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“YTTENQN XPQ KYPI(E)” A Late Roman brass bucket
with a hunting scene

AMONG THE MOST interesting acquisitions by the Bena-
ki Museum in the last decade is an inscribed copper-
alloy bucket, inv. no. 32553 (lat. situla), which was on
display in the impressive exhibition, Everyday Life in
Byzantium at the White Tower, Thessaloniki (fig. 1).'
It was raised by hammering from a single sheet of metal
and is covered all over with a green, in some places
brown, patina. The sides are vertical and the base flat,
which gives the object a cylindrical appearance.” The
height (without the handle) is 10.7 ¢m, and the diam-
eter varies from 17 to 17.8 cm.

The semi-ellipsoid “lugs” (h. 1.4 c¢cm) are fixed on
either side of the rim of the bucket and have holes in
the middle for the handle which is made from a strong
polygonal curved rod. The two ends of the rod are bent
back to form closed hooks, thus fastening the handle to
the bucket.

The exterior of the bucket (fig. 2) has three bands
of decoration, divided by single rows of punched cir-
cles. The upper and lower bands are almost equal in
height (1.5 ¢m and 1.3 cm), while the central band
with a hunting scene measures 6.4 cm. When adding
the ornamentation the craftsman used as a “guide” six
pairs of incised lines running round the sides at regular
intervals; the precision of the lines indicates that they
were incised while the vessel was lathe-turned.’ Starting
from the top, the first two pairs of lines coincide with
the borders of the top band, thus defining the size of
the letters of the inscription (fig. 3). The two following
pairs enclose the bodies of the hunters from shoulder
to hip, the fifth is at the level of their calf and the sixth
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pair at the bottom of the lower band defines the lowest
point of the decorative surface. In spite of their use in
organising the decoration, these lines do not appear to
have restricted the craftsman’s freedom of execution,
as he has managed to avoid stereotyped, geometrical
forms. The technique used in the ornamentation is
largely responsible for this, as the shapes, letters and
decorative motifs have been executed with successive
annular punches and not with an engraving tool.

The upper band contains a Greek inscription in capi-
tal letters YTTENON XPQ KYPI(E) EN TTOAAOIC CE
XPONOIC KE KAAOIC EYTYXQC (Use this in good
health, master, for many good years happily); the start
of the inscription is indicated by the stylised figure of
a bird. The lower band has a zig-zag pattern and the
triangular spaces thus created contain dotted patterns
in the form of triangles.

The broad central band shows a hunting scene with
five figures in groups of two and three, chasing a lion-
ess and a leopard respectively. The hunters are naked
except for cloaks covering their front shoulder and calf-
length boots. Four carry large bossed ellipsoid shields.
Three are armed with spears and the other two hold
large stones. A hunting dog can also be seen, while
stylised trees and plants provide a suggestion of back-
ground scenery.

The principal figure of the representation appears
to be the hunter shown below the start of the inscrip-
tion with the hound at his feet. He has an additional
weapon, a sheathed sword at his thigh, while the cloak
flowing freely behind him adds to his significance.
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Fig. 1. The Benaki Museum bucket (no. 9) (photo: M. Skiadaresis).
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“YTIENQN XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

Fig. 2. The decorative scheme of the Benaki bucket

(drawing: K. Mavraganis).
Fig. 3. Detail of the decoration of the Benaki bucket.

The treatment of the figures is stylised, and pro-
vides little in the way of detail, but the basic lines of
the anatomy are accurate, with special emphasis given
to the muscles, so that the voluminous bodies exude
strength and power. The two animals are shown stand-
ing on their hind legs, poised for attack, a stance which
is repeated in all similar hunting scenes.*

The Benaki Museum bucket may be considered as a
new addition to a group of eight similar objects which
have been identified and studied as a unity, while a
Their
provenance —where available— is strikingly varied, rang-

tenth one appeared recently in the market’

ing from Mesopotamia and Palestine to East Anglia
and Spain. Unfortunately the Benaki vessel comes with
no indication of provenance. The list of situlae of the
group is as follows:*

1. Provenance: Kale e-Zerzevan, Mesopotamia, now
in Istanbul. Height: 23 cm. Decoration: Series of cros-
ses under an arcade. Tin(?) plated. Inscription: YITEP
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EYXHC KAI COTHPIAC ANTITIATPOY KAI ITANTOC
TOY OIKOY AYTOY KYPIOC ®YAAZI CAI (In fulfil-
ment of a vow and for the salvation of Antipatros and all
his household, Lord protect you);’

2. Provenance: Caesarea, Palestine(?), now in Rome
(known as the Secchia Doria). Height: 23.5 cm.
Decoration: Scenes from the life of Achilles (fig. 6).
Uninscribed;*

3.Provenance: Buefia, now in Madrid. Height: 15.5
cm. Tin(?) plated. Decoration: Hunting frieze. Unin-
scribed, with two Greek letters on the base;”

4. Unprovenanced, now in the Ashmolean Museum,
Oxford. Height: 13.5 cm. Decoration: hunting frieze
(fig. 4b). Uninscribed;"

5.Provenance: Bromeswell, Suffolk, now in
the British Museum, London. Height: 13.5 cm.
Decoration: hunting frieze (fig. 4a). Inscription: YTI-
AINON XPQ KYPI(E) KOMHC EN ITOAAOIC CE
XPONOIC KA[I KAAOIC] (Use this in good health,
Master Count, for many happy years);"

6. Provenance: Chessel Down, Isle of Wight, female
grave 45. Now in the British Museum, London. Height:
9.9 cm. Decoration: animal frieze (figs Sc, 7). Unin-
scribed;'

