co gallery in Khan el-
Khalili, Cairo. Photo: Claremont Colleges Digital Libraries.
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Fig. 14: Scan of Serge Sauneron’s photograph of Neshor’s statue. Source: The Corpus for Late Egyptian Sculpture, Egyptian, 
Classical Ancient Near Eastern Art Department, Brooklyn Museum of Art.

Fig. 15: Scan of an untitled and undated photograph of the fragments of Neshor’s statue. Courtesy of Olivier Perdu.
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were taken by scholars. Along with Clère’s pictures, 

we can see the mention of Serge Sauneron, who took 

more photos while the fragments were still with 

Robert Viola in Cairo. One photograph, referenced as 

“Serge S 1485”,44 is a right-sided view of the statue 

that does not allow us to confirm if the inventory 

numbers are still on the left fragment (Fig. 14).

Even if we are able to keep track of the fragments 

through these archival photographs or notes, some 

documents are difficult to date. With no mention of 

the place they were taken, or the name of a dealer 

or a collector, it is sometimes very difficult to garner 

information from a picture. This is the case with this 

shot,45 which shows the statue lying on a cloth with 

a flower pattern, protecting a wooden floor (Fig. 15). 

The three fragments can be seen both from the back 

and from the sides. We can clearly see that the in-

ventory numbers are no longer present, which in-

dicates that the picture was taken after November 

1947, when Clère saw the statue. We can only date 

this photograph from 1947 to 1971, when the statue 

reappeared in Cairo.

3.3. Sons of Farag el Chaer
The landscape of the Egyptian antiquities trade 

shifted during the late 1960s and early 1970s. The 

increasing legislation around antiquities established 

by the government limited the population of dealers. 

Many shops were closed and their remaining mer-

chandise was nationalized.46

The long-established clientele of these shops were 

not buying as many antiquities as before, so dealers 

had to sell their goods elsewhere. At that time, Egypt 

became an attractive destination for tourists, and 

the museum professionals or private collectors look-

ing for rare objects were replaced by wealthy tourists 

interested in buying a “souvenir” to remember their 

stay in the land of the Pharaohs. As the customers 

changed, so did the dealers’ attitudes towards ob-

jects. The rediscovery of the statue of Neshor is a 

good illustration of this new mindset.

In March 1971, while he was a young fellow of the 

Institut Français d’Archéologie Orientale, Alain Zi-

vie accompanied two colleagues visiting some an-

tiquities dealers’ shops in Cairo. While they were in 

Gamhouria Street, they entered the shop with the 

sign “Sons of Farag El Chaer, Antiquity Dealer”, reg-

istered under the license number 116 (Fig. 16).47 

Among the many objects stored there, Alain Zivie 

spotted a fragmentary statue in black stone. While 

copying the inscription on the back of it, he realized 

that it was a monument of Neshor, probably coming 

from the Delta. Interested in recording the object for 

a future publication, he then asked for photos of the 

statue to keep (Fig. 17).48

Based on this photograph, we can see that by 1971 

the statue of Neshor already had its modern face and 

was separated from its third fragment. These mod-

ifications happened while the Egyptian antiquities 

trade was trying to find new potential buyers among 

a less knowledgeable public. Dealers sometimes de-

cided to restore damaged statues in order to make 

them more attractive for a new kind of shopper, less 

interested in the archaeological importance of an 

object than by its aesthetic appeal.49 With the ma-

jor part of Egyptian antiquities being sold in Europe 

or the United States of America, Egyptian dealers 

found new customers, less concerned about the au-

thenticity of the object they bought than about the 

authenticity of their buying experience.

Fig. 16: Scan of letter headings of “Sons of Farag el Chaer” in Cairo. Courtesy of Alain Zivie.
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We have not been able to identify when the statue 

arrived in the shop of the “Sons of Farag el Chaer”. 

Since we know that Robert Viola left Egypt for the 

United States of America in 1963, he probably would 

have sold his remaining large antiquities to fellow 

Egyptian dealers. That might be when the statue 

was sold to the “Sons of Farag el Chaer”. Although 

we cannot be absolutely certain, the other invento-

ry number added to the fragments in Arabic script 

looks like those used by the shop owners on other 

pieces. The restoration of the Neshor statue could 

have been arranged by the “Sons of Farag el Chaer” 

as they were aware of the importance of the statue, 

based on its geographical origin.50 They may have 

taken advantage of the exceptional quality of the up-

per fragments to add a modern face imitating a royal 

portrait, and to sell it for a better price. Selling the 

third fragment was a better option, making the new 

statue easier to transport and thus more attractive 

for potential foreign buyers.51

In 1973, the owners of “Sons of Farag el Chaer” were 

arrested, like many other dealers,52 when Presiden-

tial Decree 114 was issued. Although most were 

released shortly after their arrest, the Egyptian an-

tiquities trade definitively moved from Egypt to Eu-

rope, together with the statue of Neshor.

