Mouseio Benaki Journal

Vol 3 (2003)

MOYSEIO
MIIENAKH

3, 2003

https://epublishing.ekt.gr | e-Publisher: EKT | Downloaded at: 19/01/2026 06:31:59




e
—

B

10YZEIO
MHENAK









H £kSoon mpaypatomotiBnke xdpn ot yevvaiddwpn otcovopiky dwped
¢ aglpvnotne Maydainvig Ayyedomotiov.



MOYXEIO
MITENAKH

3, 2003



MOYZEIO MTIENAKH
3, 2003

To etfjoro neplodiké tov Movoelov Mmevdin
The annual journal of the Benaki Museum

Exdétng: Movoeio Mnrevdkn

YnetBuvog otvraéng: Anpitpne Aapdokog

ZUVTAKTIKY) ETTPOTIY: Anuiria l'epovidvou
Anpnftpne Aapdokog
Ayyerog AedrBopprag
Xapdrapmog Mnobpag

Empéreia ketpévov: Avva Kapamndvou

AyyAxég peta@pdoets:
Zyedraotiky empéreia
Awayoptopoi - Pihpg:

John Avgherinos
Bayyéing Kapattdg
ATATPAMMA

Exdotikr empédreta -

Tapaymyn:
Texvicy empéreta:

ADCare-A. Avayveotov
Xpnotoc Koooibag

To meptodiid tonabnke oe yapti velvet matt sappi 135 yp. oto tunoypageio A. [pigtne & Yol OE

PQotoypagia eEogorlov:  James Robertson, Anoyn rov Epexdeiov and ra Poperoavarodixd, 1853-1854. Abrjva,

Daotoypagtkd Apyeia tov Movoeiov Mmnevakn.

Benaki Museum
Koumbari 1 Athens 106 74

www.benaki.gr

Movoeio Mnevdkn
Kouvpndapn 1 Abxva 106 74
www.benaki.gr

e-mail: damaskos@benaki.gr

Tel.: (+30-210) 3671011

Fax: (+30-210) 3622547, 3671063

niektpovikn SievBuvon: damaskos@benaki.gr
Trrépavo: (+30-210) 3671011
TnAeopotdtomno: (+30-210) 3622547, 3671063

© copyright éxdoong: Movoeio Mnevdxn

ISSN 1109-4109



[TEPIEXOMENA

MEAETEZX

MARIA PIPILI
Athletes, trainers and a victor:
two new Siana cups in the Benaki Museum 9

AHMHTPHY AAMAYKOZX

Me agoppr] 6o veoanoktnBévta areEavdpivd
yAvmtd tou 2ov at. m.X.: glkovoypa@ikd

Kat epurvevtikd mpofAuata 23

AIMIAIA TEPOYAANOY
Ardrpnra: véeg mpoobrikeg 35

ANNA BALLIAN — ANASTASIA DRANDAKI
A Middle Byzantine silver treasure 47

AEXITOINA KOTZAMANH
O véog Onoavpdc tov Pulavivdv asnpéviwv dlokov:
TeVIKn avdivon 81

ANGELOS DELIVORRIAS
Some thoughts on unusual secular examples of Cretan
woodcarving and the stylistic aspects of ‘folk art” 93

ALIKI TSIRGIALOU
The stereotyped vision of Greece: 19th century

photographs in the Benaki Museum archives 107

3, 2003

DENIS ROUBIEN
La rénovation du Théitre Municipal d’Athenes
par Emmanuel Lazaridis

IQANNA I'IPOBIAH
TaPépves, kageveia kat o oupPoAiiopds Touvg
oto épyo tov N. Xatlnkoptdkov-T'kika

MAPIA APT'YPIAAH
[eppavicd Béatpo (Papiertheater) tov Schmide
& Romer ané m Aewpia

MARIA SARDI
Late Mamluk metalwork in the Benaki Museum

JOHN CARSWELL
Hanging in suspense

XPONIKA

ExBéoeic — Exdnidoeig —

Exdotikr| Spaotnptétnta

Amoroylopéds tunpdtev

Otkodopukég epyaoieg

Awpntég 2003

To Mouvoeio Mnevdxy

Obnylec yia v obvtaén kat v vroPfoly
HEAETAV 0TO TEPLOOLIKS

125

137

149

157

177

187
194
219
220
223

226






MEAETEX






1 DTA D 1Y
MARIA PIPILI

) B PR |

Athletes, trainers and a victor:
two new Siana cups in the Benaki Museum

THE TWO CUPS presented here belong to the main type
of Attic black-figure cup in the second quarter of the
sixth century BC, the Siana cup, named after a village
in Rhodes where two such examples were found.' Their
provenance is unknown. They were both donated to
the Benaki Museum by Mrs Peggy Zoumboulaki and
it is possible that they were found together; although
they were not produced in the same workshop, they are
roughly contemporary and are also related iconographi-
cally, since they are both decorated with athletic scenes.
Some of these scenes present a particular interest as they
rank among the earliest of their kind, and one is even
unique in the archaic iconographic repertoire.

The first cup (inv. no. 31130) (figs 1-4)* has been
mended from many fragments. Several pieces of the lip
and bowl, as well as both handles, are missing and have
been restored in plaster. There is some repainting on the
inside (border of tondo, elbow of man, tip of his spear).
The black glaze is shiny. There are additions in red and
white which are well preserved.

The inside of the cup (fig. 1) is glazed except for a
reserved line near the edge of the lip, and the tondo
which is decorated with a naked man who runs towards
the right with his head turned backwards; in his lowered
right hand he holds a spear horizontally and he raises his
left hand. The tondo is bordered by a band of tongues,
alternately black and red, within triple glaze lines. The
outside is decorated in the overlap system, ie. with the
figured decoration extending on both lip and handle-
zone. There is a glaze line along the edge of the lip and

another at the junction of lip and bowl. The lower bowl
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is glazed except for a decorative band of base-rays. The
foot is glazed, with a reserved resting surface which is
decorated with a glaze circle.

Side A (fig. 2) shows athletes training. From left to
right, we see a naked youth who moves to the right, a
wrap hanging over his raised left arm; a discus-thrower
facing right who holds a discus in his lowered right hand
and raises his left hand (there is a drop of paint above his
head and another in front of his raised arm); a draped
man, probably a trainer, facing left; a javelin-thrower
facing right; a naked man with a wrap draped over his
raised left arm who moves to the right and looks round.
Between this figure and the previous one there is a red
object, probably a garment hanging on the wall.

Side B (fig. 3) is decorated with horsemen and men.
From left to right, there is a draped male figure (upper
part missing) standing and facing right; a naked man
with a wrap draped over his raised left arm striding to
the right; a youth on horseback wearing a short chiton
and holding a stick in his right hand galloping to the left;
in the field behind the rider, a bird flying to the left; a
draped male figure standing facing left and extending
one arm; a second horseman (upper part missing) gal-
loping to the left.

Red: On the inside, man’s hair and beard. On side
A, hair and beard of discus-thrower, trainer and javelin-
thrower; vertical fold of wrap of youth on the far left;
parts of himation of trainer; wrap of man on the far
right; cloth hanging on wall. On side B, hair and beard
of man facing the central horseman; dots on himation
of man standing on the far left and fold over his left
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Fig. 1. Siana cup (interior). Athens, Benaki Museum 31130 (photo: K. Manolis).

forearm; wrap of man facing the horseman; himation of
figure following the horseman; neck of central horse and
stripe on its hindquarters; wings of bird. White: On side
A, dot-rosettes on wrap of youth on the far left.

The cup has been attributed by Brijder to the Malibu
Painter,’ a member of the C Painter’s workshop, which
was one of the most prolific producers of Siana cups.
Together with his close colleague, the Taras Painter, he
seems to have joined the workshop during the middle
phase of the C Painter’s career, around 565 BC, and
was active until about 550 BC.* Our cup was dated by
Brijder around 560 BC, in the Malibu Painter’s middle

10

period. It is a large cup, as are most cups of the painter’s
middle and late periods. Its shape (fig. 4), with a lip
which does not project too much, a curved shoulder
and a rather rounded body, is quite common in the C
Painter’s workshop, occurring at all periods in the prod-
ucts of most of the artists who worked there.” The simple
band of tongues bordering the tondo is used frequently
not only by the Malibu Painter, but also by the other
artists in the C Painter’s workshop. On the Benaki cup it
is rather narrow and framed by three glaze circles,® a type
which occurs mainly on cups of the Malibu Painter’s
late period, i.e. the decade 560-550 BC. Base-rays, usu-
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Achletes, trainers and a victor: two new Siana cups in the Benaki Museum

Figs 2-3. Siana cup. Athens, Benaki Museum 31130 (photo: K. Manolis).

ally with a band of dots above them, occur as a rule on
the painter’s double-deckers,” i.e. those cups which have
a two-row decoration on the outside, and only rarely
on his overlap cups, the few examples of which are all
from the painter’s late period.® Our cup may, therefore,
belong to the beginning of the painter’s late period, i.e.
to the years just after 560 BC.

Most of the Malibu Painter’s cups have almost iden-
tical pictures on both sides. On the cup in the Benaki
Museum the scenes are not the same, but they are
closely related since they both deal with athletics. On
side A (fig. 2) we have a discus-thrower and a javelin-
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thrower among draped or naked men and youths in
what is probably intended as a scene in a gymnasium.
The athletes on our cup are among the earliest of their
kind in ancient Greek vase-painting. Before 550 BC
there are only three other discus-throwers on vases, two
of them on Siana cups,” and three other javelin-throw- -
ers, two of them on Sianas.' All works date from the
decade 560-550 BC. Only two of these early vases, the
Benaki cup and a Siana cup by the Heidelberg Painter in
Amsterdam, combine a discus-thrower and an acontist,
something quite common on later vases." The discus-
thrower on the Benaki cup stands with legs far apart and

11
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Fig. 4. Profile drawing of Siana cup. Athens, Benaki Museum 31130, scale 1:2 (drawing: A. Dringopoulou).

both arms extended forward; the right arm is lowered
with the discus resting flat in the hand, while the left
arm is raised. This pose, which is the most common in
the earliest period, is regarded as one of readiness before
the back swing and throw."” Almost all vases from the
decade after the middle of the sixth century show the
acontist in a slightly different pose, i.e. with the left
arm brought back —either lowered or raised— in what is
regarded as the beginning of the backward swing.”? The
discus is always shown foreshortened, in three-quarter
view, and this is remarkable for the early works." The
javelin-thrower on our cup steps forward, holding the
javelin horizontally at head level. His fingers are inserted
in the ankyle, the loop made from a strip of leather
wrapped around the centre of the javelin shaft which was
used as a throwing-aid."” The two athletes on the Benaki
cup are the only discus-thrower and acontist known so
far to have been produced in the C Painter’s workshop.
Other athletic events, however, like wrestling and box-
ing, and above all horse-racing, occur on several Siana
cups by the C Painter and his most prominent younger
colleagues, the Taras Painter and the Malibu Painter."
From the late 560s onwards there is a growing interest
in depicting sporting scenes on vases in general, and this
has been associated with the reorganization of the Pana-
thenaic Games, traditionally dated 566/565 BC, when

it seems that gymnastic and equestrian contests were
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added to the festivities, of which they would remain a
very important part.” Moreover, just a few years ear-
lier three Panhellenic athletic festivals (the Pythian, the
Nemean and the Isthmian) had been instituted on the
model of the games at Olympia.'* The development of
sport at that time brought with it an improvement in
athletic facilities and the need for professional trainers
who would supervise the athletes’ exercise.”” Trainers are
often shown on vases, usually as elderly draped figures
watching the athletes closely, often holding sticks; but it
is not always easy to distinguish them from mere specta-
tors, judges or other officials. On the Benaki cup the
draped man standing opposite the discus-thrower watch-
ing him closely could well be a trainer. There are two
more bystanders, a youth on the far left and a bearded
man on the far right, both naked but for a chlamys
draped over their left upper arm, who seem to show a
vivid interest in what is going on: they raise a hand as if
to encourage the athletes in their efforts. It is not easy to
tell, however, if they are fellow athletes, trainers or simple
onlookers. What we can say is that they belong to the
iconographic stock of the C Painter’s workshop, since
they appear in an almost identical form in several scenes
—athletic or other— produced in this workshop.”

Side B of the Benaki Museum vase (fig. 3) shows
horsemen, a very popular subject on Siana cups by the
C Painter and his closest colleague, the Taras Painter,

MOYZXZEIO MITENAKH
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but also more generally in ancient Greek vase-painting,
which favoured scenes connected with the activities of
aristocratic citizens. The horsemen who are dressed in
short chitons and carry spears are usually regarded as
cavalrymen, and the naked youthful riders who either
do not hold anything or are equipped with short sticks,
as jockeys.” The latter may be shown either galloping
in a race or a training-session, or riding quietly in the
company of youths, men and women, many of whom
raise their hand in greeting. In the latter case they are
usually interpreted as victorious athletes received by their
family, friends, trainers and perhaps the owners of the
horses.” Associated with this scene is another one where
youths who often raise a hand in a gesture of greeting
are shown together with men and women. The scene,
which is very frequent in the work of the Taras Painter,
has been interpreted as the return of victorious athletes,
although none of the youths is clearly characterized as
a victor.” The scene on side B of the Benaki Museum
cup is the Malibu Painter’s only version of the so-called
‘return from the horse-race’, a theme which is treated
twice by the C Painter and very often by the Taras Paint-
er where the riders are usually welcomed by women.*
The jockeys on the Malibu Painter’s cup, unlike those
by the C Painter and the Taras Painter who are naked
and do not hold anything, are dressed in chitoniskoi and
carry thin sticks.” As for the horses, these are not stand-
ing or advancing quietly, as always in this type of scene,
but galloping among the spectators. This is not found
elsewhere, and we may wonder whether the artist did
not intend to show horsemen training for the race, in
which case the scene would be a counterpart of the scene
on the other side which shows two athletes training in
a gymnasium. We should note that the bystanders are
very similar to those on side A: we again have a naked
man with a wrap hanging over his arm who gesticulates
in a lively manner —a trainer or an excited spectator— as
well as two draped men standing quietly and holding
out one hand.