7. Unprovenanced, now in the British Museum, Lon-
don. Height: 12.7 cm. Decoration: animal frieze (fig. 5a).
Inscription: YITAINON XPQ KYPI(E) EN ITOAAOIC CE
XPONOIC META THC KYPAC KE [TON TIT]EAI(QN)
(Use this, master, in good health for many happy years
together with your wife and children);”

8. Unprovenanced, now in the Rémisch-Germanisches
Museum, Cologne. Height: 10 cm. Decoration: animal
frieze (fig. 5b). Inscription: YTTAINOYCA X[P]O KYPA
OEOA[Q]PAC XAPIC (Use this in good health, Lady
Theodora, [with] grace);"

9.Unprovenanced, now in the Benaki Museum,
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Fig. 4. The decorative scheme of two hunting buckets: a. the Bromeswell bucket (no. 5), b. the Ashmolean bucket (no. 4)
(after: Mundell-Mango et al. 1989, fig. 4 a-b).
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Fig. 5. The decorative scheme of three animal frieze buckets: a. the British Museum bucket MLA 1988, 10-1, 1 (no. 7),
b. the Rémisch-Germanisches Museum bucket (no. 8), c. the Chessell Down bucket, British Museum MLA 1869, 7-21,
136 (no. 6) (after: Mundell-Mango et al. 1989, fig. 5 a-b).
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“YIIENON XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

Fig. 6. The Doria bucket with scenes from the life of
Achilles (no. 2) (after: Age of Spirituality, no. 196).

Athens. Height: 10.7 cm. Decoration: hunting frieze
(figs 1-3, 10, 11). Inscription: YTTENQN XPQ KYPI(E)
EN TTOAAOIC CE XPONOIC KE KAAOIC EYTYXQC
(Use this in good health, master, for many good years
happily);”

10. Unprovenanced, now at Amherst College, Mas-
sachusetts. Height: 14.7 cm. Decoration: hunting sce-
ne. The mythological names of the four hunters are
inscribed in Greek: THPECIAY, AKTEQN, TTEPAIKAY,
YIIOAYTOCH

In their basic article on this group of objects Mundell-
Mango et al. discuss in detail their common character-
istics. The distinctive features of this group of buckets
are, in brief, their uniform shape, the use of identical
techniques in their manufacture and ornamentation,
and common epigraphic elements not only in the letter
forms but also in the content of the inscriptions. They
all have a flat base and an identical handle. Buckets nos
1, 2 and 3 have slightly tapering sides (fig. 6) while nos
1 and 3 have additional silver or probably tin plated
decoration, reminiscent of earlier Roman examples
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Fig. 7. The Chessell Down bucket, British Museum MLA
1869, 7-21, 136 (no. 6) (courtesy of the British Museum).

such as the impressive bucket with Bacchic decoration
in the J. Paul Getty Museum,"” which also has tapering
sides but is significantly taller (height: 33.5 cm), while
its overall appearence is more slender by comparison
with the group of buckets under examination. As for
their dimensions, nos 1 and 2 are the largest, with a
height around 23 c¢m, while no. 3, which has similar
tapering sides, is smaller (height: 15.5 cm); the remain-
ing examples have a cylindrical form and range from
9.9 to 14.7 cm in height.

Both the decoration and inscription of bucket no.
1 show that it was intended for a religious environ-
ment.'® Situla no. 2, known as the Secchia Doria, has
mythological iconography from the Achilles cycle; the
remaining eight buckets bear ornamentation related to
hunting, in the form either of a full-scale scene or of
a row of running animals, presumably a scaled-down
version of the scene. In most cases the running animals
frieze has been chosen for smaller vessels, such as exam-
ples 6, 7 and 8. However, for the central band of the
equally small bucket in the Benaki Museum (no. 9) the
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Fig. 8. Detail of the decoration of a cross. Munich, private
collection (after: L. Wamser, G. Zahlhaas [eds], Rom und
Byzanz [Munich 1998] no. 64).

craftsman selected a full scale hunting scene. It should
also be observed that three of the vessels, which clearly
relate to women, —no. 6, which was found in a female
grave and nos 7 and 8 which bear inscriptions referring
to women-— are all decorated with an animal frieze.
When inscribed, the buckets bear Greek inscriptions.
Nos 5, 7, 8, 9 contain a stereotyped, occasionally person-
alised expression (as in nos 5 and 8), wishing the owner
of the vessel a long life in good health and happiness.
The content of the inscriptions combined with the deco-
ration suggest a private domestic use for all the buckets
nos 2-10, with the exception of no. 1, which as previ-
ously mentioned has a distinctive ecclesiastical purpose.
Apart from a few minor details, the manufacture and
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Fig. 9. The hunting mosaic in the Triclinos building,
Apamea (after: ]. Balty, La grande mosaique de chasse du
Triclinos [Fouilles d’ Apamée, Brussels 1969] fig. IX).

ornamentation of all these buckets was executed in the
same manner. They are hammered from a single sheet
of metal, and have a flat bottom and straight sides,
either vertical (figs 1, 7) or tapering. In most cases the
background and even the bodies of some of the animals
are punctuated with rosettes (fig. 6), a feature which
is absent from the Benaki Museum example. Ring-
punching is the dominant decorative technique in all
ten buckets. This technique creates a strong impres-
sionistic effect reminiscent of the style of a group of
glass bowls, attributed to mid-4th century workshops
in Cologne, where equally impressionistic figures are
rendered with shaded contour lines."