3.4. Wladimir Rosenbaum
Clère, Bothmer and Yoyotte were also exchanging 

photographs with other scholars who might help 

them to keep track of these objects in private hands. 

As all were teachers,53 they frequently shared pictures 

of the monuments they saw on the art market with 

their students. Through their lessons, many young 

Egyptologists became acquainted with such monu-

ments. On January 20th 1972, one of Clère’s students 

at the EPHE, Michel Valloggia, showed him pictures 

of a bust he had seen in Ascona, Switzerland.

Valloggia sent a group of pictures he had received 

himself from Wladimir Rosenbaum,54 the owner of 

the Galleria Casa Serodine in Ascona (Fig. 18). The 

gallery was known for selling Egyptian artefacts 

among other classical Mediterranean antiquities.55 

Wladimir Rosenbaum (1894-1984) was a Swiss law-

yer, antiquarian and art dealer of Russian-Jewish 

descent (Fig. 19). In 1937 he and his wife, Aline Val-

angin, moved to Ascona, where he lived until 1984 as 

Fig. 17: Photo of Neshor’s statue when it was with “Sons of 
Farag el Chaer”, Cairo 1971. Courtesy of Alain Zivie.

Fig. 18: Casa Serodine in Ascona, Switzerland. Photo: 
Pymouss/CC BY-SA.
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an antiquarian and art dealer in the Casa Serodine. 

He was married a second time to the Swiss photogra-

pher and writer Anne de Valenti-Montet, and a third 

time to the librarian and actress Sybille Kroeber.

From March 25 to April 25, 1972, Rosenbaum or-

ganized, with the Galleria Arte Primitiva56 owned 

by Paolo Morigi, an exhibition of Egyptian art. The 

brochure he published for advertisement presented 

on the cover a photograph of the back of our stat-

ue of Neshor (Fig. 20). But only the two upper frag-

ments can be seen in the document. This copy of the 

brochure is now kept within the CLES in Brooklyn, 

and was attached to Bothmer’s notes on the statue. 

In fact, he received an invitation to the show from 

Rosenbaum, as there would be Late Period sculp-

tures included.57

As Clère and Bothmer both knew through different 

sources that the Neshor statue was now in Ascona, 

they updated their files and recorded new informa-

tion. Unfortunately, their records have come to us 

incomplete or scattered. In the CLES, the mention 

of the fragment being with Rosenbaum in Ascona 

in 1972 is in Bothmer’s summary of the history of 

the piece, but no document or photograph is direct-

ly attached to those from 1956 in Cairo. They are 

kept in a different file, mentioning a royal statue 

from the 26th Dynasty.

Although these two different locations for the same 

object are most likely due to the massive number 

of documents and references recorded in the CLES, 

there might be an additional reason for it. The bro-

chure from the 1972 exhibition seems to show that 

only two fragments were in Ascona; it does not, in 

fact, show the front of the statue. This may have 

led to the impression that the photos showed dif-

ferent objects and consequently to the duplication 

in the archives.

Two more photographs, both kept in the CLES un-

der the FERE reference system,58 help to assess the 

modifications that occurred on the statue (Fig. 21). 

These photographs allow us to see the inscriptions 

drawn on the broken surface of the right arm, as 

Fig. 19: Wladimir Rosenbaum (1894-1984). Photo courtesy 
of Schweizerisches Sozialarchiv.