The naked man with a spear who is shown in a kneel-
ing-running posture on the interior of the cup (fig. 1) is
a puzzle. Typologically he is close to the image of a run-
ning warrior who looks round as if pursued on the inte-
rior of several cups by the Malibu Painter.*® These war-
riors, however, are always wearing a helmet (or a pilos)
and greaves, and carry a shield as well as the spear. There
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is only one example of a warrior who is bare-headed and
does not carry a shield, on a cup once on the New York
Market, which offers the closest parallel to our figure.””
But this figure, who is dressed in chiton and chlamys,
wears greaves, while the man on the Benaki cup has
nothing but the spear to characterize him as a hoplite.
Now, the spear may be held not only by hoplites in full
armour but also by civilians who are otherwise unarmed.
On vases by the Heidelberg Painter and the Amasis
Painter, for example, we often have draped spear-bear-
ers —presumably upper-class citizens— flanking a central
scene, or participating in social encounters.” In the C
Painter’s workshop we may also have civilians (of a dif-
ferent type to those by the Heidelberg Painter) holding
a spear. In one of the Taras Painter’s favourite gatherings
of youths, men and women (a scene which, as we saw,
has been interpreted as the return of athletes) we have a
naked youth carrying a spear on his shoulder,” and in
another, a naked man with a wrap draped over his arm
holding a spear.”® The running man on the interior of
our cup is to be compared to these figures more than
to any others, in spite of the fact that the artist has used
here his favourite compositional type of a warrior who
runs holding a spear horizontally as if ready to attack.
Another possibility is that this is an athlete, something
expected on the interior of a cup both sides of which
deal with sport. The javelin did not usually have a sharp
metal point, unless used for throwing at a set target, an
equestrian event which seems to have been introduced
later in antiquity; but there are a few vases contempo-
rary to ours —one of them a recently published Siana cup
fragment by the Heidelberg Painter— where javelins used
for throwing at a distance, as indicated by the presence
of a thong, have the form of a spear.”!

We now come to the second Siana cup in the Benaki
Museum which will be discussed here. This cup (inv.
no. 31131) (figs 5-9)* has also been mended from sev-
eral fragments. Some pieces of lip and bowl, half of one
handle and the entire foot are missing and have been
restored in plaster. There is some repainting (border of
tondo, parts of women and right leg of Theseus on side
B, part of rays on lower part of bowl). The surface has
flaked in many places, especially on the lip of side B.
The black glaze is of very bad quality; it has misfired a

reddish brown on the inside, and is red to reddish brown
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Fig. 5. Siana cup (interior). Athens, Benaki Museum 31131 (photo: K. Manolis).

on the right part of side A, on the left part of side B, and
on the handle in between. There are additions in red and
white which have disappeared in many places.

The inside (fig. 5) is glazed, apart from a reserved line
along the edge of the lip and the tondo which is deco-
rated with a naked youth who runs to the right looking
back, carrying two tripods, one in each hand. The tondo
is framed by a band of tongues, alternately black and red,
within triple glaze lines. The outside is decorated in the
overlap system. There is a glaze line at junction of lip
and bowl. Under the ground line there is a glaze band
and below it a band of rays.

14

Side A (fig. 6) shows three young horsemen gallop-
ing to the right, wearing short chitons and holding thin
sticks. The first horseman, on the far right, looks round;
behind him a naked man runs to the right looking back,
holding the reins of the second horse with his right hand
and a stick in his raised left hand. On the far left there is
a bird flying to the right.

On side B (fig. 7) we see Theseus attacking the Mino-
taur between onlookers. In the centre, Theseus, who is
bearded and wears a short chiton and a skin on top,
strides to the right. He grasps the Minotaur’s left wrist
with his own left hand and thrusts his sword into the

MOYZEIO MITENAKH
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Figs 6-7. Siana cup. Athens, Benaki Museum 31131 (photo: K. Manolis).

Minotaur’s chest (only the tip of the sword is preserved).
The Minotaur collapses on his left knee. He has a tat-
too of five parallel rows of dots painted on his left thigh
and holds a stone in each hand (the left hand has flaked
leaving only some traces of a round fist; the right hand,
shown as a circle with a white patch inside indicating the
stone, is visible on Theseus’ animal skin, at waist level).
The central group is flanked by spectators: three women
in belted peploi and himatia on the left and four youths
in chitons and himatia on the right. The woman imme-
diately behind Theseus raises her left hand. The upper
part of the woman who follows her is lost (the missing

3, 2003

fragment has been restored in plaster and the silhouette
of the figure repainted).

Red: On side A, hair of horsemen and manes of horses.
On side B, himatia of all women and dots on peplos of
middle one; himatia of first and third youth and dots on
chiton of second one; hair-bands of youths. White (not
preserved): On the interior, bowls of both tripods and
dots on middle leg of one. On side A, chitons of riders.
On side B, chitons of first, third and fourth youth stand-
ing behind the Minotaur, and dots on himation of second
youth; tattoo on Minotaur’s thigh.

The shape and secondary decoration of this cup are
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Fig. 8. Profile drawing of Siana cup. Athens, Benaki Museum 31131, scale 1:2 (drawing: A. Dringopoulou).

not too far apart from those of the first cup discussed
here, but the straight lip is turned much more markedly
outwards and the bowl is shallower (fig. 8). The shape is
not unknown to the C Painter’s workshop, to which the
horsemen of side A are also close. The style of drawing,
however, does not allow us to attribute it to any of the
known painters of this workshop. According to Brijder,
our cup has something in common with the style of the
Painter of Boston C.A., and might be a work of a fol-
lower.?® Of the known Sianas, one which is stylistically
very close to ours is a cup in Thebes which shows on
both sides horsemen surrounded by men and women,
a composition interpreted as ‘the return from the horse-
race’.* The faces of the figures with their fringed hair
and pointed noses and chins are similar on both works,
although on our cup the noses and chins are not as
prominent. Also, on both works the men’s hands which
are concealed under their himatia and held in front of
their bodies are rendered with the same small incised
curves (more cursorily drawn on our cup), and there are
further similarities like the vertical incised lines on the
men’s chitons, and the drawing of the horses. Very close
to the cup in Thebes is another Siana cup in Cleveland
which has been attributed to the same hand.* Our cup
is probably a product of the same workshop and should
be dated in the decade 560-550 BC.

The scene on side A (fig. 6) deals with horse-racing.*
The youths are dressed in short chitons and carry sticks
like the jockeys on the Malibu Painter’s cup. Here, how-
ever, we have no draped men or youths standing between
the horses, but just a naked man who runs alongside a

16

horse holding its reins with his right hand and a stick in
his raised left hand. This detail, as well as the fact that he
is the only bearded figure among the young horsemen,
indicates that he is a trainer of jockeys, and the scene a
training session, as is possibly also the case with the scene
on side B of the other Benaki cup that we saw.”

The struggle of Theseus and the Minotaur shown on
side B (fig. 7) is one of the earliest representations of
the theme in Attic vase-painting where the subject first
appears in the decade 560-550 BC.* It is rarely depicted
on Siana cups: apart from the Benaki cup, there are only
three others, all slightly later than ours, showing the
theme.” These cups come from different workshops and
do not use the same iconographic scheme. Two of the
cups show the Minotaur confronting Theseus, while the
other two show him trying to flee. In no other Siana
cup does Theseus stretch out his left hand to restrain
the left hand of the Minotaur, a scheme which is very
popular on Attic vases. Our cup also differs from the
others in that it shows Theseus bearded, something not
unexpected, however, since Theseus is often bearded in
early works. As for the way the Minotaur is shown, all
Siana cups depict him holding stones in both hands, as
very frequently in art;*" but not all painters were of one
mind about whether the monster had a tail or not.”? The
tattoo-mark on the Minotaur’s thigh on the Benaki cup
occurs in exactly the same place on some Attic vases,” so
must have belonged to some early iconographic model.
The meaning of such dots which are painted or incised
on the bodies of some figures (especially warriors, heroes
or monsters) is rather obscure.* The youths and women

MOYZEIO MITENAKH
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flanking the scene might refer to the Athenian tribute of
youths and maidens who were to be fed to the Mino-
taur. The woman behind Theseus who raises a hand
might be Ariadne but she is otherwise not differentiated
from the other women.

The image on the interior of the cup (figs 5, 9) brings
us back to the world of sport. A naked youth who runs
to the right and looks round is shown carrying two tri-
pods, one in each hand. The image of the tripod-bearer
is not unknown to archaic vase-painting, occurring on a
fair number of vases from the second quarter of the sixth
century BC on.” The earliest such scene is on a Siana
cup by the C Painter dated about 570-565 BC where
a man in short chiton carrying a tripod on his head
is received by draped men who stand on either side.®
The Benaki cup offers the second representation of a
victorious athlete carrying his prize, since all other such
scenes belong to the years after 550-540 BC. Sometimes
the prize is carried not by the victor, but by a follower
who walks behind him,” but in our case a single naked
figure in a tondo cannot be anyone else but the victori-
ous athlete himself. Our painter did not follow the usual
iconographic scheme for this type of image, i.e. the tri-
pod being carried on the head, often with much effort.
He has shown a youth carrying with great ease not one,
but two tripods, one in each hand. The tripods are much
smaller than those in most other scenes, where they are
usually life-size, but this may have been imposed by the
restricted space of the tondo.” The depiction of two
tripods carried by a single person is, as far as we know,
unique in the iconography of the subject. Is the youth
shown as a victor in two athletic events? Or did the artist
want to emphasize the notion of victory by duplicating
the prize? The latter seems more probable, and we may
think here of the large number of tripods shown next
to some athletic scenes in order to stress their agonistic
character.” There is no point in trying to find out what
victory the young man on our cup won, since the artist
does not give us any hint of this, and seems just to be
interested in depicting a victor.

If the two vases in the Benaki Museum discussed here
were found together, as their related iconography and
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Fig. 9. Tondo of Siana cup. Athens, Benaki Museum 31131
(photo: K. Manolis).

contemporary manufacture seem to suggest, we may
suppose that they were owned by someone who had
some association with athletics, for example an aristocrat
who kept and raced horses, or a pentathlon athlete, since
pottery was often commissioned for the symposion after
an athletic victory.” In any case, it must have been some-
one who would have been interested in the scenes from
the world of sport so amply depicted on the two cups,
and for whom the image of the victorious youth carrying
his prizes would have been a personification of his own
athletic achievements or aspirations.

Maria Pipili

Academy of Athens

Research Centre for Antiquity

14, Anagnostopoulou Str.
GR-106 73 Athens

e-mail: pipili@academyofathens.gr
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ABBREVIATIONS

Brijder 1983: H. A. G. Brijder, Siana Cups 1 and Komast
Cups (Amsterdam 1983).

Brijder 1991: H. A. G. Brijder, Siana Cups 11: The Heidel-
berg Painter (Amsterdam 1991).

NOTES

*1 am most grateful to Prof. A. Delivorrias for inviting
me to publish the black-figure vases of the Benaki Museum, a
work which is under preparation. I should also like to thank H.
Brijder for sharing with me his unequalled knowledge of Siana
cups, M. Tiverios for discussions, B. Stassinopoulou for her
friendly assistance, and, most especially, 1. Papageorgiou for
her invaluable help at the Benaki Museum. The photographs
are by K. Manolis and the drawings by A. Dringopoulou.

1. For Siana cups the standard work is Brijder’s meticulous
multi-volume study of all the known examples: Brijder 1983;
Brijder 1991; Brijder 2000. A fourth volume is under prepara-
tion.

2. Height, 13.6 c¢m; diameter of rim, 27 cm; diameter of
foot, 9.2 cm.

3. Brijder 2000, 669, 724, add. no. 14.

4. For the Malibu Painter see Brijder 1983, 169-81; 255-59
nos. 216-52. Additional vases in Brijder 1991, 481-82 nos.
1-10; Brijder 2000, 669, 723-24 nos. 11-17. Most of the
works attributed by Brijder to the Malibu Painter had been
assigned by Beazley to the C Painter or to his manner. The
need to create new painters from the work of a well-known
one was questioned by some reviewers (D. C. Kurtz, CR 35
[1985] 345; T. H. Carpenter, /HS 106 [1986] 252; D. von
Bothmer, Gromon 59 [1987] 716-21). The Malibu Painter’s
style of drawing is very close to that of the C Painter, but,
as in the case of the Taras Painter, there is no doubt that we
have here a distinct artistic personality. Apart from Sianas, the
Malibu Painter decorated some other shapes: three lekythoi, a
“pilgrim-flask” and a skyphos (Brijder 1983, 169 n. 492).

5. Cf. the C Painter’s cups Brijder 1983, no. 58 pl. 75
(middle period); no. 117 fig. 33 (late period); also, the Taras
Painter’s, ibid. no. 133 pl. 81 (early period) and no. 149 pl.
82 (middle period). The shape of the foot is also common in
the C Painter’s workshop (see, e.g., the Taras Painter’s, ibid.
no. 149 pl. 82 and no. 195 pl. 85).

6. Brijder 1983, 172 fig. 55d.
7. Brijder 1983, 174-75 fig. 57 a-b.

8. Brijder 1983, no. 237 pl. 43b; no. 246 pl. 43 c-d; no.
247 pl. 44 a-b; Brijder 1991, 482 no. 5 pl. 165 a-c.

9. (a) Boeotian tripod pyxis, Berlin 1727: ABV 29,1; CVA
4, pl. 197,7; (b) Siana cup, Amsterdam 10.000: Brijder 1991,
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Brijder 2000: H. A. G. Brijder, Siana Cups I11: The Red-
Black Painter, Griffin-Bird Painter and Siana Cups Resembling
Lip-Cups (Amsterdam 2000).

no. 330 pl. 105d (Heidelberg P.); (c) Siana cup, once Zurich
Market, Gallerie Nefer: Brijder 2000, 728 no. 11 pl. 251a
(Heidelberg P.). It is not clear if there is a discus-thrower
among the athletes shown on the Tyrrhenian amphora,
Geneva MF156 (ABV 99,49; CVA 2, pl. 43,1-4). From the
decade 550-540 BC there are six more vases, five of which
—four Siana cups and a cup-skyphos— are by the Heidelberg
Painter: (a) Siana cup, Munich 7739: ABV 64,28; Brijder
1991, no. 407 pl. 133d; (b) Siana cup, Paris, Cab. Méd. 314:
ABV 65,41; Brijder 1991, no. 408 pl. 134b; (c) Siana cup,
once Brussels, J. L. Theodor Coll.: Brijder 2000, 730 no. 22
pl. 254e; (d) Siana cup, once New York Market: Brijder 1991,
no. 385bis pl. 130b; (e¢) Cup-skyphos, Corinth CP-881: A.
B. Brownlee, Attic Black-Figure from Corinth: I, Hesperia 56
(1987) 81-83 no. 14 pl. 13. The sixth vase is a proto-A cup
very close to Lydos (Athens, NM 445: ABV 113,83; Para 45
and 49; CVA 3 pl. 48,1, 4).