The similarities of the buckets apparent from visual

MOYXZEIO MITENAKH



“YITENQN XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

Figs 10-11. Details of the decoration of the Benaki bucket.

observation can be supplemented by the published
results of technical analyses. The Benaki example was
recently examined by the conservator Despina Kotza-
mani —see her following article—, and metal analyses
showed that the techniques involved in its production
and decoration exactly matched those of the previously
analysed buckets in the group.” It is clear therefore that
we are dealing with a group of objects with a common
manufacture, provenance, dating, purpose and usage.
The technique of decoration by annular punching
is found in other 5th and 6th century metal objects
from workshops in Asia Minor and Syria, for example
an impressive liturgical cross in a private collection in

Munich (fig. 8).*' On the other hand, although dot and
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ring punching is used for decorative details on earlier
examples —e.g. the Getty situla— it is not the dominant
technique characterising their style, as it is with the late
antique buckets examined here.

An abbreviated depiction of a hunting scene with a
row of running animals very similar to the decoration
of buckets nos 6-8 is encountered on the floor mosaics
of the Synagogue at Gerasa, with a terminus ante quem
of AD 530/1.% The rendering of the animals and the
plants present close affinities with the decoration of the
buckets. The modelling of the bodies, the depiction of
many figures from the rear, and the striking poses with
exaggerated but not distorted musculature (figs 10, 11)
are all found in contemporary mosaic pavements, in
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Figs 12-13. Details of the Great Palace mosaics,
Constantinople (after: W. Jobst et al., [eds], Istanbul, the
Great Palace Mosaic [Istanbul 1997] figs 21, 24).

which hunting scenes played a prominent role.”” Beside
the Antiochian mosaic parallels presented by Mundell-
Mango et al.,* the closest resemblances occur in two
mosaics which may be considered the masterpieces of
the late 5th and first half of the 6th century. These are a
realistic hunting scene in the Triclinos building in Apa-
mea, Syria (fig. 9) which has a disputed terminus ante
quem of AD 539 but can be dated on stylistic grounds
to the second half of the 5th or early 6th century,” and
the pavement in the Great Palace, Constantinople (figs
12, 13), the crowning glory of the art of the mosaic of
the era, whose dating troubled academics for years* —it
has been given dates from the early 5th right up to the
late 7th century— but which can now be firmly attrib-

44

uted to the first half of the 6th century on grounds not
only of style but also of archaeological evidence.” In
spite of the different media involved —a metal vessel and
a mosaic pavement— they display close affinities, mainly
in the shaping of the human body, but also in the rep-
etition of certain iconographic forms and the treatment
of the natural environment and animals, all of which
indicate that these works originate in and are faithful
to common aesthetic trends of the period.

The unvaried repetition of standard forms in the
depiction both of humans and of animals is found in
a variety of objects, and even in first-rate works of art
such as the Palace mosaic. This is an indication of how
artists and public alike were interested not so much in
the inspirational discovery of new iconographic types as
in the formation of new compositions through the recy-
cling of well-known, recognisable motifs and standard
patterns, an observation also made about other thematic
cycles of the period.?®

Epigraphic elements in the inscription, such as the
inclined X and the divided (2 are found on inscribed
vessels dated to the 6th century,” including several
examples from the Hama Treasure.” The form of dedi-
catory inscription that appears on four buckets (nos 5,
7-9) is repeated on various utilitarian objects in late
antiquity, some of which also have functions related
to water, such as the tin(?) plated, copper alloy jug at
Trier and the well-known Géttingen patera.”’ However
the same inscription appears on all kinds of objects,
among them a gold toothpick in the Louvre with
the inscription Yywivovoa xp@ wvpa xaldv xepdv
dnodavong (Use this, lady, for many years of enjoy-
ment).” A simpler version with the same content is the
type EYTYXQC XPQ, and EY XPQ or UTERE FELIX
(Use well),” as in a pair of 6th century compasses in
the Benaki Museum with the silver inlaid inscription
EYTYXQC XPQ ITANTOTE.*

As for the main theme of the decoration, hunting
was from the time of Hadrian onwards a standard aris-
tocratic pastime® and as such was depicted in real-life
hunting scenes in the 3rd and 4th centuries,” while
occasionally realistic and mythological hunts could be
mixed, as in the mosaics of the Constantinian Villa in
Antioch.” Realistic scenes from hunting spectacles in
the hippodrome (the venatio) were also widely popular.*®
However there is a third category of hunting scenes, the

MOYZEIO MITENAKH



“YI'IENQN XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene
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Fig. 14. The Megalopsychia hunt mosaic, from Daphne, Hatay Archacological Museum, Antakya (after: Chr. Kondoleon [ed.],
Antioch, The Lost Ancient City [Princeton 2000] 8 fig. 6).

representation of the ‘heroic hunt’, in which the real-
istic element diminishes.” Here the action takes place
at the level of symbolism and myth and the hunting
theme is no longer the prerogative of a particular class
who could indulge in this form of sport, but becomes
the common possession of all. The representations on
the situlae belong to this category of mythical hunts, as
suggested by the depiction of the hunters naked.” Nev-
ertheless the hunting scenes on these situlae display no
clear identification with a particular myth (e.g. that of
Meleager) but rather an abstract depiction of a heroic
hunt which endows the owner of the bucket with the
emblematic characteristics of the hero.* The allegorical
transmission of heroic characteristics to the owner of