Fig. 20: Brochure for the Egyptian Art exhibition at the 
Galleria Casa Serodine, March-April 1972. Photo: The Corpus 
for Late Egyptian Sculpture, Egyptian, Classical Ancient Near 
Eastern Art Department, Brooklyn Museum of Art.
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well as the new face that must have been added be-

tween 1963 — when Robert Viola left Cairo — and 

1971 — when the statue stayed with “Sons of Farag 

el Chaer”. Although these two photographs give us a 

better understanding of the condition of the statue 

at that time, we are missing a back view. The cov-

er photo of the brochure may not have been taken 

at the same time as the other two. Indeed, though 

we can see the inscription on the right arm, the two 

fragments are disconnected and the gap between 

them was not filled at that time. That means that 

the two fragments could have been exhibited in the 

1972 show in Ascona after being de-restored follow-

ing Wladimir Rosenbaum’s learning that the face 

was not genuine. But, even though he decided to get 

back to the previous condition of the statue, without 

any restoration, he still kept the modern face in case 

he needed to add it again to facilitate a sale. So the 

second restoration would have happened within a 

period between 1972 and 1984.59 The only way to 

narrow down this time span would be to know when 

the statue was sold and left Ascona. Unfortunately, 

neither Clère, Bothmer or Yoyotte mentions the stat-

ue again in connection with Ascona after 1972.

3.5. Galleria Geri & Casa d’aste 
Pandolfini
If we look further back through the files of the 

Museo Egizio for information on how the statue 

entered the collection, the previous owner men-

tioned having bought the sculpture in Milan. It 

seems that at that time the statue was the proper-

ty of Gallerie Geri,60 founded by Aldo Geri, brother 

of the famous dealer Alfredo Geri61 from Florence 

(Fig. 22). Our statue of Neshor seems to have been 

acquired by the owner in 1977, before being sold to 

a private collector from Treviso during the 1980s. 

This means that the restoration of the fragments 

into a single block with a modern face took place 

between 1972 and 1977, when it arrived in Milan. 

The private collector from Treviso was a woman62 

who then decided to sell the piece on the Italian art 

market. The sculpture appeared in the catalogue for 

an antiquities sale on the 18th of December 1998, 

Fig. 21: Scans of the photographs of the torso in 1971, while it was with W. Rosenbaum in Ascona, and of the verso with the 
FERE reference. Source: The Corpus for Late Egyptian Sculpture, Egyptian, Classical Ancient Near Eastern Art Department,
Brooklyn Museum of Art.

Fig. 22: Label of the Galleria Geri in Milan. Source: Di Mano in 
Mano.



66

staged by the auction house Pandolfini, located in 

Florence (Fig. 23).

The notice of the auction catalogue mentions the 

modern parts of the sculpture, and the photograph 

shows a new pedestal that would explain the pres-

ence of a mounting hole in the base of the bust that 

can still be seen today. The records of the sale show 

that this lot was not sold and was returned to the 

owner.63 As the auction result did not meet her ex-

pectations, the owner then tried to sell it outside of 

Italy four years later, in 2002.

3.6. Italian customs and arrival in Turin
The decision to present the sculpture to the border 

authority was made to legitimate its exportation and 

ties in with the provenance information given by its 

notice in the exhibition catalogue Anche le statue 

muoiono – Conflitto e Patrimonio tra antico e contem-

poraneo64 from 2018. When the owner brought the 

statue to the Italian customs office for cultural her-

itage, the statue was identified as a significant an-

tiquity that might need to be examined by a trained 

Egyptologist. As the Venetian customs offices did 

not have an Egyptian antiquities specialist among 

their staff, they contacted Anna Maria Roveri Dona-

doni, the Museo Egizio’s director at the time, asking 

for her expertise. She is the one who first recognized 

the importance of the sculpture and decided to buy 

it for the museum, taking advantage of the prerog-

ative of acquisition allocated by the Italian govern-

ment to public institutions. She charged Elisa Fiore 

Marochetti65 with the retrieval of the Neshor statue 

from the Venetian customs offices. That is how the 

bust entered the Museo Egizio collection. Howev-

er, the piece was not displayed in the galleries, but 

left in the museum’s storage. It was only rediscov-

ered, in a sealed wooden crate, by Matteo Lombardi 

in 2010, during an inventory session. As the crate it 

was kept in did not have any reference written on 

it, the sculpture was then recorded and assigned an 

inventory number, S. 19482.

In 2011, all the data available for the sculpture was 

recorded by Elisa Fiore Marochetti66 in a three-page 

document that explores how the piece came into the 

museum and gives some general information, such 

as its geographical provenance, a short description, 

its dating, as well as the condition of the piece. In 

Fig. 23: Notice for lot 25 of December 18, 1998 antiquities 
sale by Pandolfini – Casa d’aste in Florence. Photo courtesy 
of Pandolfini.

this section, a specific note is made: “Two longitu-

dinal fragments joined by modern grouting. The face 

may have been sculpted by reusing the now missing 

part of the bust, which was originally composed of 

three fragments.”67

No geological examination of this information has 

been carried out by the Museo Egizio so far to verify 

this hypothesis. Even if the dimensions of the third 

fragment, now missing, had been sufficient to carve 

the modern face in it, this theory would still remain 

questionable. The restoration would have been 

recognizable as such even by non-specialists. The 

addition of the new face would hardly have made up 

for the loss of the the third fragment bearing a part 

of the hieroglyphic inscription.