10. (a) Siana cup, Amsterdam 10.000: see above n. 9; (b)
Siana cup, Thebes 6113 (R 49.261): ABV 70,2; CVA 1, pl.
30,2 (Sandal P.); (c) Tyrrhenian amphora, Geneva MF156:
see above n. 9. A newly published Siana cup fragment from
Miletus, attributed to the Heidelberg Painter and showing an
acontist, has been placed in the painter’s late period, i.e. in
the decade 550-540 BC (Miletus Z93.28.10 and 11: Brijder
2000, 730 no. 25 pl. 254c). For early javelin-throwers see also
the fragmentary dinos from the Athenian Acropolis (B. Graef,
E. Langlotz, Die antiken Vasen von der Akropolis zu Athen 1
[Berlin 1925] no. 590 a-c pl. 27), a work of ¢. 560 BC, show-
ing javelin-throwers at a mythical event, the Funeral Games
for Pelias.

11. Amsterdam 10.000 (see n. 9). Two other pentathlon
events, however, wrestling and boxing, are combined on
several early Siana cups: see, e.g., Brijder 1983, no. 106 and
no. 111 pl. 21 e-f (C P.); Brijder 1991, 482 no. 4 pl. 164d
(Malibu P.); Brijder 1991, no. 406 pl. 132g (Heidelberg P.).

12. Of the four earliest vases depicting a discus-thrower
three show him in exactly this pose: the Benaki cup discussed
here, the Boeotian tripod pyxis in Berlin and the Siana cup
in Amsterdam (see n. 9); also, of the later vases, the proto-A
cup close to Lydos (see n. 9). For discus-throwing see E. N.
Gardiner, Athletics of the Ancient World (Oxford 1930) 154-
68; J. Juthner, Die athletischen Leibesiibungen der Griechen 11
(Vienna 1968) 225-303; R. Patrucco, Lo sport nella Grecia
antica (Florence 1972) 133-70; B. Legakis, Athletic Contests
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in Archaic Greek Art (Diss. Univ. Chicago 1977) 236-75; D.
Vanhove a.o., Les disciplines sportives in: D. Vanhove (ed.),
Le sport dans la Grece antique. Du jeu a la compérition (exhibi-
tion catalogue, Palais des Beaux-Arts, Bruxelles, 23 Janvier-19
Avril 1992, Bruxelles 1992) 109-11.

13. This pose is favoured by the Heidelberg Painter; it
occurs on one vase from the decade 560-550 BC (once Zurich
Market: see n. 9) and on his five vases from the decade 550-
540 BC (see n. 9). On the cup once in Zurich and on the cup
once on the New York Market the discus is held with the left
hand!

14. See the comments by J. D. Beazley, The Development of
Attic Black-Figure (Berkeley-Los Angeles 1951) 51.

15. For the technique of throwing the javelin in antiquity
see Gardiner (n. 12) 169-76; Jiithner (n. 12) 307-50; Patrucco
(n. 12) 171-89; Legakis (n. 12) 318-55; Vanhove (n. 12) 111-
12.

16. C Painter: Brijder 1983, 127-28; Taras Painter: ibid.
161-62. By the Malibu Painter we have one horse-race (6.
176; cf. below n. 25), and three scenes with boxers and/or
wrestlers: Brijder 1991, 482 no. 4 pl. 164d (wrestlers and box-
ers); Brijder 2000, 669, 723 no. 11 pl. 246¢ (wrestlers); 7bid.
669, 724 no. 18 pl. 246g (boxers).

17. Brijder 1983, 127 with n. 179; id., Changing the
Subject: Evidence on Siana Cups, in: H. A. G. Brijder (ed.),
Ancient Greek and Related Pottery. Proceedings of the Inter-
national Vase Symposium in Amsterdam, 12-15 April 1984
(Amsterdam 1984) 248-51; Brijder 1991, 391. For a statisti-
cal study see E. Goossens, S. Thielemans, The Popularity of
Painting Sport Scenes on Attic Black and Red Figure Vases: A
CVA-Based Research-Part A, BABesch 71 (1996) 59-94. On
the development of sport in Athens and its significance in civic
life see D. G. Kyle, Athletics in Ancient Athens (Leiden 1987);
id., The Panathenaic Games: Sacred and Civic Athletics, in:
J. Neils (ed.), Goddess and Polis. The Panathenaic Festival in
Ancient Athens (Princeton 1992) 73-101; C. Mann, Athlet und
Polis im archaischen und friibklassischen Griechenland (Gottin-
gen 2001).

18. On the inauguration or reorganization of athletic games
in the 6th century BC, see H. van Looy, Les festivals, in: Van-
hove: (n. 12) 79-97; W. Decker, Sport in der griechischen Anti-
ke: vom minoischen Wettkampf bis zu den Olympischen Spielen
(Munich 1995) 39-65.

19. On training in the gymnasium and the palaistra see
O. Tzachou-Alexandri, The Gymnasium. An Institution
for Athletes and Education, in: O. Tzachou-Alexandri (ed.),
Mind and Body: Athletic Contests in Ancient Greece (exhibition
catalogue, Athens, National Archaeological Museum, 15 May
1989-15 January 1990, Athens 1990) 31-40; Decker (op. cit.)
143-50; D. Vanhove, Le Gymnase, in: Vanhove (n. 12) 57-
77; Kyle, Athletics (n. 17) 141-45.

20. See, for example, the C Painter’s cup Brijder 1983, no.
63 pl. 17d, or the Taras Painter’s cups, 7bid., no. 143 pl. 28d;
no. 147 pl. 30b; no. 157 pl. 30d; no. 163 pl. 32a; no. 169 pl.
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32 c-d; Brijder 2000, 720 no. 28 pl. 243d. On the Malibu
Painter’s cup once on the New York Market (Brijder 1991,
481-82 no. 1 pl. 164b) the man on the left raising his hand is
very similar to the man standing in front of the horseman on

the Benaki cup.

21. See Brijder 1983, 125, 127-28. On horse-racing see H.
A. Harris, Sport in Greece and Rome (London 1972) 151-71;
Patrucco (n. 12) 373-403; D. Bell, The Horse Race (keles)
in Ancient Greece from the Pre-Classical to the First Cen-
tury B.C., Stadion 15 (1989) 167-90; E. Maul-Mandelarzt,
Griechische Reiterdarstellungen in agonistischem Zusammenhang
(Frankfurt 1990); Decker (n. 18) 105-15. A Siana cup once
on the Freiburg Market (Brijder 2000, no. 642 pl. 210 b-c)
shows on each side three youths galloping to the right flanked
by huge tripods which confirm the agonistic character of this
type of scene on Siana cups (see Maul-Mandelartz [op. cit.]
61-62). T. B. L. Webster, Potter and Patron in Classical Athens
(London 1972) 181-82, does not exclude the possibility that
riders with spears are also meant to be jockeys, since one of
them appears on an amphora of Panathenaic shape next to a
tripod (Bonn 589: ABV 86,7; Maul-Mandelarzt [op. ciz.] no.
PS2 pl. 31).

22. Webster (n. 21) 182-87; Brijder 1983, 128 with n. 188,
161; Maul-Mandelarzt (n. 21) 61 with n. 196.

23. Brijder 1983, 129, 162. The interpretation is largely
due to the image of a victorious athlete carrying a tripod who
is attended by similar gesticulating figures on a Siana cup by
the C Painter in Heidelberg: ABV'51,1; Brijder 1983, no. 46;
CVA 4, pl. 152,1.

24. C Painter: Brijder 1983, no. 86 pl. 20a; no. 89=CVA
Toronto 1 pl. 31, 2-4; Taras Painter: 7bid. no. 136 pl. 28¢;
no. 138; no. 148; no. 158 pl. 31a; no. 158bis; no. 159; Brij-
der 1991, 480 no. 2 pl. 161¢; no. 3; no. 6 pl. 162 a-c; Brijder
2000, 719 no. 25 pl. 243b; 720 no. 28 pl. 243d; no. 36; no.
37.

25. Similarly rendered are the jockeys in the only horse-race
by the Malibu Painter on a cup in Taranto: Para 24,57bis;
Brijder 1983, no. 224 pl. 39a. Cf. a dressed rider on a frag-
ment by the same painter from the Athenian Agora, possibly a
jockey too (ABV'59,5; Brijder 1983, no. 225). A rare instance
of jockeys wearing chitoniskoi in the C Painter’s work is the

cup Brijder 1983, no. 89 (see n. 24).

26. See, e.g., Brijder 1983, pls 41f, 46a, 46e, 47a. Cf. the
archer, 7bid., pl. 47b and his counterpart by the Taras Painter,
ibid. pl. 36g. The running warrior on the interior of several
cups by the C Painter and the Taras Painter does not look
round.

27. New York, Atlantis Antiquities: Brijder 1991, 481-82
no. 1 pl. 165e.

28.On such figures see H. van Wees, Greeks Bearing
Arms, in: N. Fischer, H. van Wees (eds), Archaic Greece. New
Approaches and New Evidence (London 1998) 352-58 with the
carlier bibliography.
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29. Brijder 1983, no. 140; C. Drago, NSc 1940, 351 fig.
44,

30. Brijder 1983, no. 147 pl. 30b.

31. See the fragmentary dinos from the Acropolis (n. 10)
showing the Funeral Games for Pelias, a Siana cup fragment
from Miletus (see n. 10; the leaf-shaped point of the javelin
is just visible on the break of the fragment) and an amphora
by the Amasis Painter with athletes shown above the main
panel on side B (once Berlin 3210: ABV'151,21; Papers on the
Amasis Painter and his World [Malibu 1987] 101 fig. 2). The
naked man throwing a spear on a red-figure lekythos of about
470 BC (Tzachou-Alexandri [n. 19] 266-68 no. 159) has been
regarded as an athlete. For a detailed discussion of the form of
the javelin shaft see Jiithner (n. 12) 309-13.

32. Height (as restored), 13.3-13.5 cm; height of lip and
bowl 9 cm; height of lip 2.6 cm; diameter of rim 25.2-25.7
cm; width across handles 32.4 cm. Side B is illustrated in A.
Delivorrias, D. Fotopoulos, Greece at the Benaki Museum

(Athens 1997) 77 fig. 105 (colour ill.).

33. Letter of 1-2-1995. For the Painter of Boston C.A. see
ABV 69; Para 28; ]. Boardman, Athenian Black Figure Vases
(London 1974) 33.

34. Thebes 25540: CVA 1 pls 31,1-4, 33,1-2, 34,2. For the
subject see n. 22.

35. Cleveland 65.78: CVA 1 pls. 21, 22,2. The attribution
to the same hand who painted the cup in Thebes is due to V.
Sabetai (CVA Thebes 1, 44, text to pl. 31) who named the

painter “the Pyri Painter”.
36. For the subject see n. 21.

37. The composition is quite similar to the image of runners
trained by racing against horses as shown on some band-cups:
see H. A. G. Brijder, CVA Amsterdam 2, 86-90 pl. 112; cf. the
Siana cups, ibid., pl. 90 and Brijder 2000, 646, 698 no. 644.

38. For the subject see E. R. Young, The Slaying of the Mino-
taur. Evidence in Art and Literature for the Development of the
Myth, 700-400 B.C. (Diss. Bryn Mawr 1972); P. J. Connor,
The Painter of Villa Giulia 3559: Additions to his Work,
BABesch 55 (1980) 29-34; F. Brommer, Theseus (Darmstadt
1982) 35-64; LIMC VI (1992) 574-81 s.v. Minotauros (S.
Woodford); LIMCVII (1994) 940-43 s.v. Theseus (S. Wood-
ford).

39. Thebes 6107: CVA 1 pls 32,1-2, 33,3-4; Athens NM
12586: CVA 3, pl. 20,1-3; once Basel Market: Connor (n. 38)
35 fig. 9. These cups belong to the decade 550-540 BC.
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40. The Minotaur is shown confronting Theseus on the

Benaki and ex-Basel Market cups (see n. 39).

41. For stones as the Minotaur’s weapons see Connor (n.

38) 31.

42. The Minotaur is tailless on the Benaki cup, but has a
tail on the Athens and ex-Basel Market cups (see n. 39). On
the Siana cup in Thebes (see n. 39) the painter had not made
up his mind: on one side the Minotaur has a tail, while on the
other he does not!

43. See, for example, a slightly later amphora, close both to
Lydos and to Group E, in Malibu, Getty Museum 86.AE.80
(CVA 1, pl. 1)

44. B. Fellmann, Zur Deutung frithgriechischer Kérper-
ornamente, JdI 93 (1978) 1-29, regards them as signs of
superhuman power; J. Boardman, An Anatomical Puzzle,
AA (1978) 330-33, sees them as mere representations of old
wounds. On tattoo-marks see also K. Schauenburg, Ein Psyk-
ter aus dem Umkreis des Andokidesmalers, /4780 (1965) 80,
82 with n. 20; K. Zimmermann, T4towierte Thrakerinnen auf
griechischen Vasenbildern, J47 95 (1980) 165 n. 6; A. Clark,
CVA Malibu, Getty Museum 1, 51-52, text to pl. 50, 1-2.