E\J
o
(=}
(=]
39}

the vessel —or the house— is clearly manifested in exam-
ples like the Megalopsychia hunt mosaic from Daphne,
Syria (fig. 14); there, the presence of the personification
of Magnanimity at the centre leaves little doubt of the
purpose and meaning of the hunting scene that sur-
rounds it. Similar connotations can be discerned in the
Ambherst College bucket (no. 10), where the depicted
hunters are accompanied by mythological names, as
in the Megalopsychia hunt mosaic.” Against the back-
ground of this reading of the hunting theme, the ani-
mal frieze may have been considered more suitable for
female owners (buckets nos 6-8), since the allusion to
heroic deeds is much less pronounced and the decora-
tive character prevails; however full scale hunting scenes
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OLYMPIC STADIUM

BATHS OF ARDABURIUS —¢ DAPHNE

Fig. 15. The baths of Ardabur from the border of the Megalopsychia mosaic, Hatay Archaeological Museum, Antakya (after:
Chr. Kondoleon [ed.], Antioch, The Lost Ancient City [Princeton 2000] 148 fig. 2).

could also have merely decorative purpose, as they de-
picted a subject which was in vogue at the time.”

In view of the fact that the hunt can be perceived not
only as a scene where man’s bravery is put to the test but
also as an allegory of his battle with hostile forces* an
apotropaic nuance cannot be excluded, particularly in the
conjunction of the stereotyped inscriptions with the rep-
resentations of the hunt.® This interpretation finds sup-
port in a mosaic from a house in Carthage which shows
a hunting scene surrounded by an inscription: “(7n)bide
vive e(t) bide (ut) possas plurima bid(ere)’ (O Envy, live
and see, so that you may see more):* the reference to
Invidus (Envy) and the siting of the mosaic and the
inscription at the entrance to the house underline their
apotropaic character. The same connotation of man’s
brave fight against hostile powers can be found in the
depiction of the hunt in late Roman sarcophagi, a refer-
ence to his ultimate and greatest battle, against death.”

As for their use, the shape and various pieces of evi-
dence available to us suggest that vessels of this type were

46

intended for water and were probably used in baths, as
part of the instrumenta balnei, the bathing kit.* The
connection with water is strengthened by the etymology
of the Latin word for this type of bucket, sizula, whose
derivation is the verb sitire = to be thirsty.”” This is also
suggested by their inclusion in bathing scenes,” for
example in the mosaic with the bath of Ardabur (fig. 15)
on the border of the Megalopsychia mosaic from Daphne
(4th century)” and in the 6th century floor mosaic of a
private bath at Sidi Ghrib in Tunisia, showing a lady at
her toilette.” A bucket with slightly tapering sides is also
depicted in the scene of the visit to the bath on the lid
of the Projecta casket (4th century)” and another, which
could be intended for washing the hands, is depicted in
the mosaic panel of Opora, Agrosand Oinos, in the House
of the Boat of Psyches, Daphne (3rd century AD).* The
same use in baths has been suggested for more sumptu-
ous silver buckets, like the Hippolytus sizulae, from the
Sevso Treasure.” Moreover, as has been noted by Mun-
dell-Mango et al., according to the Chronicle of Michael

MOYXEIO MITENAKH



“YTTENQN XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

Fig. 16. Attic grave relief with Epigonos and Elate in
the dress of Isis, Athens N.M. 1308 (after: E. J. Walters,
Attic Grave Reliefs that represent Women in the Dress of Isis

[ Hesperia Suppl. XXII, Princeton 1998] pl. 24d).

the Syrian (1126-1199), Constans was killed in 668 by a
blow from a silver situla in a bath in Sicily.*

The connection of vessels of this shape with water
is also demonstrated by their earlier history. Objects
with comparable dimensions and a similar handle,
sometimes with vertical sides” but more often ovoid
or semi-spherical with a foot,” were associated with
mystery cults, in particular those of Isis and Dionysos,
where they were used for ritual ablutions.” Typical

2, 2002

examples are a silver situla from the Iseum in Pompeii®
and tombstones with the devotees of Isis holding a sis-
trum and a situla, her distinctive cult objects (fig. 16).
These vessels were also used for holy water (hagiasma)
in a Christian context,” as indicated by similar metal
objects and also the few precious ivory sizulae which
have been preserved in the west from medieval times.”
A comparable liturgical use in church may also be
assumed for the Constantinopolitan sizula (no. 1) of
our late antique group.

A final question concerns the provenance and the
wide distribution of the buckets. Greek inscriptions
and elements of the ornamentation suggest a common
place of manufacture in the Eastern Mediterranean in
the 6th century and the authors of the article (Mun-
dell-Mango et al.) have persuasively argued that Syria,
and more specifically Antioch, is the most probable
candidate. As regards the distribution, they argue that
an explanation possibly lies with the army: a 2nd cen-
tury text includes a bucket among the standard items
of military equipment, a situation which may well have
continued until the 6th century.®® All this suggests that
the buckets may be attributable to fabricae, the state
factories which equipped the army,* such as we know
existed in Antioch.”

However we also need to take into account the tes-
timony of those inscriptions which refer to women or
couples (nos 7 and 8). Without of course rejecting the
idea that vessels of this type were manufactured for use
by military officials as well, we should perhaps look
more closely at some form of wider mercantile activ-
ity which would have permitted the export of these
buckets to western Europe, like other 6th and 7th
century metal objects from Eastern Mediterranean
workshops (e.g. the so-called ‘Coptic’ bronzes).® In
spite of the earlier barbarian invasions, during the 6th
century maritime trading routes remained open,” as
is confirmed by a host of findings of Eastern origin in
barbarian graves in the Rhine valley, Gaul, Spain, and
Britain.®® An indication of the level of trading activity
is that written sources inform us that at the beginning
of the 7th century the church at Alexandria had at
its disposal ships which, among their other activities,
transported metalware to Britain, Sicily and the Adri-
atic:¥ this information is confirmed by metal findings
in shipwrecks with cargos originating from the East.”
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Fig. 17. Ecclesiastical bucket for holy water, Munich,
private collection (after: L. Wamser, G. Zahlhaas [eds.],
Rom und Byzanz [Munich 1998] no. 41).