Conclusion
Our investigation of the “long voyage” of Neshor’s 

statue through 20th century Egypt and Europe, from 

the Nile Delta to Turin, has given us the opportuni-

ty to rediscover a significant page of the Egyptian 
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antiquities trade, bringing to light interactions be-

tween Egyptologists, collectors and antiquities deal-

ers during the second half of the 20th century.

It has also raised the question of restoration of 

antiquities for aesthetic reasons, even to the cost 

of diminishing the scientific value of an object. If 

our conclusion is correct that the restoration hap-

pened while the sculpture was with the owners of 

the shop “Sons of Farag el Chaer” in Cairo, these 

modifications reflect the shifting attitudes of an-

tiquities dealers towards objects during the 1970s. 

The relationship between dealers and objects was 

decisively transformed when potential clients were 

no longer prestigious private collectors or institu-

tions bent on collecting genuine and meaningful 

antiquities, but modern buyers brought by the re-

cent development of tourism.

Finally, this study compels us to reaffirm the im-

portance of developing research on museum col-

lections in storerooms, where lots of antiquities are 

still waiting to be rediscovered. Some objects may 

not be selected to be displayed because they feature 

modern additions; on the contrary, they should be, 

because their modified appearance tells us an inter-

esting story about their “modern history”. Bernard 

Bothmer pointed out that “[…] over the years too 

many controversial pieces have come to the attention 

of experts, curators, scholars, and having been spurned 

have forever disappeared from sight, often without 

even having been properly recorded with notes and 

photographs.”68 Neshor’s statue has avoided this 

fate, thanks to the connected work and research of 

this generation of scholars.
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39 Maxence Garde would like to express his sincere 
gratitude to Lucien Viola, who kindly brought this 
information to his knowledge and authorized the 
publication of this extract from Maurice Nahman’s 
ledger book.

40 Maxence Garde would like to thank Laurent Coulon 
for allowing these archives to be published. These 
three pages of Yoyotte’s notebook were scanned 
and documented by Sépideh Qahéri: see Qahéri, 
in Archives du Centre Wladimir Golenischeff (EPHE), 
https://archivescwg.hypotheses.org/57.

41 Bothmer, in Senor (ed.), Proceedings, 1954, pp. 69–70.
42 See Blattner, Le Mondain Egyptien, 1939, p. 298.
43 A catalogue of the former Albert Eid collection was 

published after the nationalization of part of its stock. 
Zayed, Egyptian Antiquities, 1962.

44 We also find this reference for the left photograph 
used in De Meulenaere and MacKay, Mendes II, 1976, 
pl. 21.c. The statue is then designated as “Cairo market 
(1956). Basalt torso of Neshor, son of Iuf-erer”. The 
two other photographs of the statue are negatives 
of photographs Serge Sanuneron 1481 and Serge 
Sauneron 1486.

45 Our sincere thanks go to Olivier Perdu, who shared 
this photograph with us.

46 See Albert Eid shop, or Hefnawy Ismaïl el-Shaer, in 
Hagen and Ryholt, The Antiquities Trade, 2016.

47 See Hagen and Ryholt, Scientia Danica. Series H, 
Humanistica 4, VIII, 2016.

48 Maxence Garde would like to thank Alain Zivie for 
sharing these photographs and providing valuable 
information regarding this statue of Neshor and the 
antiquities trade in Egypt at that time.

49 See Colla, Conflicted Antiquities, 2008.
50 According to Robert Demarée, who heard it from 

other dealers, the “Sons of Farag el Chaer” owners 
had business connections with the region of Mendes. 
The authors would like to thank him for sharing his 
knowledge and archives with us.

51 Dividing important objects into smaller fragments 
was a technique often used by dealers in order to get 
around the Antiquities Service’s vigilance, or to reduce 
shipping costs. In this case, the statue would have 
been more attractive for a foreign buyer if in a single 

piece (justifying the restoration), and if presented as a 
bust instead of a fragmentary statue in three parts.