45. On the subject see I. Scheibler, Dreifusstriger, in:
Kanon. Festschrift Ernst Berger (15. AntK-BH, Basel 1988)
310-16; E. Kephalidou, Nixnzsig (Thessaloniki 1996) esp.
66-67, 88-89 and 172-74 (lists of early works); A. Sakowski,
Darstellungen von Dreifusskesseln in der griechischen Kunst bis
zum Beginn der klassischen Zeit (Frankfurt 1997) 92-94, 254-
56 (lists). For representations of victorious athletes see also
Webster (n. 21) 152-57. For representations of tripods in art,
Sakowski (0p. cit.). For the meaning of the tripod, K. Schwen-
demann, Der Dreifuss, Jdl 36 (1921) 98-185; for its evolu-
tion, S. Benton, The Evolution of the Tripod-Lebes, BSA 35
(1934-1935) 74-130; for tripods as prizes, Maul-Mandelarzt
(n. 21) 53-54 n. 146; Kephalidou (0p. cit.) 104-09; Sakowski
(op. cit.) 82-106.

46. Heidelberg S1: See n. 23.

47. See, for example, an amphora in Rome, Villa Giulia

8340 (ABV'149,1; Scheibler [n. 45] pl. 88,2-3).

48. We should note here that the tripod carried on the C
Painter’s cup in Heidelberg (see n. 46) is also small in spite of
the fact that there is plenty of space for a larger one.

49. See Maul-Mandelarzt (n. 21) 72 n. 247.
50. See Webster (n. 21) 152.
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MAPIA TTITIIAH

ABANTEG, TpomovnTéG Kal évag VIKNTHG: 600 véeg kiALke Tomov Zidvvav oto Movoeio Mmevdkn

Ot 6o koAikeg oL Tapovotdioviat avikovy otV K-
pla katnyopia attkdv peravopopeev Kuiikev tov B
TeTdpTou oL Gov at. T.X., TG KOAKES TOTOU ZIAvvmv.
H npoéievot] toug eivat dyvwotr. Awpridnkav oto Mov-
oglo Mnevdxn ané v Tléykv ZovpumovAdkr kat dev
anokielerat va Ppédnkav pall, kabog eivar obyypoveg
(e dexaetiag 560-550 m.X.) kat ovyyevebouy glkovo-
ypagikd, pe Wdaitepy éppaot otg aBAnukés oknveg.

H mpddtn koAka (ap. evp. 31130) (dypog 13,6 ex., di-
dp. xefhovg 27 gk.) mpoépyetal and to £pyactyplo Tov
Zoypdgov C kat anodidetat otov Zaypdgo tov Malibu.
Zmyv a’ éyn anewkoviovtar évag dtokoPdrog kat évag
AKOVTIOTHG va aokouvvtat oto yvpuvdolo —pia and Tig
TpwIUSTEPEG anetkovioelg tétolwv abintdv oe ayyelo.
X B dyn maptotdvovial utnelc avdpeoa oe Gvdpeg
TIOU YELPOVOHOUY, OKNVY| TIOAS dNUOPIAY|G 0TO £pyaoTy-
plo tov Zaypagpou C, 1 onola epunvedetal ouvbwg wg
VOSOYY IMIMEWV TIOL EMOTPEPOLY VIKNTEG Votepa and
utmkd aydva. ‘Opog, avtiBeta pe dAdeg napdpote ma-
Paotdoels, €06 ta dhoya dev oTékovat ovte TEPTATOLY
fouvya, aArd kKaATdlovy, KAt pov pag kdvet va vrobé-
oouvpe 6t ot trmels ackovval yla Tov aydva. 210 £00Te-
ptko, 0 yopuvdc dvdpag mov tpéyet kpatwvrag dGpu ako-
Aovbel Tov Té1o ToL OTAlTY TOL TPéYEL KortdLovtag mi-
0w, éva Bépa mou koopel 10 E0WTEPIKS TIOAAGY KUA{K®V
tov Zwypdgov tov Malibu. ‘Ouwg e8¢ dev mpdkettar yia
omAftn, kaBadg ektéc amd to dépu dev @épet dAhov apv-
vuké 1 embetid eonmiopd. H mbavénta va mpdet-
tat yta aBAnti dev pnopel va anoxieiotel kabdg to a-
kévTio epgavifetar pepikés gopéc pe arxpnpy] amdintn.
e pa térola TEPITTRoN 1) £0OTEPIKT] StakGOPNoT TNG
kOAtkag Oa efxe dpeon oyxéon pe my ewteptkn.

H Sedtepn kdhka (ap. gvp. 31131) (bypoc yxwpic to
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OUUTIATPOPEVO TIGOL 9 ek., ddp. xeldovg 25,2-25,7 €k.,
Sdp. pe AaPéc 32,4 ex.) pordier va ovyyevetel pe €p-
ya tov Zaeypdeov g Bootdvne C.A., Supwg dev elvan
duvatév va anodobel oe kdmotov ouykekpipévo Lwypd-
o KuAikev témov Ztdvvov. H a” éyn kat 1o eowtept-
k6 G KUAKaAg €xouvv oxéon pe tov abAnuopd, evéd 1
B dym @épet pvboroyiky| mapdotacy, thv mAAn Tov
Onoéa pe tov Mvdtavpo, éva Bépa mov eppaviletat
auty Vv enoyy otV attiky peAavopopgn ayyetoypa-
pla. 2y a’ éyn éxovue mdAL el —dmwg kat oty
TpoNyotpevY] KGAKa— Spos €66 glvar mo @avepd 6Tt
npdKettat yia npondvnot tméov mov 8a Adfouvv pépog
oe aydva, kaboe évag dvdpag pe paPodi tpéxet dimha oe
éva and ta dhoya kpatevag to and ta xaiwdpla. 2To
£0OTEPIKS TG KOALKAG évag YUpPVES vEOG Tpéxet TIPog
ta defld kpatdvrag o tpinodeg. Avty eivar 1 devte-
pn maradtepy) anetkdvion vkt abAnt mov petagé-
pet to €mabré tov, Bépa 6yt OAD omdvio otV apyaiky|
ayyetoypagia. Movadukt| elvat 1 anetkévion ddo tpumnd-
dwv ata yépta tov adAnti|, mov pdirov éxet okomd va
ddoel Epgpaoct oty évvola g vikng.

Ot 860 koAtkeg tov Movoeiov Mnevdkn ovykataré-
yovtat ota npotpdtepa attikd ayyeia pe abAnukég ma-
paotdoeis. Avikovv og pia mepiodo (ota yxpoévia ybpw
oto 560 .X. kat apéoec petd) katd ty onofa mapatn-
peltar avEnuévo evbiagépov yra v anetkévion abin-
ukdv oknvev ota ayyeia. To evbiagépov avtd oyeti-
Cetar ubBavae pe v avadiopydveon tev [avabnvai-
KGOV aydvov to 566-565 1.X., dtav yopvikol kat tmmkol
aydveg paivetal mwg mpootédnikav otg teretéc, arrd
kat v {dpvon Alya ypdvia vepitepa tpidv peydrov
naveAARviev ayovov (Népea, Tobua, IT60w) odppa-
va pe 1o mpétumo twv OAVUTIAKOY.
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AHMHTPHYX AAMAYXKOX

Me agoppt dbo veoamoxtnévia areEavdpvd yromtd
tov 20v at. .X.: eIKovoypa@ikd Kat eppnvevtikd mpofAnpata

OI1 XYAAOTEE TOY MOYSEIOY MITENAKH avédvovtat
ouvexdg, kuplwg ydpn ot yevwatodwpia tev ToAvd-
pOpev iAoy tov, ot ontofot epmotedovrat oto dpuvua
avukeipeva and TG HKPEG 1] HEYAAUTEPEG TIPOOWTUKEG
toug ovAroyés. H mapodoa perétn aoyoreftar pe d6o
onpaviikd yauntd, npdogateg dopeés mov gpmiouti-
Couvv to Tpvjpa g Ilpoiotopikric, Apyatac EAAnvikrc
kat Popaikric LvAioync tov povoeiov pe dvo eAAnvi-
otikd épya areavdpvrc texvotpomniag. [lapd to du f-
vat adtvatov va poodtopioovpe pe axpiPela tnv mpoé-
AEVOY] TOUG, Ol TEYVIKEG AETITOPEPELEG, TA TEXVOTPOTUKA
KAPAKTNPLOTIKE Kal Ta elkovoypagikd touvg ortoryeia
ovpPdrrovy kaboplotikd otnv epunveia touvg, dedo-
Uévou 4Tl 1) TaLTéTNTA THG KAAAMTERVIKNG TTAPAy®yng
otV mpotebovoa tov are€avdpvod Pactieiov kat Ty
gvpUtepn Teplpépeld g elvar gdkora avayvoplowr).
Evéeiktikd tov ovpntdoswmv oty apyatoroyiky épeuva
efvat 1o yeyovog 6t wg onpaviikol apwyol otr peAéy
TPOoTPéYoLY Kal YAuntd mov koopotoav and naratdre-
pa 11 Tpobijkeg Tov povoeiov, evioylovtag Ty emvyeL-
pnpatoroyia yia tov npoadioptopd e kataywyns Kat
)G TAUTOTNTAG TOV VEDV ATIOKTNUATOV.

H napovotaon tev dbo yAumtédv —yvvatkeieg eicoviot-
KéG KEQAAEC—, eKTOG amd TOV EPHAOUTIOUS TV YVAOEDY
pag yta v aregavdpvi| mAaotiky g emoync, £pyetat
ek véou va Biget tov yvwoté mpoPAnpationd avagoptkd
pe TG exhekTikég ouyyéveleg otV etkovoypagia Bedv
Kat Nyepdvev, éneg avtyj avartdybrke oty mpwtedov-
oa tov [Trorepatov and g apyés tov 2ov at. m.X. kat
petd: vayopevpévy dniadt| and v tdor tov Nyepd-
v va emdidkovy v pocdijkn Beikdv yapaxtploti-
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KOV ota dvvaotikd touvg moptpalta.' “Etot, evéd and tmy
npdn e€€taot tov d6o yAurtdv dvokoha pmopel kaveig
va katarrEer pe Pefadra oto katd néoov ta avBpd-
TIVO-1YEHOVIKA Yapaktnplotikd vreptepodv tov Beikdy
A 10 avtiotpogo, 1 drampaypdtevor) dtaitet ) pikpy
d6om apgiPoriag mov eAloyedel ava@optkd pe TV op-
06 ta 1 pn e Sratvnepévng droyng.

A. T'vvaikela kepard ap. evp. 38784

To épyo ddproe 1) @i Tov povoefov Frieda Nussber-
ger-Tsacos. [Tpdkertal yia pla yvvaiketa ke@ain oe pé-
yebog pikpdrepo tov @uotkod mov odlet kar Tuipa Tov
Aatpod, pe dypog 19 ex. (ewk. 1-4).> To pdppapo eivar
AEUKG, PEGOKOKKO HE PAPHAPUYH KAl TN XAPAKTHPLOTL-
K1 kitpvony mativa. Ané tnv avdivoy) Tov pappdpov
dev éytve duvatdc o mpoodioplopds g TPoEAELOTiC
tov. To mbavétepo, dpwg, elvar 6t pdkeitar ya ma-
pravé pappapo.’ Aev dakpivovran ixvn ypodpatog. 2to
ondotpo tov Aatpod odletat Tufpa tov otdepévion T6ép-
pov yia v £évBeon g Ke@aing otov Koppd, kAT Tov
amodetvietat kat and My KApILAGREVY andAnir tov
yAumtob oty mpdobia deéid mhevpd tov. H miow Sy
elval xrommpévn pe karépl Xy oo aplotepy) mAevpd
Stakpiverar xapmulopévn akpy, yeyovés mov dmidvel
1] SUPTAYpwot) G adpd doviepévng omioblag empd-
velag pe diro vid, mbavétata yoyo. Ta avud eivat
amokpovopéva.* Mia kohvdpikn omh] (BaB. mep. 2,3 ex.,
ddp. 0,8 ex.) oto péoo ™G KOPLPNC NG KEParT|G efvar
gpyacia tov apyaiov xpévov.

H popen} otpépet to kepdt g eAappd mpog ta apt-
otepd ™6 kat dve. To mpdowmo eivat eAdetpoetdoie
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Ew. 1-4. Ewoviotkn] xegas. ABvjva, Movoegio Mnevdkn 38784 (pot.: M. Zxwadapéone).

oxfuarog, ta pdria apvydardoynua, tomodetnuéva
Babid péoa otig kbyyxeg toug, pe ta mdve PAépapa va
kaAlmtovy TG eEwtepikés dkpeg tov kdte. To pérwmno
elvat Tptyovikd, ta pariid datdocovial 0g KUPATOEL-
deic Pootpiyoug, ot omolot ywpilovtal og 6o tpfpata
pe wa Pabd ypappr]. Mia eragpid BdBuvor oto micw
UEPOG TG KEPAANC kat katd prjkog tev Pootplymy mouv
mAQLoldvoLV to pétwmo {owg xpnoipeve ya tny €vlson
oteavne. To otépa elvar pikpd, pe ta oapkddn yei-
An va xepitovtat pe kopatoty ypappt). Ado opildéviieg
putideg otov Aawpd (Venusringe) eival xapaktmplotkég
TOAAGY yovatkelov popgdv. To tprjpa tov Aapod avd-
peoa otg putideg mpoeléyet atobntd.

Onwc hon avapépbnke, 1 areEavdpviy mpoéievon
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tou épyov dbokora pmopel va apgroPrmBel. X da-
nlotwon avty ouwvdpdpovy moArol mapdyovieg, texvo-
TpoTkYG aAAd kal texvikhs @donc. Xapaktnplotiko
otorxelo amoterel N paraxy] anédoon g emdeppidac,
6mwG Kat 1 oxeddv foypagiky anddoor v pattdv pue
TG Aemtopépetéc tovg va offjvouv oto mpbowmo. H -
dropopeia avtr éykertar —6mog £xet 101 toviotel oty
épevva—, 010 OTL Ol HOPPEG CUUTIATPOVOVTIAY PE £VTo-
VOUG XPOUATIOROVG, oL TéVICav TG AETTOpépeLeg Tov
npoodmov.” "Eva dAo diaitepo yvdpiopa e aketav-
dpwvic mAaoTikrc ivat 1 CUHTATP@OT ToL TH{ow PEPOUG
pe dAko vAiké —owviBag yiypo—, Adye g amovoiag
pappdpov otnv Afyvrto, mov elye wg amotéAeopa M
TP VAN TV gpyactnpiov yAurtikrc g Aydrtou va
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Ew. 5. Epnpoofétunoc vopiopatog e Kheondrpag A’.
Aovdivo, Bpetaviké Movoeio CM 1978-10-21-1.