Fig. 18. Islamic bucket with a dedicatory inscription,
workshop of Egypt 10th c. (after: Masterpieces of Islamic Art
in the Hermitage Museum [Kuwait 1990] no.14).

Fig. 19. Islamic bucket with running animals and a
dedicatory inscription, from Khurasan, 11th c. (after: R.
Ward, Islamic Metalwork [London 1993] fig. 42).

Furthermore, we know that by the late 6th century,
perhaps earlier, the army received cash allowances,”
and it is therefore highly possible that military officials
were themselves the vehicles for this trading activity,
buying fashionable items of the day such as brass buck-
ets with hunting scenes.

If the buckets under discussion were, as suggested,
used in baths then they would represent a necessary
personal item reflecting the financial means and social
status of their owner in the socially significant ritual of

visiting the Baths.” Cheaper than the sumptuous glass

48 MOYEEIO MITENAKH



“YTTENON XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

examples, like the one in St Mark’s Treasury, Venice,”
and far more affordable than the heavy silver situlae
from the Sevso Treasure™ or the lighter yet elaborate
silver bucket in Vienna (AD 613-629/30),” this group
of brass buckets, all with their well executed, fashion-
able decoration, and made of a semi-precious metal
alloy that occasionally through tin-plating imitates
more precious examples, appears to be well suited to
a ‘middle class’ clientele —a clientele which is present if
not easily identifiable in the content of the dedicatory
inscriptions of the buckets. Furthermore, it is possible
that these buckets formed a functional unit with closely
related jugs, such as the Trier example whose inscrip-
tion, decoration and technique are identical with those
of the situlae under examination.”

We do not have analogous groups of buckets from
later centuries, but if the association with baths is well
founded the lack of such objects should not surprise us
in view of the change in attitude to baths and all that
they stood for in the late Roman empire.”” Comparable

ABBREVIATIONS

Age of Spirituality: Age of Spiritualiry. Late Antique
and Early Christian Art, third to seventh Century (exhibi-
tion catalogue, The Metropolitan Museum of Art, ed.
K. Weitzmann, New York 1979).

Anderson 1985: J. K. Anderson, Hunting in the
Ancient World (Berkeley 1985).

Dunbabin 1978: K. Dunbabin, The Mosaics of Roman
North Africa (Oxford 1978).

Dunbabin 1999: K. Dunbabin, Mosaics of the Greek
and Roman world (Cambridge 1999).
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vessels continued however to be in use throughout the
Middle Byzantine period in an ecclesiastical context: an
11th-12th century bucket for example, now in a private
collection in Germany, has a dedicatory inscription
which testifies to its use in church (fig. 17).”®

But there are even closer affiliations —in form, in or-
namentation and in usage for ablutions—" in the Islamic
world, which also inherited and exploited the legacy of
late antiquity.® An almost identically shaped bucket,
made by the same technique, dates from the 10th cen-
tury and is attributed to a workshop in Egypt (fig. 18),*
while an 11th century cast example from Khurasan (fig.
19) is decorated with the well-known motif of running
animals, now placed within spreading vegetation.®
Both have below the rim the familiar inscriptions wish-
ing good luck, happiness, joy and peace™ to their owner.

Anastasia Drandaki
Curator of the Byzantine Collection
e-mail: anastasia@benaki.gr

Levi 1947: D. Levi, Antioch mosaic pavements 1-11
(Princeton 1947).

Mundell-Mango et al. 1989: M. Mundell-Mango,
C. Mango, A. Care Evans, M. Hughes, A 6th-century
Mediterranean bucket from Bromeswell Parish, Suf-
folk, Antiguity 63 (1989) 295-311.

Mundell-Mango 1995: M. Mundell-Mango, Artemis
at Daphne, in: S. Efthymiades et al. (eds), Bosphorus.
Essays in honour of Cyril Mango (=BF XXI [1995] 263-
82.
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NOTES

1. D. Papanikola-Bakirtzi (ed.), Everyday Life in Byzantium
(Athens 2002) 137 no. 148, with earlier bibliography; A.
Drandaki « Yyiévov xp...». Eventypagog xdAkwoc kdbog pe
oknVvij kovnytot oto Movoelo Mrevdkn, in: 220 2vundoro
wng Xowriavirig Apxaiodoyixiic Erapeiag, Tlodypaupa xai
[epidsiypers eronyrioewy kar avaxowdoewy (Athens 2002) 32-
33. This sizula first appeared in an auction catalogue in Ziirich,
Excavations - Semitic Inscriptions: 11th Cent. B.C. - Jth Cent.
A.D. - Jewish, Early Christian and Byzantine Antiquities, 20
Nov. 1989, lot 416. It is mentioned by M. Mundell-Mango
in: D. Buckton (ed.), Byzantium, Treasures of Byzantine Art
and Culture from British Collections (London 1994) 85, and
by R. Scholl, Eine beschriftete Bronzekanne aus dem 6. Jh.
n. Chr., ZPE 103 (1994) 235, 237; see also Mundell-Mango
1995, passim.

2. On the manufacture of the bucket and its present condi-
tion and conservation, see the article of Despina Kotzamani
in this volume.