52 This occurred after Egypt adhered to the 1970 
UNESCO Convention regarding the banning of 
the import and export of cultural property. In 
consequence of the ratification, many dealers were 
arrested and their stock was seized. Most of them 
were released shortly afterwards, but parts of their 
stock were nationalized. Such seizures occurred 
systematically for every antiquities trade shop after 
1983.

53 Jacques-Jean Clère was a professor at the École 
Pratique des Hautes Études in Paris and a visiting 
professor at Brown University; Bernard Bothmer 
was a professor at the Institute of Fine Arts in New 
York; finally, Jean Yoyotte was a professor at the École 
Pratique des Hautes Études, as well as at the Collège 
de France in Paris.

54 For a biography of Wladimir Rosenbaum and his role 
in the WWII art scene, see Kamber, Geschichte zweier 
Leben, 1990.

55 For another example of an Egyptian antiquity that 
went through the Galleria Casa Serodine in Ascona, 
see Christie’s, Antiquities sale of April, 26th 2012, 2012, 
lot 198.

56 This gallery was situated in Lugano and specialized in 
African sculpture.

57 The brochure has a handwritten note reading: 
“Thought this would interest you. Best regards”, signed 
by Rosenbaum.

58 The mention FERE refers to the Fondation 
Egyptologique Reine Elisabeth (today known as 
Association égyptologique Reine Elisabeth and 
hosted by the Musée royaux d’art et d’histoire in 
Belgium), founded by the Egyptologist Jean Capart 
(1877–1947) with the support of Queen Elisabeth 
(1876–1965), married to King Albert 1st. Hermann de 
Meulenære was the director of the FERE at that time, 
and a close colleague of Bothmer during the creation 
of the CLES. See Bothmer, in Limme and Strybol, 
Ægyptus Museis Rediviva. Miscellanea in honorem 
Hermanni De Meulenaere, 1993, pp. 1–6. See also 
Limme, BiOr 68/5-6 (2011), pp. 463–64. Maxence 
Garde would like to thank Marsha Hill for helping 
him identify this reference.

59 A letter sent to Bernard Bothmer by Wladimir 
Rosenbaum on January 10, 1984, contains some 
information about Rosenbaum’s retirement from 
the gallery’s activities. He also introduces the new 
manager to his loyal customers in order to ensure his 
succession. See Box 12, CH DL in Bernard V. Bothmer 
Archives, Biblioteca e Archivi di Egittologia, Università 
degli Studi di Milano. Maxence Garde would like to 
thank Patrizia Piacentini for allowing him to access 
these archives and for her support to his research. 
He would also like to acknowledge the assistance of 
Alessio delli Castelli during his visit to Milan.

60 The plural comes from the fact that there were 
up to three different galleries in activity under 
this name. The main location was in Milan, Corso 
Venezia 10. See the newspaper Corriere della 
Sera, Sunday edition, June 10th 1978. Available 

https://archivescwg.hypotheses.org/57
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at http://boscodellequerce.it/bdq/wp-content/
uploads/2013/07/780618p15-1203.pdf (online on 
May 18, 2020).

61 Alfredo Geri is the art dealer who was contacted by 
Vincenzo Perugia, widely known for the theft of the 
Mona Lisa on August 29, 1911. Geri met Perugia in 
the latter’s hotel room in Paris in 1913, together with 
the director of the Uffizi Museum, to authenticate the 
painting. He then tipped off the French police about 
the location of the painting, allowing the French 
authorities to recover it after almost two years of 
investigation. 

62 We could not find any further information about her 
identity. Personal communication from Elisa Fiore 
Marochetti.

63 Personal communication from Neri Mannelli, 
Pandolfini - Casa d’aste.

64 This catalogue was published for the exhibition 
organized by the Museo Egizio, the Fondazione 
Sandretto Re Rebaudengo and the Musei Reali Torino. 
See Del Vesco, in Ciccopiedi (ed.), Anche le statue 
muiono, 2018, pp. 78–79.

65 Personal communication from Elisa Fiore Marochetti.
66 Matteo Lombardi would like to thank Elisa Fiore 

Marochetti for providing him with this extract.
67 “Due frammenti longitudinali uniti da stuccature 

moderne. Il volto forse è stato scolpito riutilizzando 
la parte ora mancante del busto, che in origine era 
composto da tre frammenti”.

68 Bothmer, Miscellanea Wilbouriana I, 1972, pp. 25–31.
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