3, 2003

etodyetar and v Avatoikr] Meodyeto kat to k60tog
Kataokev|g evég pappdpivouv £pyouv va gival ouvykplukd
VPNAG.S

H tadtion g poperic —extég ané v anoonacpa-
Tkr Sratjpnor] tov— dvoyepaivetat kat and to yeyovog
611 to épyo mapovotdler 1deaitotikd ototxeia aArd kat
elkovioTikd yapaktmplotikd. H popet| Ba propodos va
napanépmet oe pia Agpoditn —PA. tig putideg otov Aat-
ué—, émeg kat oe pla Baoiiiosa.” H Sianiotwon avty
ouvddet, 6mwg Nd1 avagépape oV apyy, HE TN YEVI-
KELHEVN TAOT| 0NV eAANVIOTIKY Tpocwmoypagia twv
Nyspdvav, n onofa guvoel TéTotov eldouvg ikovoypagt-
KEG OLYXOVEVOELG, Kal EIOIKATEPA UE TNV TIPAKTIKT| TGOV
AleEavipvav nMyepbvov va xpnotpomotobvtat ouyvd
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Ogikd yapaktnplotikd otig anetkovioels g Pactiikrc
owcoyévelag. I'a tov Aéyo avtd Ba mpéner pdArov va
anokAgtotel 1 mbavétnta to épyo va anetkovilet ko
Bviti]. H tavtétd g Ba npénet va avainmBel avd-
peoa oug AdeEavdpwéc Paothooes | otig Bednteg pe
TIaPSUOLA ELKOVOYPAPLKE {APAKTIPLOTIKAL.

Tyv mpoordBeia epunveiag tov yiuvmtod Ponbodv
OTHAVTKA Ol ELKOVOYPAPLKEG TTAPATNPHOELS, Ol OTIo{eg
pdiiota oxetiCoviat kat pe wiopopeies e arebavdpi-
Vi mhaoTikrc. Znpaviki| foribeia napéxet ) o] oto
p€oo Tov Tdve TPHHATOG TNG KEPYAAT|C, IOV anavtd o€
ToAAG yAvmtd. Xapaxtnplotikd napdderypa anotedel
n keqpair ‘Towdac 1) Bepevikng B’ oto Movoeio tov
Kaipov, 1 omola @épet axdpn omfj otmv kopuepn g
Ke@alig kat totakots — APukodc”— Pootpiyoug (Kor-
kenzieherlocken).* ‘Onog 16m eundbnke, otnv onr) mba-
vétata otepewvétav to otéppa g lowag, éva and ta
xapaktptotkd e odpPora.’ Eivar mors mbBavév kat
N kepaAr] tov Movoegiov Mnievdkn va ovpmAnpovétay
oTo Tpfpa mov Agimel ofjpepa pe yoypvoug Poatpiyoug
g Bedc kat oty KopLPT| va épepe To oTEPUA TG, OIS
tekpaipetar and dAieg mapaotdoets g lowac.” Av-
16 pmopel va Yrav and ydpo 1| GAA0 vAKS, akdpa Kkat
udppapo, 1 akpiPric pop@r Tov dpwg dev pmopel TALov
va mpoodroprotel."

H mpotewéuevn amokatdotaon vroompiletar kat
ané v gpyacia otnv meptoyy] tov yAuvmtos mov dé-
xOnke t ovpmAipoor. A ty e&étaon ¢ onlobiag
Syn¢ ovpmepaivovpe 6Tl Tav CUPTANPOUEVO pe YOO
OoAGKANPO TO TUAPA TV paAiidv kat Afya onpeia tov
mAdivév dypeav. Xto moptpaito tov Kaipov ot fdotpu-
¥ot kaAUmtouv v omioba empdvela kar v mEeploxy
TOV AUTdV Kat Té@Tovy emdve otouvg dpove. Ta avtd
dev amodidovtat kabérov yrat{ xaidmroviat and touvg
Bootptyove.”” Znv kepary] tov Movoeiov Mmnevdk
ta avud Agimovv. Xty Béom mouv Oa ta nepipeve kaveig
oolovtar pévo amokpovoels, xwpic kavéva {xvog and
avtd (ewk. 3, 4). H mijpng anovoia touvg pag odnyel
otny véBeon 6Tt 1 TMEPLOYN TOV ALVTIHV KaAvTtdTay
ané ybypvoug Bootpiyoug, kat eTopéveg dev fjtav vmo-
xpew Tk 1 anddoon] tovs. Xta onpela émov owdlovrat
oL anmoKpoVUELS, UTopel Kavels va anokataotioet pikpd
ipata pappdpov, ta omola ouykpatodoav tovg Po-
otplyous oto kpavio.”

Av woylel avti) 1 anokatdotaot], £XOVHE VA KAVOUPE
pe dAro éva yAurtd, oto omoio oupgplpoviar eAAnvikd
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Kat atyvntiakd etkovoypagikd otoryela, xapaktnplot-
K6 yvoplopa e eEAANVioTkrg aregavdpivic mAaott-
K16, 6mws moAAdkig éxet damotebel.' TiBetar mAéov
10 gpdMpa av 1 popyy amewkoviCer pla Bedmra, pia
Bactitooa @ Towa Y pia Baciiiooa wg iépea g Tot-
dac. Av mpdkettan ya anetkdvion) e Bedg, téte to £pyo
mbavétata karatdooetal £lKovoypa@ikd otov THTo g
‘Tobac-Appoditng, Adyw tev putidov otov Aaud kat
TOUL CAPKOOOVS GTOUATOG. 2 TG 0OEOpHEVES TTAPATTAOELG
™G —oTNV TAELOVOTNTA Tovg YdAKiva ayaipdta—, 1 fed
epgpavietat elte yopvy] pe ta totakd obpPora otnv Ke-
Parf, efte VILPEVN HE YLTAVA TIOL TTAPATIEPTIEL OF AYAA-
patikodg timous g Agpoditng tov kKAaotkdy xpbvav.'
O ovykpruiopéds tov Sbo Beotfjrev oty Alyvrto Eeki-
vnoe tov 30 at. m.X., yeyovog TIov GUPPGVEL PE TN PO~
voAbynon tov eEetalbpevov yavtod ota eAAnvioTikd
ypévia (PA. mapakdtw).

Ta otoryetla mov mapanépmouvy oe moptpaito —kat Gyt
oe 10ealoTikt] popri— elvat o xapakmmplotkd “yeud-
107 WKPS OTOPA KAl TO ETUUNKLOREVO TIPOOMTIO PE TO
“Bapt” mmyotvt, otoryeia mov dev pag enttpénovy va vi-
oBetoovpe aPiaota my exdoyn va mpdkettat yla Kepa-
A1) Bedg. Av efval sikoviotkt|] kKeQaly}, To etkoviZopevo
TpéoeTo “orkelonotEital” CUYKEKPLUEVEG IDGTITEG TRV
d%o Beotirev, ) pntpikn mAevpd g Towdag kat v
epotiky TG Appoditng, 6miwg oAl edotoya datuneddn-
ke ToAD mpdogata kat yia AAAY pla gopd oty €pevva
ané m S. Albersmeier.” Enopévac, 8a mpénet va eppn-
vevooupe to YAurtd wg anetkdvian Oeomotnpévne Paot-
AMooag, otnv omofa 0 KAAMTEXVNG Tpooédwoe ekelveg
g 161étnTeg mov 1 akeEavdpvi] avAy viobétnoe yia v
mpomaydvda tng mrodepaixrc duvaoteiac. H teievtaia
vnéBeon woybel ot mepimtwon mov to épyo anoteAel
petabavdtia etkoviotiky] kKe@aAt, kabag 1) exdéwors tov
Baoctmoodv yvdtav ouviifeog petd Bdvatov.” Av to yiu-
mtd éywve evéow Lovoe N anelkoviiépevn), téte eivar mba-
vétepo 1 Paciiiooa va ewoviletar wg tépeta tng Bedg pe
6ra ta B€ikd odpPora, yeyovig mov duvoyepaiver omota-
dmote mpoondBeia axpifois ypovorbynone tov €pyov.

To 6u ot d16tteg 6o Beotitwv epgavifoviar oto
npéowno plag Pactiiooag, dev efvar kdtt mov Ba mpémet
va pag Eevilet oty eAdnviotiky| Alyvrto —xapaktpt-
otk mapddetypa efvatr éva kohootké moptpaito g
Apowéne wg Towag-Zerfivng oto AotPpo.’® Ztig anet-
kovioelg tev PBaothioodv 1 vioBétnon wowakdv oupPé-
Aov glval ouxvi oe GAeV TeV £10GV Ta LAIKG Kal Ta pe-
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Ewx. 6. Ewkoviotkn kegparyy. Abvjva, Movoeio Mmevdkn
8223 (pwt.: K. Mavaing).

vé0T," kat Aydtepo twv appodioiov —xapaktnplotikd
napadeiypata épyov pe tg putideg e Agpoditng otov
Aapé glvat dvo moptpaita tng Apowdne I' oto Kdpo
kat t Apéadn—” twv omolwv 1 oxéon, Spwg, pe v Bed
elvat cagéotepn and narawdtepa, ota areEavdpvd e-
Typdppata mpog tpty e Apotvéng B'.”

I'a mv neplnmtwon e keparis oto Movoe{o Mme-
vdkn dev eivan duvatdv va Srammotwboldv atevd etkovo-
ypagikd mapdAinia ota ooidépeva yAvmtd. Qotéoo,
katahlvtky elval —6neog kar og TOAAEG TEPUTTHOOELS
areEavdpvev £pymv— 1) paptupia ToV VOUOHATOV Kat
v oppayopudtev. ‘Eva povadiké xpuvod oktddpaypio
oto Bpetaviké Movoeio anetkoviGel otov epumpooBitond
ToUL yuvaikela ke@aAt| og katatopur] mpog ta deéld pe mé-
TAO kat otepdvn (ewk. 5).2 H emypagr KAEOTIATPAY
BAXIAIEYHY kdvet oagn v tavtdmtd mg. T1pdket-
tat yta v Kheondtpa A’ (194/3-176 n.X.), képm tov
Zelevk(dn Avuidyov I' kar obCuyo tov TTtorepaiov E'
tov Emgavoiec. H opotétmra opiopévev yapakmpiot-
KGOV TG KEQAANG pe avtd tov yAvrmtoy elvat epgavie:
TO KATAKGPUPA “KOPPEVO” TIyolvt, TO YapaktnpLoTkd
BabBotrwpa kdte and to yelhog kat 1 eEwotpe@ric and-
AnEf tov ovvnyopolv vrép e Tadtong TS papudpt-

3, 2003

VNG KEQPOANG He EtkOVIOTIKY ke@aAn tng KAisondrpac.
Or putideg g Agpoditng efvar eniong mapodoeg, av kat
anewkoviovtat oe apreTég mrorepaikés koméc.” Enfong,
éva ogppaytopa ané to Edfu (ofjpepa oto Apotepvrap)
fa punopotoe, ovykpvopevo pe To oKTddpaypo, va a-
newkoviCet v Kieondtpa A, dnwg kat o epignpog
opayldéAbog tov Avkopt|om.”

H tadnon avty evioydetar kat andé dAra otoryeia.
[Tapd 1o yeyovég éti eivat dbokorog o kabBopiopds ota-
Bepddv TEYVOTPOTILKOV KpLTNpl®V yia Tr) YPOVOAGYN oY —
EMOHPEVG KAl TNV eppnvela— TOAAGV TopTpaltev, emel-
o1 avtd dev akoAovBovv TOVG YEVIKGTEPOUG KAVOVEG TNG
EAANVIOTIKIG YALTITIKTG,™ propodpe va dexBobpe xwpic
drotaypd ) xpovordynomn touv épyov oto a’ pob touv
20v at. m.X. Xapaktplotikd, énwg ot “fpepeg’ TAa-
TEC EMUPAVELEG TOV TIPOCHTIOL HE TA PLKPA KAl GAPKOON
Xe(AN Kat To OTPOYYUAEUEVO KAT® THYHA TOL TIPOTHTIOU
TApaTéUTovy oTNV £moyy avt].”