3. C. E. Snow, From Ingot to Object: Fabrication Tech-
niques Used in the Manufacture of the Hama Silver, in: S.
Boyd, M. Mundell-Mango (eds), Ecclesiastical Silver Plate in
Sixth-Century Byzantium (Washington 1992) 200; see also

the article of D. Kotzamani in the present volume.

4. Cf. the representations of feline animals in mosaics; e.g.
Levi 1947, 11, pls LVI, LVII, LXXVII, LXXXVI, CLXX,
CLXXII; Dunbabin 1999, figs 135, 137, 142, 147, 160.

5. Mundell Mango et al. 1989, with full bibliography on
the vessels of this type. Another two buckets are mentioned
by M. Mundell-Mango in: Byzantium (n. 1), one of which
is the present vessel, now in the Benaki Museum. The tenth
appeared in an auction catalogue and is now at Amherst Col-

lege, Massachussets, Mundell-Mango 1995, passim.

6. For the convenience of the reader this list follows the
same order as the basic article on these buckets (Mundell-
Mango et al. 1989, 298).

7. F. W. Deichmann, U. Peschlow, Zwei spéiitantike Ruinen-
stiitten in Nordmesopotamien (Munich 1977) 39-40; Mundell-
Mango et al. 1989, 301.

8. A. Carandini, La Secchia Doria: una “Storia di Achille”
tardo-antica, Studi Miscellanei 9 (1963-64) 1-45; Age of Spi-
rituality, no. 196; Mundell-Mango et al. 1989, 298.

9.]. Arce, La Situla tardorromana de Buefia (Teruel), Estu-
dios sobre la epoca tardorromana. Museo Argueologico Nacion-
al. Catalogos y monagrafias. Estudios de iconografia I (Madrid
1982) 113-62; the Greek letters /"and O on the base of this
bucket are probably indications of weight as suggested by
Mundell-Mango et al. 1989, 305, and not workshop marks
as Arce interpreted them (Arce 1982, 126, 130).

10. Byzantium (n. 1) with earlier bibliography.

11. Mundell-Mango et al. 1989, passim; for the reading of
the inscription see Scholl (n. 1) 234.
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12. C. J. Arnold, The Anglo-Saxon cemeteries of the Isle of
Wight (London 1982) 27; R. Bruce-Mitford, The Sutton Hoo
ship-burial 111 (London 1983) 748-50, 756; Mundell-Mango
et al. 1989, 298, 305-08.

13. Mundell-Mango et al. 1989, 298, and passim.
14. 1bid.

15. See above n. 1.

16. Mundell-Mango 1995, passim.

17.].]. Herrmann Jr., A Bacchic bucket of Rhenish Origin
in the J. Paul Getty Museum, in: C. C. Mattusch et al. (eds),
From the Parts to the Whole. Acta of the 13th International
Bronze Congress, held atr Cambridge Massachusetts, May 28-
June 1, 1996 11 (Portsmouth-Rhode Island 2002) 205-12.
The Getty bucket, dated AD 210-230, is unprovenanced.

18. Two more examples of metal buckets with Christian
iconography could be intended for use in a similar environ-
ment: one is decorated with christograms and the other with
Christian figures and symbols, Oxford Dictionary of Byzan-
tium 111 (1991) s.v. situla (M. Mundell-Mango).

19. Age of Spirituality, nos 74, 378; D. B. Harden (ed.),
Glass of the Caesars (Milan 1987) 226-30, nos 126-28.

20. Mundell-Mango et al. 1989, 308-09.

21. L. Wamser, G. Zahlhaas (eds), Rom und Byzanz. Ar-
chiiologisches Kostbarkeiten aus Bayern (Munich 1998) 72-76
no. 64 (A. Effenberger).

22. M. Piccirillo, The Mosaics of Jordan (Amman 1993)
290, figs 547, 548, 551.

23. Dunbabin 1978, 46-64.
24. Mundell-Mango et al. 1989, 299.

25. J. Balty, La grande mosaique de chasse du Triclinos
(=Fouilles d’ Apamée de Syrie, Miscellanea 2, Brussels 1969)
26-35, where the mosaic is dated to the end of the 4th cen-
tury; Balty convincingly proposes a new date in Mosaiques
antiques du proche-orient (Paris 1995) 23, 78-9, followed by
K. Dunbabin (Dunbabin 1999, 183-84).

26. J. Trilling, The Soul of the Empire: Style and Meaning
in the Mosaic Pavement of the Byzantine Imperial Palace in
Constantinople, DOP 43 (1989) 27-72, esp. 29-36, where

there is a retrospective analysis of the earlier opinions.

27. W. Jobst, H. Vetters (eds), Mosaikenforschung im Kai-
serpalast von Konstantinopel (Vienna 1992) 26-60; Dunbabin
1999, 232-35.

28. The same observation has been made about objects
with mythological subjects, e.g. the Secchia Doria situla
(Age of Spirituality, no. 196, where comparable examples are
mentioned). On the general question on the use of model
books by artists, and more specifically by mosaic workers,
see P. Bruneau, Les mosaistes antiques avaient-ils des cahiers
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des modeles?, RA (1984) 241-72; for a general discussion on
model-books, Dunbabin 1999, 300-03.

29. Mundell-Mango et al. 1989, 297; Scholl (n. 1) passim.

30. M. Mundell-Mango, Silver from Early Byzantium.
The Kaper Koraon and Related Treasures (Baltimore 1986)
74-77,96-97, 108-11; 1. Sevéenko, The Sion Treasure: The
Evidence of the Inscriptions, in: Ecclesiastical Silver Plate (n.