['a ) ypovordynomn tov yAuntod otov 20 at. mX.
ouvnyopouv kat dAAot Adyol, eKTOG amd TOLG TEYVOTPO-
mkols. Ot ewkoviotikés keparéc tov [Trorepaiov Pa-
otioodv tov 3ov at. m.X. yapaktmpifovtat and peaii-
OTIKY] antdO001] TV PUOLOYVOUIKDV TOVG aTotKelv, £Tat
6nwg avtd anoturdvovtal ota YALTTd, kat Kuping ota
voplopata.”® ‘Opwg, and tov 20 at. m.X. mapatypeitat
OTPOYY| TPOG TO WOEAMOTIKY ATEIKOVION THG HOPPHG.
MdMota, g mepiocdtepes popés ot Paciiooes tavti-
Covtat pe v Totda, vioBetdvtag eikovoypagikd abuPo-
Ad g, ovpmapacpoviag pe avtév tov TPdTo TV E1KO-
voypagpia Beotitev kat nyepdvev.” H tadton avty ka-
BiepdBnie ent Kheondrpag A', | onota —6vtag képn tov
Zerevkidn Avtioyouv I kat yvootr] améd tig @rhoroytkég
paptupies wg “n Zdpa”* 8éAnoe pue avtdv tov pdmo va
emPAnBel otouvg Arydrrioug vnmrdous te: 1 vioBémon
v oupPérev g onpavikétepng yovatkeiag Bedtntag
otV Afyvrrto eEummpetotoe katd kipto Adyo moAukd
ovpgépovta. Ag uny Eeyvdpe 6t m Kieondrpa navrped-
ke tov [ Ttodepaio E' 6tav vjrav 10 ypdvav, épewve xij-
pa ota 24 kar kuPépvnoe pévn g ta endpeva téooepa
xpdévia, £o¢ 6tov va evnhkieBel kat va avardfer ty
efovoia o yiog e [Trorepaioc ZT' (176-145 n.X.) —pe
™ yapaktpotky enwvopia Propftop.’ Xpeiaidtav
emopévas pa “Beixy| mpootacia”, mpoketpévou va yivet
anodekth and tovg LINKGOLG TNG WG Tpaypatiky Atys-
muia Baociiooa kat dyt g Eevépepty Vi, Anokoupévy
and TG Tomkég Tapadoelg.
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Ew. 7-10. Ewoviotiy] kegav. ABrjva, Movoeio Mrnevdkn 39213 (gpot.: 7: K. K. Mavaing, 8-10: M. Xxiadapéor
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Av pdiota to yaurtd @rhotexvifnke petd tov Bdva-
16 NG, ouvipéxet évag emmiéov Aéyog To moptpaito va
vioBetel Ogikd elkovoypagtkd otoryeia, étav dnradi v
exdéwors g Paciiooag eivat mpdypatt avrovon ).
Av 10 €pyo givar petabBavdto, téte 1 pévr mbavétyra
elvat va maptotdvet v Kieondrpa wg Totda, dedopé-
vou 6t efvat apgiforo katd méoo 1 Paciiooa tavti-
otnke pe ) Bed boo Loboe.

Enopévawg, av 1 tadtion ™ kepaiig toydet, evioys-
ovtat onpavtkd ot paptupies yla ta yovaikeia pactit-
kd moptpaita tov 2ov at. m.X., dedopévou St N petd
BePaibtnrag @uotoyveuky tadtion e Kieomdrpag
—6me¢ kat tev endpevev factiiocdy pe to dlo dvo-
pa— ota owidpeva épya napapével SvoeniAvto TipdPAT)-
pa. To yAuntd Adyo tov pikpot tov peyéBoug Ba ouvvi-
otovoe avddnua 1| akdun avukeipevo otktakng Aatpei-
ag, mbavétata oty Arefdvdpeta. Avtd tovddyiotov
paptupd 1 EAANVIKY TexvoTponia tov €pyou, To omolo
Arav avapgiBora épyo "EAAnva teyvitn mov npoopt(é-
Tav yla v eAAnviky), 1 éote eAdnvifovoa, kowdtrta
¢ AheEdvdpetag. Mia éa yua to néde Ba époralay ta
noptpaita e Kieondtpag, ta onola evidooovtat atnv
atyvrrnaky napddoon g mpoownoypagiag, pac divel
pla pikpy aoPeotorBiki keparny oto Movoeio M-
vakn (ew. 6). Katd m D. Burr Thompson to péic 6,5
ek. Bypoug épyo anetkovifer tnv Kheondtpa A" [Tapd
TG avtanddeikteg drapopéc avdpeoa ota dvo £pya —ot
omoieg £youv va kdvouv pe o VAKS, to péyeBog kat
detroteyvia tov YAGTTIN—, Kowd eival o oxfjpa kat ta
XAPAKTINPLOTIKE TOL TIPOTATOL TWC Kal 1) KOUUWOT).
Avté ov ta dragopomotel onpavtikd eivat 1) TOAITIOL-
K1} TOLG TaLTdTNTA Kat 1] StaopeTiky TeAateia yia tny
omofa mpoopitovtav. To pappdpvo mponayavdilet v
EAANVIKY TOL Kataywyt, mapd g Tpoobrikeg and yéypo
TIOL Pavepvouy v areEavdpvi| mpoéievor. Avtibe-
ta, 10 dAAo, griaypévo and viémio teyvity, dev punopel
va anokpVypet TG ayurritakés tov pitec. O ddeteg kéy-
XEG TOV patidv tov divouv Ty evitnwo) papamvikig
oplyyag, Khelotig ota KaAMTeyvikd pedpata tov Kat-
pot Trg.

B. I'vvaiketa ke@arn ap. gvp. 39213

To épyo Gyoug 10 ex. anotedel mpdogatn dwped g
Maptag I'epovidvou kat tov I'dvvn KapotCov ot pvi-
un mg pntépac touvg Zdpag Kapodtouv (ew. 7-10).% Ei-
vatr @uioteyvrpévo and Aeuvkd ovopdkokko Udppapo

3, 2003

Euc. 11. Ewoviotik] kegpai tov [Ttorepaiov © 1 tov
[Trorepaiov 1", ABvjva, Movoeio Mmevdakn 22588
(port.: M. Zkadapéong).

pe pappapuyi).” H popen @opd punvoetdyn oteqdvn.
Ot Béotpuyot mé@rovv amd v kopvEH TG KEQAAS
kat pafevovtal oto mMAdL kat miow oe mAatelc kupato-
e1deig Pootplyoug, evéd dAdotl Té@Touvv kataképuga oto
TAdL Xty omfoBua dyn tov yAurrtod éxet amora&eutel
HGVO XOVOPOELDDG 1) eTUPAVELA TOL HaPHApOL, Xwpic va
éxouvv amodolel ot Aemtopépeiec. Qotéoo, yapakinpi-
otk efvat 1 opaiptkd anodoopévy pdla tev TAoKApOV
TV parAidyv, ot omofol pagevovrat oto oW TPHUA TG
ke@arfic. O amokpovopévog KuAVOpLde dyKkog atnv
KOPLYPT] TNG ATIOTEAOBOE TIPOPAVAS XAPAKTHPLOTIKS El-
Kovoypagikéd otorxeio g poperic (BA. mapaxdrw). To
pé€temo elval Tptywvikd, ta pdua apoydardoxnpa, ot
eE@tepikéc drpeg tov Prepdpwv o oyijpa NutogAvou
katePaivouvv évrova mpog ta kdte. H pwéty kat to mnyou-
vt eivat amokpovopéva. To otdpa etvar pipd pe caprd-
&n efdn, ta onofa ywpifovrat pe kupatoeldr] ypappur,
kat yapaktnptoukd Pabovidpata ot dipeg touvs. To
“Bapy” mnyotvi dnAdver maydoapko dtopo.

H tatnon e poperic e€aprdtar dpeoa and ta 00i6-
peva etkovoypagikd g otoryeia. H ote@dvn mapamné-
umet oe Bedtnteg 6mwg 1 Appodit, n "Hpa, n Ajuntpa,
N axképa oe AheEavbpvég Paciooes.” To amokpou-
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OHEVO TP A, OHKOG, CLUVIOTA €va and Ta ELKOVOYPAPIKA
yapaxtnpiotkd ¢ Towdag, tnv kvAwdpiky] Pdon end-
Vo 0TV onoia otepe@vETav to oTtéppa g, akpiPog 6-
TG KAL OTNY KePaAT] ap. evp. 38784. Emmdéov, datn-
peftal éva moAd pikpd andtunpa NUoeAvouv ato mpé-
o010 de&l —wg mpog tov Beati— Tufpa g anokpovopé-
vig Pdong. Av mpdkettal Aonév yia ylured Oede, téte
10 €pyo anetkoviCet v “Towda otn ity vtbotacy g
¢ Towa-Zerfivy. Opwg, and opiopéva xapaktnpiot-
Kd Tov TPoodToL 0dNyeital kavels oTo oupTépacua 6t
1 ke@art] anewoviCet pra Pactiiooca pe ™ popen Tor-
dag, dedopévou 6t To pkpd oTpoyyvAd otdpa, Ta pdua
pe ug eEotepkés drpeg mov katePatvouy mpog ta kdtw
Kat ot yepdteg mapetés pe o “Papd” myodvi anotedoty
avap@ifora nposwnoypagikd otoryeia.

H otev] oxéon Towdag - Pasiiooas, étot énwg amo-
TUTIEVETAL 0TO YALTITS autd, pag odnyel yia dAAN pia
@opd oty tavter tov mpoodmov pe pa Kieondtpa
oL 20v at. 1.X., TalTion OV CUPPOVEL PE T {POVOAS-
ynon tov yAurrot aveEdpta and ty énota anddoon.
Aedopévou 61t to €pyo ameikovilet yovaika mpoyoprpé-
vng nAwdag, Ba npénet va amokAeioovpe v mepintm-
o, oto Movogio Mnevdkn va Bpilokovtal 6o moptpai-
ta ¢ Kheondtpag A'. Enopévac, 1 épevva Ba mpémnet
va otpagel kvpiag otg dvo endpeves Kheondrpec.

Apoyéc pac mpootpéxel pla avdpiky] kegair] a-
76 padpo AiBo pubéhig 6,7 ex. (ap. gvp. 22588) and
ZuAroyr] tov Aovkd Mmevdkr, 1 omnola dwpibnke oto
Movoeio Mnevdikr kat pépog g dev £xel dnpootevdel
axépa.” Ipdkertar yia kepaii] nyepdva, émwg @ave-
pavet to dddnpa mov @opd (ewc. 11). TIpdn exteviig
avagopd pe ameikévion yivetar oty vepnyeoia tov H.
Kyrieleis® kar ouintfnke npdogata ot peréteg tov
G. Vikan® xat tov P. E. Stanwick.® O Kyrieleis 8ecpn-
oe éu mpdrertat fte yia tov [Mrorepaio O (116-107,
88-80 m.X.) efte yia tov ITrorepaio I' (107-88 n.X.).
[Tapd to yeyovég 6t 1 tomobétnom tov Kyrieleis gai-
vetal anéhuta newotiky, o Vikan napadéfwg motedet
ot mpdkettat yia anetkévion tov [rorepaiov B, dnpo-
otedovtag éva navopodtuno ke@dit idiwv dtaotdoewy
ané to o vAiké. H tadtion avty dev pmopel va gv-
otabel, Aéyo tov dtt 1 etkovoypagia tov ITrorepaiov
B’ efvat apketd yvoot, dote va evidEet kaveig to £pyo
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otg dnptovpyieg Tov mpdipov 3ov at. .X. Avtifeta, o
Stanwick avayvepilet oe avtd to pkpd épyo pia eikovi-
oty kepahry] tov [Trodepaiov H' tov enovopaldpevou
Piokwva (145-116 m.X.) xopic va texunpidver Tepat-
ép TNV droyy] Tou.

Amé v e€étaon tov pikpoy yAurmtol kat g yovai-
kelag Ke@aANG SlamoTdVOLHE OPOIGTNTEC OTA PUOLO-
YVORLKA XAPaKTNPLOTIKA, GTIRC Ot eETEPLKES dKpes ToV
patdv mov katePaivouv mpog ta kdtw, T Ptkpd oTéd-
pa pe ta pkpd Babovddpata oug dkpeg kat to oxfpa
TOL KAT® TPfjpatog tov mpoodmnov. Enopévac, dev Ba
frav TapdtoApo va avalnTtioovpe TV TavTdTNTA THS
pop@rig oto owkoyevelakd dvvaotks nepPdiiov tov B
poot tov 20v at. .X. H Kheondrpa I efvar  mAéov -
Bavy| voprigla o¢ untépa tov ITrorepaiov @' kat tov
[Trorepaiov I' kat pe dedopévn ) atevi g oxéon pe
T Bed. Ané 1o 130 n.X. o emdvupog epéag g Khe-
omdtpag £@epe tov Titho «igpds nwos loidos peyding
punzpos dedv», ovopaoia nov eliowve ) Paciiooa pe
m Bed.” Térowa elvar 1) tadnior, mov and g owlépeves
TapaoTdoels ¢ emoxng te KAeomdrpag dev pmopel va
Sraxpivel kavelg, av mpékertar yia anekovioels Towdag
1 PaciMiooag —yeyovég mov dev pag ekmANooEL, av a-
vatoytotobpe méoo duvaptky vijpEe 1 mpoowmKSTNTA
™G teAevtaiag kat m6oo oNPaAvikés Hrav o péAog Tou
énauée oto akefavdpvd Paoirero.” Ta moprpaita mov
anodidovtar oe avtijv eival kuplwg ayurtiakyc texvo-
tpomiiag,® evd ya ta eAAnviovia dev éxet ylver aképa
e@Ty] 1) aoparnic anédoon.” To yrumtd tov Movaeiov
Mmevdxn dev pnopei va Bewpn el aryvrtiaks, kabdg to
VAIKG, Kkat kupleg 1) teXvikT| Tov, dev mapamépmovy oe
avdloya épya. AvtiBeta, Ba pumopodoe va eviayBel otig
eAViGovoeg dnputovpyies tng Arydmtov, av to yAvmtd -
Tav TIPOOPIOHEVO va KOOHHOEL KATIoto Ydpo othv Kapdid
tov akeEavdptvob Paotreiov, 1 oe évav 610 LIS TTTO-
Aepaiky emppor] oty Avatoitky] Meodyero, xopic va
Anopovolpe kat ekelvoug, ot omoiot acuévag déxoviav
atoug kOATIOUG ToLG TETOLoL €{doug épya, katadetkvio-
vtag v evpefa dddoon e areEavdpivic Téxvng.

Anpvjtpne Aapdokog

Movoeto Mnevirxn
e-mail: damaskos@benaki.gr
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*To peyadbtepo puépog tng peréng ypdptnke oto I'eppa-
viké Apyatohoyikd Ivortitovto tov Bepohrivov, yia ) gidoe-
via tov omoiov efpat vrdypeog kat Waitepa otov dtevBuvty
tov W. Trillmich. EZnpavuxy Boribeia ovveloépepav pe g
ovintioetg o elxa pali tovg ot H. Kyrieleis, A. [Thdvtlog,
Fr. Queyrel, M. Seif el-Din. H avdivor tov papudpov tov
&0 yAurttdv éywve and tov [. Mavidmn ota epyactipla tov
EKE®E «Anpdrpitoc», otov omoio ekppdlovtal Beppés ev-
xaptotieg.

1. P. M. Fraser, Prolemaic Alexandria (Oxford 1972) 189-
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2. BA. m oxeukn avagopd, Movoeio Mmevdxn 2 (2002)
211
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pdtov. BA. enlong mpbogatn oxetiky] avagopd oto dpbpo
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8. La gloire d’Alexandrie (xatdhoyog ékBeong, Musée du
Petit Palais, ITapiot 1998) 200 ap. 145 (Fr. Queyrel) (pe -
Prioypagia): Lembke (onp. 6) 122-23 ew. 11-14+ 133, 141
S. Walker, P. Higgs (emup.), Cleopatra of Egypr. From History
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pe T popen Towdag pe om| oto Kévipo NG KEPAAT|G Kat
wotarots footpiyous, PA. evdewtikd M. Hamiaux, Les scul-
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10. D. Svenson, Darstellungen bellenistischer Konige mit Got-
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11. To otéppa Ba vjtav pia and ug napariayés mov anet-
koviCel oo oyeukd nivaka 1 Svenson (6.1.) 357 ew. 7,4-9.
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uk6 katdhoyo ¢ E. Vassilika, Prolemaic Philae (Orientalia
Lovaniensia Analecta 34, Leuven 1989) 93-95.

12. BA. karéc amewcovioeic oto G. Grimm, Kunst der
Prolemdier- und Rimerzeit im Agyptischen Museum Kairo

(Mainz 1975) miv. 10-11.

13. Mia kaAy etkéva ya 1o néds Ba gawvétav to yAunté
pe ™ xpvion %o vAkdv diver to arefavdpivé ke@dit ye-
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9) 113 ap. 118. IlpPA. eniong A. Adriani, Testimonianze e
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15. LIMC V (1990) 779 ap. 249-59- 793 A. Isis (Tran
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16. S. Albersmeier, Untersuchungen zu den Frauenstatuen
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22. Bank Leu AG Ziirich: Antiken Miinzen, Auktion 20
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(25-26 April 1978) 42 ap. 180" H. Kyrieleis, Ein Bildnis des
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v épevva ke@art] tov [Trodepaiov ZT' Pidopritopog otny
Ovdotyktov, BA. Fr. Queyrel, Les portraits de Ptolemée II1.
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grec, Journal des Savants (2002) 58-60 ewk. 72-75.

28. Kyrieleis (onu. 1) 112-13.
29. Plantzos, Gems (omp. 19) 52-54.

30. Antn. 2vp. 5, 18: «Kleondipay tny Sdpav enixdnow».
['a mepioodrepa Proypagikd otoyeia, PA. npdogata Al-
bersmeier (onp. 16) 201-02.

31. BA. ) yeviki emoxdémmon and tov G. Holbl, Geschichre
des Prolemderreiches (Darmstadt 1994) onopadikd.

32. [TiBavétata 1o étog 165/64 o yog g Béomoe évav
ENAOVURO Lepéa yla T vekpt] untépa tou, Pr. W. Huf3,
Agypten in hellenistischer Zeit, 332-30 v. Chr. (Miinchen
2001) 595 (pe Pfrioypagpia).
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képag AparBelag oto aplotepd y€pt kat pe mapdpota oTpo-
@1 ¢ ke@altic mpog ta Sefld g, tavtiotnke and t Burr
Thompson pe v Kieondrpa xat pag divet pa déa yia to
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ov Mrevdk, oty mepinToot mov to yAuvntd anekovilet
Baciliooa w¢ tépeta.
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DIMITRIS DAMASKOS

Two newly-acquired hellenistic sculptures from Alexandria: iconographic and interpretative problems

Two marble female heads were recently presented to the
Benaki Museum through the generosity of certain friends
of the Museum. Although the provenance of the works
is unknown, the style and certain technical features be-
tray their Egyptian origin. This study touches on the
well-known debate concerning elective affinities in the
development of the iconography of gods and rulers in the
Prolemaic capital, dictated by the desire of the rulers in
Alexandria to endow their dynastic portraits with divine
attributes.

The first work (inv. no. 38784, h: 19 cm) is made from
Parian marble. The rear section was rounded off with
another material, probably gypsum. Interpretation of the
figure was greatly facilitated by the hole in the top the
head, which is found in many female sculptures and was
used for attaching the symbols of Isis. It is very probable
that the missing section was covered with corkscrew locks
made of plaster. This theory is corroborated by the ab-
sence of the ears, an indication that this area was covered
by the curls and thus did not need to be represented.

The question arises whether the figure is a representa-
tion of Isis or of a queen portrayed as Isis in the Isis-Aph-
rodite type, in view of the lines on the neck (known as
‘Venus rings’) and the fleshy mouth. The features which
suggest that this is a portrait and not an idealised figure
are the characteristically small, full mouth and the elon-
gated oval face with the heavy chin. If it is a portrait, the
figure appropriates certain characteristics of the two dei-
ties, the maternal aspect of Isis and the eroticism of Aph-
rodite. In this case the sculpture should be interpreted as
a representation of a deified queen, to whom the artist
has given the attributes adopted by the Alexandrian court
as a form of pro-Prolemaic propaganda.

Numismatic evidence is however significant. The British
Museum contains a unique Alexandrian gold octadrachm
of Cleopatra I (194/3-176 BC), in which the similarity
of certain facial features with those of the sculpture is ap-
parent: the flat, recessive chin, the prominent lower lip
and the groove below it point to the marble head being a
portrait of Cleopatra. The dating of the sculpture to the
2nd century BC is also supported by other arguments.
Portraits of 3rd century Prolemaic queens are notable for
the realistic depiction of facial features, in sculpture and
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especially on coins. The 2nd century sees a change to-
wards a more idealised portrayal of figures, which makes
attempts at individual identification difficult. Queens are
usually identified with Isis, and they adopt her symbols,
thus confusing the iconography of deities and rulers. This
identification became formalised in the reign of Cleopatra
I, who, as daughter of the Seleucid Antiochus III, known
from literary sources as ‘the Syrian’, wished in this way
to assert her authority over her Egyptian subjects: her
adoption of the symbols of the principal female Egyptian
deity was mainly directed towards serving her political
interests.

The second head, made from thick-grained marble, is
10 cm. high (inv. no. 39213). The identification of the
figure depends directly on the surviving iconographic
features. The crown with its circular base and the small
semi-circular notch in the front right section help to iden-
tify the figure as Isis in her hypostasis as Selene. Yet cer-
tain facial characteristics suggest that the head represents
a Prolemaic queen in the guise of Isis, as the small round
mouth, the eyes turned down at the corners and the fleshy
cheeks and heavy chin are undoubtedly portrait features.

The close relationship between Isis and the Prolemaic
queen, noted in this sculpture, leads us once again to
the identification of the figure with a 2nd-century BC
Cleopatra, and this would conform with the dating of the
sculpture independently of any individual attribution. As
the work portrays a woman of advanced years we can ex-
clude the possibility of it being a portrait of Cleopatra I.

We are assisted here by a basalt male head (h.: 6.7 cm)
in the Benaki Museum. It depicts a ruler and the pre-
vailing view is that it represents Ptolemy IX (116-107,
88-80 BC) or Prolemy X (107-88 BC). A comparison
of this small sculpture with the female head reveals sur-
prising similarities in the facial features, for example the
downturn of the corners of the eyes, the small mouth
with the drill holes at the corners and the shape of the
lower part of the face. It might not be overbold to seek
the identification of the head against the background
of a dynastic family of the second half of the 2nd cen-
tury BC. Cleopatra 1IT is the mostly likely candidate
since she was the mother of Ptolemy IX and X and
was closely associated with the goddess. From 130 BC
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the eponymous priest of Cleopatra held a title which  the queen, something that should not surprise us when
equated the queen with the goddess. The identification ~ we take into account the combination of her dynamic
is so close that it is impossible to judge whether surviv-  personality and her prominent role in the Ptolemaic
ing portraits from the age of Cleopatra represent Isis or ~ kingdom.

34 MOYEEIO MITENAKH



AIMIAIA TEPOYAANOY

Aidrpnra: véeg mpoodikeg

OTAN TO 1999 EKAOOHKE o tépog Azdzpnra tov Mov-
oelov Mmevdir eixe onperwdel dtt okondg g éxdoong
ftav —petaél dAAmv— va kataypagotv 6Aa ta yveotd
dtdtpnta kooppata kat, pe TV avdAuon tov otoryel-
v, va emonpavfodv ta dedopéva mov perrovtikd Ba
emtpénovy kdbe véo avuke{pevo va katatdooetat oty
avtiotoryn katnyopia, va xpovoloyeital kat va Tov ano-
S{detar dikatoroynuéva to Wiaitepo evdiagépov mov ma-
povatdiel yt' avtd to obvoro.'

Me v éwota avty] kat yia va dtatnpnBel 1 atia g
€kdoong W corpus TeV Srdtpntwy kKoopnpdtey, Bewpi-
Onke ok6émpo va kataypagolv 6oa KOOPHHATA avaka-
AbpBnkav amd my €xdoan tov tépov £ns afjuepa 1) Pyn-
Kav and v agpdvela prag etkyg suAAoyig, Y evroni-
otnkav adnpooievta oe povoeia kat va eviaxfodv otig
avtiotoryes katnyopies, maipvovtag tr Oéom kat ) on-
paoia mov toug ogelietar.’

Yiépgova pe v ta&wépnon tev Ardrpnrwy o otav-
p6c tov Metropolitan Museum (etk. 1) ovykataéye-
TaL ota kpepaotd koopfpata [ap. kat. 136A]. [Tapou-
otdotnke oy éxBeon Kadnuepwvit Zwh oro Bv(dvrio
ot Oeooarovikn kat meptypdgnke and tyv H. Evans
otov katdroyo g £ékbeonc.’ H povaducdntd tov é-
YKELTAL OTO YEYovOG 6Tt 0TALPOl-KOOUTHATA auTol Tov
peyéBoug kat téoo mpooeypévng enelepyaoiag ondvia
amavtobv atny maratoxplotiaviky nepiodo, atnv omola
®otéoo ypovoroyolvtatl 6Aa ta didtprta Koourpata.
Xuvifog ot otavpol —0épa kateEoyiv Aatpevtiké—
eppaviCovrat, efte wg empépoug otoryela otov didro-
OUO T®V KOOUNUAT®V, £{Te ©G Kpepaotd koopqpata
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pikpdtepov ouvriBuc peyéboug, ondvia didtprra.’

H oeipd tov opaipidiev mov miatoidvouy oAdkAn-
po tov otavpd, ta évbeta peTdAla e TOVG EYYEYPAp-
HEVOUG 100OKEAEIG oTALPOUG Kat TiG drYaA®Tég amoiy-
el otig kepaieg, ta TpipuAda oV KAABTITOVY TG EVE-
oetg otg PAoelg TeV KepatdV TOL oTAVPOU, Elval OTOL-
xela mov ovvavtdvtat kat o dGAAa ouvagy O TPOG THV
TEYVIKY] KOoppata e meptddou yipw atov 70 atdva.
Qotboo, 1o 1dtaitepo xapaktnploTKs Tou KOGPHHATOS
avtov, mov to ouvdéer pe defypata mov eaptédviat and
K®OVOTAVILVOTIOA{TIKA €pyaoThipta tov Gov-7ov atdva,
efvar ot Sidrprrol Practol pe g avlepwtés anornEetg
nov yepifouv g kepaleg tov otavpov. To kevipid otot-
xelo and to omofo pordGet va Eenndotv ot Braotol ouv-
déetat pe toug apgopels ota didtprta okovAapikia amnd
Wtk ovAloyy (k. 2), émov o Praotéc Eedimhdive-
Tat eMkwtds oxnuatiGovrag tpitofec anortiéewc.’ [Tan-
OL€0TEPOL WG TIPOG T HOPPY), KAl TIO CLYKEKPLHEVA MG
TPOG TO TIAXOG KAl TNV evkappia tev KAGvev, eivat kat
ot Braotof ota okovrapikia and v Caesarea Maritima
niov Ppilokovrat oto Mikdvo (etk. 3) kar oto daxtvAi-
ot e ZuAoyrc Xtabdtov oto EBviké Apyaioroyikd
Movoeio e ABvjvac (ew. 11).° Xe odykpton pe dAla
Koopfjpata avt{ororya g TPog TH HOPPN Kai Ta €l
Kovoypagtkd Bépata pmopodpe va ovpnepdvovpe 6t
o otavpds tov Metropolitan Museum ovykatatéyetal
0Ta KOOPNHATA TOV TEAGV Tov 6oL 1] TeV apX@V Tov
7o0v aidva, ota onofa —€xovtag anokpuotaiinlel o ya-
PAKTHPAG TV SLAKOOUNTIKGOV ototyeimv— péAiig apyilet
va dtagaivetar pra tdom vrepPoAinc oty anddoon, 1)
onofa Ba yapaktnpioer tovg PAactols TV TEAGY TOU
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Ew. 1. Zravpée. Néa Yéprn, The Metropolitan Museum of
Art, Zvlroyn John C. Weber ap. 2 (TR.196.1.2000)
(pwt.: The Metropolitan Museum of Art).

70v adva. ‘Onec kat ta GAAA KOGUHATA TIOL TIAPOL-
olatovv eviaio yapaxtipa kat €vtova kowvd otorxela,
@aivetal 0Tl kat 0 otavpdg TPETEL VA TPOEPYETAL anod
mv Kevotavtivotnorn, ar’ 6mov anidvetat to epndpto
Wlaitepa TOATT UGV AVIKEIUEVOY aTtd Kpuad Kat aopL.
Akdpa Kt av o€ KATIOLEG TIEPUTTAOELS UTIOPE! Kavels va v-
noBéoel 6 ta avuke{peva kataokevdotnkay oe emap-
XlaKd epyaothpla, avapplofritnra n apyiky popey kat
M TEXVIKY NG enegepyaoiag éxovv TG katafolés toug
OTNV ETUPPON TNG TPOTEVOLOAG.