3) 39-56.

31. For the patera: W.-F. Volbach, Zu der Bronzenpfanne
von Géttingen, Germania 17 (1933) 42-47; P. Périn, A pro-
pos des vases de bronze ‘coptes’ du Vlle siecle en Europe de
I'Ouest: le pichet de Bardouville (Seine-Maritime), CahArch
40 (1992) 37-38; on the inscription of the patera R. Egger,
Die Inschrift der Bronzepfanne von Géttingen, Germania
(ibid.) 114-18, and more recently S. Colussa, Sul significato
dell’iscrizione del bacile a padella di Reggio Emilia, Pagine di
Archeologia-Studi e Materiali 1 (2000) 7-27, with a general
discussion on the meaning and form of this type of inscrip-
tion. For the jug which is decorated with a hunting scene
and an animal frieze, colsely related to our group of buckets:

Scholl (n. 1); SEG XLIV (1994) 465.

32. J. Durand et al. (eds), Byzance, [’ art byzantin dans les
collections publiques frangaises (Paris 1992) 137 no. 93.

33. Mundell-Mango et al. 1989, 304.

34. A. Delivorrias, D. Fotopoulos, Greece at the Benaki Muse-
um (Athens 1997) no. 350. For further examples and a general

discussion on these inscriptions, see Colussa (n. 31) passim.

35. J. Aymard, Essai sur les chasses romaines (Paris 1951)
chapters 23-24; Anderson 1985, 101-21; M. R. Salzman,
The Making of a Christian Aristocracy. Social and Religious
change in the Western Roman Empire (Cambridge, Mass.
2002) 44-45.

36. Dunbabin 1978, 60.

37. Dunbabin 1999, 164 fig. 170; Levi 1947, 1, 236-44;
11, pls LVI-LVIL.

38. Age of Spirituality, no. 84; Dunbabin 1978, 65-87.

39. For this development in North African mosaics,
Dunbabin 1978, 60.

40. Mundell-Mango et al. 1989, 299.
41. Anderson 1985, 135.

42. Byzantium (n. 1). The Megalopsychia hunt is believed
to depict the venatio: the hunters are clothed and the mytho-
logical names given to them may well refer to mythological
stage names given to contemporary heroes of the amphi-
theatre (Mundell-Mango et al. 1989, 299). The fact that the
hunters on the Amherst College bucket have the same names
suggests an imitation of such mosaic scenes and at the same
time emphasises the heroic character of the theme, which
may reflect a foundation myth of Antioch (Mundell-Mango
1995, 274-79).
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43. The 3rd century sophist Philostratos describes a hunt-
ing scene painted to give pleasure only, without any allusions
to bravery or victory (Anderson 1985, 135). The popularity
of hunting scenes is manifested not only in mosaic floors
and objects of daily use but also in textiles of the period.
See for example H. Maguire, The Good Life, in: P. Brown
et al. (eds), Late Antiguity, A Guide to the Postclassical World
(Cambridge, Mass.-London 1999) 242 figs 19, 21.

44. Dunbabin 1978, 63.

45. It is interesting to note the interpretation of the depic-
tion of armed hunters confronting wild beasts given by H.
Maguire in connection with the 6th century mosaic pave-
ments of churches in Jordan. The inclusion of this subject
in the decorative programme of the ecclesiastical pavements
is associated with homilies of Gregory of Nysa and of John
Chrysostom, which elaborate on the domination of mankind
over beasts, in accordance with God’s plan for the world, H.
Maguire, Earth and Ocean, The Territorial World in Early
Byzantine Art (Pennsylvania State University 1987) 69-72.
On a more general level, the symbolic identification of wild
beasts with the passions, which must be subdued by the
noble man, is a common topos in the Greco-Roman literary

tradition, Trilling (n. 26) 64-66 n. 166.
46. Dunbabin 1978, 63, 162-63.

47. Anderson 1985, 126-29. For the earlier Greek tradi-
tion associating hunting with funerary iconography, sce J.
M. Barringer, Hunting in Ancient Greece (Baltimore 2001)
174-202.

48. R. Nenova-Merdjanova, Roman bronze vessels as part
of instrumentum balnei, in: J. De Laine, D. E. Johnston (eds),
Roman Baths and Bathing. Proceedings of the First International
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4 April 1992 (= JRA Suppl. 37, 1999) 131-34; R. Nenova-
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and the Process of Romanization (Leiden 2002) 35-38; P. G.
W. Glare (ed.), Oxford Latin Dictionary (1976) 1775 s.v.
situla, situlus.

50. Mundell-Mango et al. 1989, 304; Mundell-Mango
1995, 279-82.
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Mundell-Mango 1995, 269-74; Chr. Kondoleon (ed.), Anti-
och, The Lost Ancient City (Princeton 2000) 148.

52. Maguire (n. 43) 241 fig. 17.
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ANAXTAXIA APANAAKH
«YTTENON XPQ KYPI(E)...». Yotepopopaikc opetydAkivog kddog pe oknvi kuvnytod

2ug ovAroyég tov Movogiov Mrevdkn ovykataréye-
tat évag evenlypagog kddog (situla) and kpdpa yai-
K0V, S1aKOOpUNUEVOG pe OKNVY Kuvhyloy, o omtofog po-
opata mapovotdotnke otV evivnwotaky] ékbeon tov
Aevko$ [T6pyov, Kadnpepwii {wit oro Bvldviie. To
okelog eivat opupniatnpévo o evialo QUALO peTAA-
Aov, to omolo ot petarrouvpyikée avarloelg anédet-
Eav du elvan opelyarkoc. Ta torydpata eivar kdbeta
Kat 1 Pdor eninedy), dapoppavoviag éva akevog oye-
66v anéivta koAtvdptd. To odpa éxet dypog 10,7 ek.,
eved 1 ddpetpdc tov kupaiverar petad 17-17,8 ex.
Ao mperherpoedy] “avtid” vpdvovtatr avikpuotd
oto yefhog Tov okevovg Kat and Tig TPUTEG 0To PECOV
Toug TEPVA pa yept], KapmuAopévy pdfdog moivyw-
vikig dtatopng, 1 omofa ouvviotd ) Aafy tov kddou.
Ta avadimiopéva dipa g pdfdov oynpatiCovv khel-
0T00G Yavifoug mov 11 0TEPEWDVOLY 0T0 OKEVOG.

H eEwtepicn em@dveia yopiletat oe tpeig dtakoopn-
ukég Lodveg, Tig onoleg opilouvy povég oetpég and yrumn-
toUg ktkAovs. H mdve kat kdto (v elvat epinou too-
tyeic (1,3 kat 1,5 ex. avriotorya) evd n mhatd peoaia
Covn (Gyog 6,4 ex.) @épet tov kupimg drdkoopo Ttov Kd-
Sov, ™) oknvi] Tov kuvnyob. T'a v opydveor g 6t-
AKkOOUNONGC 0 KATAOKELAOTHG YPNOtpoToiNoE w¢ 0dNyd
£t Cetyn eyydpaktov ypappdV mov TePLTpEouy o€ Ka-
vovikég anootdoelg ta torydpata. To obvoro tov dia-
K6opOL glval oTKTS, exTeEAEOUEVO pe dradoyid KTumi-
pata and karépt pe kokAtky anéinén. Tyv ndve Ladvn
TEPLIPEYEL 1) peyaroypdppaty eAAnviky| entypagi: YII-
ENON XPQ KYPI(E) EN TTOAAOIC CE XPONOIC KE
KAAOIC EYTYXQC. Xty kevipikij {dvn avantbooetat
1) OKNVY] TOL KLVNYLOU, OTNV OTTo{a TPOTAYW®VIOTOVY TTé-
vte kovnyol. Avd tpetg kat d6o kuvnyoly aviiotorya Aé-
awva kat Aeomdpdaiy). ZTo KuVijyl CUPHETEREL €va Ku-
VNYETKS OKULAL, €ved ovvortikd anmodoopéva dévipa kat
QuTA dNAGVoOLY To PLOtKS ToTio oTo ool EKTLAOOE-
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tat 1 oknv]. H katdtepn Lovn yopiletar pe ypapun
Gik-Cak o tpryovikd Sidywpa, ta onoia meptkiefovy pe
1 0£1pd TOUG PKPSTEPA SLAKOOUNTIKA Tpiymva.

O Kkddog tov Movoefov Mnevdkn épyetar va mpo-
otelel oe pa opdda avdroyev avikelpévov mov é-
youv evromotel kat peretnlel wg eviaio ovvoro. Ot
Kddot avtig g opddag mapovotdfovy EVILTIOOLAKY]
dtaomopd ®¢ TPog tov TOTIo £VPENC, pOvoroyolvTal
otov 60 atdva kar anodidovial oe epyactipla g A-
vatoitkic Meooyeiov, mbavétata g Avudyetac. Me
v e€aipeon tov mpédTov kddov, o onolog Pépet drdko-
OHO HE 0TaLPOUE KAl APLEPOTLKY ETILYPAPY TTOL TEKN-
PLOVEL T Xp1joT TOL Ot ekkAnoia, ot véAotmotl evvéa
dtakoopotvtat pe oknvég Kuvnytod kat puboroyikd 0¢-
pa and tov kiAo tov Axtdiéa. H drakdounomn oe ovv-
dvaopd pe g svyetikég emypagég mov StaPfdlovral oe
Té00epIg kAdoug, LIOdEIKVIOLY CaPAS Tt Ta avuKelpe-
va avtd anotelodoav mpooenikd okevy kadnpepvig
xprone. AnoteAoty gnvétepa avilypapa TMOALTEAGY
KAdwV and yvail 1 aopt kat —Oneg paptupoly ot ert-
ypagéc— anevBivovtav oe avdptkd Kat yovaike(o Kowo.
[TiBavae mpdkettat yia okedn Aovtpot, dnwg vrtodnAd-
VOULV Ol QTIEIKOVIOELG TOVG O OYETIKEG OKNVEC. Avdlo-
ya petayevéotepa okeln He Sla@opetikég emypageg e-
vionifovtat o€ ekkAnotaotikd mepidiiov, 6mov mpoo-
piCovtat yia ayfaopa.

Axdpn mo ouvyyevikég Opog eivar ot emPiooelg tov
OYHATOG, TN SaKGOPNONG Kat TG XPYong tev KAdmv
nov e€etdlovpe otov xdpo tov loAdy, Tov KAnpovéun-
oe kat aglonoinoe e&ioov vy napakatabikn e Yote-
pnec Apyxadtntag. ‘Opotot kddot pe mpooptopd ) xpi-
o1 010 AovTpd katackevdlovtav tov 100-110 at. oe ep-
yaotjpia g Arydrtov kat tov Xopaodv. Zoyvd dtako-
opotvtal pe {oda mov tpéyouy, Kal KAte and 1o yelthog
PEPOLY YWVAPIUES ETUYPAPES TIOL ebyovtal Kadn tixnm,
evTvXia, Xapd Kai e1p1Hvn 0TOV KATOYO TOUG.
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