Abo mavopotdtuneg ovee Wiotkrg ovAroyig (euc. 4)
ovvanoteAodv Wdlaitepa evdtagépovoa pocbiikn otov
KatdAoyo tov Sidtpntwv koopnudtov [ap. kat. 184A].7
Avijkouy oe éva afléAoyo obvoro mov mbavév mpoép-
xetatr and ) Fempyla, émov 1 enldpaor tov BuGavtiov
glvatr opaty] mpv and v emoyy tov lovouwviavos. To
TOAVTEAEG LALKS, ot dgBovot oAvTipot AlBot kat 1) 18-
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Ew. 2. Zevydpt oxovrapikia. Idtotikn oudioy.

Eik. 3. Zevydpt okovrapiria. Mirdavo,
Apyxatoroytké Moveeio.

Ew. 4. T[T6pmm {odvne. Idiotky) cuiioy.
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Ewk. 6. BpayioAt. Los Angeles, The J. Paul Getty Museum
83.AM.227.2 (¢pwt.: The ]J. Paul Getty Museum).

altepa Aemty] eneepyaocta, ovvdéovv TG Ldves autée pe
dAAa, povadikd Koopjpata pag mpatpng emoxfs yopo
otov 50 kat tov 60 atdva, ta onola wg el to TAeloTOV
éxouv Bpebel ota mapdiia g Avatorikic Meooyeiov.
Adtpnn eivar ) mAdia g kdBe Ldvng oty onofa ouv-
déetar ) ndéprn pe ™ yrwooida. Koopeitat pe amrée -
KpéG OTEG TIOL PE TNV KATAAANAT enebepyaoia oty €-
TPAVELa oXNUATICovY €éva KeVIPIKS TETPAY@VO HE TPELG
oelpéc pardvdpov mov mepikheiovy pikpd tetpdpuila.
To kevipwd tetpdymvo mepifdiietar and iobnayo eit-
K016 fAa0TS yempeTpLkos xapaktiipa pe pkpég TplpuA-
Agg anoAnels katd daotipata.

[iaitepa evivnwotaky efvat ) ovyyéveta ov apatr)-
peitat avdpeoa o€ pia opudda OpOEdGY KOOPNUATOY Kat
ot do népreg mov e€etdloviat 66, Xuykekpipéva, é-
va oAvteréc Siddnpa otn Bdpva (eik. 5)° @épet ddo b1
dtpnreg tavieg exatépwbev touv KevIplkol TpLyeviKoy
patog, ot omoieg koopovvtal pe Aemtd teTpdyova
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pe eyyeypappéva tetpdguira. O ovvdvaoudc g Ae-
ntig eneEepyaoiag pe ) xprion e ToASTUNG TETPAg
ouvdéet otevd to dtddnpa pe T mapandve mépmeg. Ot
TOAGYpOUES TOAVTLYES TIETPES OTO TIPWTO Kat ot 14 d-
poyne modtnrag amhof ypavdtes otig dedtepeg vnpe-
TOUV e XapaKTnpLoTikd TpETIo TV TOAVYPOHUIA, TIOU pE
eAANVioTiKéG kataPoAés emPAfOnke ot popaiky xpo-
ooyola kat oe adldonaoty ouvéyela oNpddeye ta on-
pavtkétepa Pulavtvd koopvjpata.

Tov {610 ovvdvaoud moAdupwy Aibwv kar Aemtvg eme-
Eepyaoiag mapovotdlet kat éva Ppayidit tov AotPpov’ pe
avtiotolxo yeopeTpikd didkoopo, evd to Ppayioit and
™mv AkeEdvdpela pe mapdpota yeopetpikd potiPa, dev
pépet morvupes méTpes.' H agbovia mordupwv AlBwov
og dAla koopfpata, 6meg my. oto Bpayiéit Tov Getty
Museum oto Los Angeles (eik. 6)," ovvdudGetat pe e&i-
00U AETTO SLAKOOHO, Gyt SRS YEGUETPIKS AAAG pe PAra-
0tolg kat dAAa @uttd Bépata. Zuvévacpde @uttod kat
Aemtotl yewpetpikob drakdopov mapatnpeirar oty @i-
Poura tng Apahida mov ypovoroyeitat ota péoa tov Sov
awdva.” Térog, pa dAAN Mhdka —tprjpa enibetov ko-
opfjpatoc— (gik. 7) mapovotdlet moAS ouyyeviké didko-
OHO PE HALAVOPOUG OTO KEVIPIKS TETPAYWDVO AL TAOY-
ué oto miaioto.” Avty 1) opdda koopunudtov cuvdéetat
Kal 1oTopikd pe v iepiodo and tov Oeoddoto kat petd,
4tav o TAOUTOG TV LALKGOV Kat 1) Aemrtdtrta G epyaoi-
ag odnyotv ot dnprovpyia Hovadikdv KOSPNUATOV TIOL
eEdyovtat ©g Simlopatikd Sdpa TPOKEPEVOLY va OLVTY-
pnBodv ot kakég oxéoelg Tov Bulavtiov e toug nyepdveg
Tov yertovikay Aadv. H ovyyévela tov otoryetov mou ya-
paktnpiouv ta didtpnta avtig g neptédov ouvnyopel
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Euk. 7. [TAdka ané Ldvy. I8iwtixs| ovAioyy.

otV kowi| TpoéAevot| Tovg and ta epyaotipta g I16-
Ang. [TapdAinia, ta yeopetptkd TASypata pe toug pat-
Gvdpoug agrjvouy va dragavel 1 ouvéyela kar  eEdpnon
v Oepdtov and tv eAinviky napddoon.

Ta naradtepa ddtpnra daxtudida eivar avtd tov 300
atdva, opopéva and ta omnofa £xovv Papt popaikd xa-
paktiipa. Zuyvd éxovv oxfipa eAdetmticd kar Stdprteg
paxec. Tétowou témou eivat to daktuA{bL mov gppaviotn-
ke otn dnpornpaocia tov Christie’s oty Néa Yopxn otg 11
AexepPpiov 2003 pe apiBué 438 (ew. 8) [ap. kat. 266A].
Tig {diec payec oe oxfpa médne €xet kat éva diro da-
KTOAOL emtlong and okt ovAioyy ot Teppavia pe
anmAy 0otdoo opevdsvy,” evd avtd g dnpompaciag
@épeL keunAéiBo (cameo) pe mapdotaom Aéovta.
Zmv kammyopia tov daktuAdidy pe aniry didtpy-
TN ote@dvy dtakpivovtal avtd mov 1 tawvia Toug Ko-
opeftat pe Praotd kat exelva mov Qépouv emypapéc.
H tawvia tov daktvidiod —mov BpéOnke pali pe dAra
koopfjpata oto Kostolac (Viminacium) kat ¢uAdooe-
tat oto Movoegio tov BeAtypadiov— (etk. 9) yxwpiletal
oe 15 dudywpa, kd0e éva and ta omofa mepiéyet éva
ypdupa e entypagric BACIAEIA ZHN MOY [ap. kat.
305A]" —to tedevtaio didyopo yepilel pe éva @viAro
KLoo0V. 211 pop@y| potdGet apketd pe to daktuAidt a-
n6 1o Corbridge oto Northumberland mov ¢@épet tnv
emypagpr] AEMILIA ZESES." Eivat mBavév kat ta 6o
va gfval daktor{dia yapouv pe avtioToryeg evyeTkéc e-
mypagéc. Onog kat dAda mapdpota daktuAidia xpo-
voAoyotvtat otov 30-40 ardva kat éxouvv Bpebel oe 6-

38

E ; - ““.‘dhmh -

Euwk. 8. AaktuA{dt. [Siwtiky] ovAroy.

Ewk. 9. AaktuA{dt. BeAypddt, EBviké Movoeio
ap. gup. 112/IV.

Ew. 10. Aaktoridn. Idiwnkr cudioyy.

Ew. 11. Aaktukidt. ABvjva, EBviké Apyatoroyiké Movoeio,
ZvAroyd EA. Zrabdrov (X1.507).
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Aa ta népata e 1ote Popaikrc avtokpatopiag.

To daxtuAidt nov epgaviotnke oty dnponpacia tov
Jean-David Cahn ot Baotrela ot 17-19 Oktofpiov
2002 (. 10)'* avijket oty katnyopia tev kaivkdpop-
@ov daktvhdwwy [ap. kat. 330A]."” Avtd @épouv ote-
@avn pe ovxvd ddtpmro didkoopo Praoctdv 1 dAAote
ETYPAPEV, KAAUKSHOp@N vrodoyy pe évletn métpa ka
yipo g ote@dvn and wkpd papyapttdpia.™ 2to da-
KTUABL TG Orjpompaciag 1 vrodoyy TG yaraLompdot-
vNg TéTpag eivat kaviky, avtiotoyr pe avtr evég daxto-
Mot e Zuikoyhc Koch.” Kat ta 8o éxouvv kpikoug
ar’ énov mepvodoav ta olppata Tov cvykpatodoav ta
pkpd papyapttdpia, dmuovpyodvag v da eviinwon
dvloug mov yapaxtnpilet kat ta LITOAOLTTA KAALKOHOPPA
daxtuAidia. Avtd mou €xet ialtepy ovjpacia yia ™) pe-
Aétn v KaALKOpopEoV dakteldidy eival 1 opordtta
oty anddoor) tov didtprtov ehikwtod PAacTol mov Ko-
opel ¢ ote@dves. “Eva daktur{dt oto Movoelo Victoria
and Albert, éva oto EBviké Apyaoroyiké Mouvoeio (ew.
11), éva oto Museo Nazionale tng Nedmoing kar éva
oto Virginia Museum touv Richmond éxouvv axpifag tov
{010 Praotd pe tov kevipikd pioyo, mo memlatvopévo
N mo kuAwdpIkS.? Ailel va onpernbel du aviiotoryog
gtvat 0 fraotdc kat oe dlo axdpa dakTvA{dia pe amiég
dtdrprteg otepdves —to éva and to Movoeilo ¢ Acv-
kootag mov mpoépyetar and v Kuprjveta xat to dilro
ané tov Onoavpd ¢ Pantalica e Zwkeliag nov Bpébn-
KE Pe dAAQ OLATPNTA KOOUARATA KAl VOP{GUATA Tov 70v
adva—, ortorxeio mou evioylel ) xpovoAdynor tov da-
kTLAOL0G e dnponpaciag Cahn enfong ota téAn Tov
7ou awdva.” Eibikd evbiagépov napovotdlet v enelepya-
ola tov Practot oto efetalbpevo daktuAidt yatl oty
kdnwg pBappévn entpdveld tov evalidoooviat oTiktd
kat gyydpakta ototyela wou ¢ npoodidovy emnpdode-
m notarfa. Xapaktd kopddve mratotdvel kat £dd )
diudtprn Tawia g otepdvng.

Avtiotoyn otedvn éxet kat to daxturidt BAAM 1026
Tov PuAdooetat oty BiPAioBrikn g Adeldvdpetac ka
Bpébnie ot Bardoowa Teproyr] tov Aboukir to 1999 [ap.
kat. 333A].% Evd ot Practol efval 6w kar ota dAra
detypata ehikwrtol pe avBepwtéc anodftews, ot ogevds-
v pépet pua pikpookorikt Slotopun Avyvia pe orénaopa
kat Avpogdr] AaP, otoyelo avandvieyo kat mpeTdTUTIO.
Anopla npoxadel edhoya 1o yeyovdg 61l 1) Tiapdotaom
g Avyviag anovotdbet kat and To KGoUNpa Kat and tov
Sudkoopo, evé 1 Auyvia elvat éva kotvé avukeipevo ka-
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Euk. 12. Aaxturidl. Boston Museum of Fine Arts
ap. evp. 2002.735.

Bnuepviic xptiong to onofo éxel amoktioet kat oLpPPort-
kég mpoektdoes. Eivat afloonueinto i o Auyvieg yopw
atov 70 aidva —mou povoroyeital To SaktuAidt alpgpa-
va pe tov timno tov Practol ot otepdvr— efvar avukei-
pEVA TIOL PLAOTEYVOUVTAL OE XAAKS UE YPOVUIOHEVO OLd-
KOGHO, YEYovdg Tiov onpaivel 6t anoterotboay avtikeipe-
va ota onola anoddrav dialtepn onpacia.”

‘Eva axépa daxturidt tov omolov tv emorjuavon o-
@eihw oy Chr. Kondoleon —umetuvn g Puiavviig
téyvne oto Museum of Fine Arts t¢ Bootévie— eivat
véo andknpa tov povoeiov (ek. 12) [ap. kat. 341A].*
To daktoridt avijket onv katnyopla tov SakTuAdLy-
kAedLdY, ta onola yapaktrpifovial and metarbépopen
1 opBoydvia poe&oxt| e ogevddvne. H dudtpnn av-
) poeoyr| wépet ovvnBéotepa yempetpikd ddkoopo
aAAd oy miepittnot tov daktvAdiod e Bootévng
naptotdvetal yeopetpLxot tinov PAactdc pe amorriéets
HKpdv PUALGV KioooU. T ogevddvn yepilet n didtpnm
emuypagt] DIT, evd otoug dpovg drakpivoviar didtprta
kapSboynpa. Aev propel va Pyet ovpnépaopa yia to me-
pleXOHEVO TG emypagti, ektds av vmobioer kavels bt
ta tpla avtd ypdupata efvat Ta apyikd pag sUyETIKAS
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Ew. 13. Zevydpt oxovkapixia. Bnputde, Zuiroyr Wallid
Jumblatt.

Eic. 14. Zcoviapikt. Bnputde, Zviroyr Wallid Jumblatt.

ETYPAQPNG —OYETKNG UE TIG EMYPAPEG TIOL ATIAVIOUY
oe avt{otorxa daktuAidia g emoxic— 1 kdnowov ové-
patos.” O Aentdg Practds mov akorovbel aviikpiotd
v {d1a Kopanoty] ypappy pe 1 anoAfEes Tov Pikpdv
PUALOV éyet avuototyieg pe kooprpata v 4ouv atd-
va, énue eival Ly, ta Ppayidiia tov Oncavpos Hoxne,*
T0 KPEPAOTS kéopnpa pe depévo vépopa tov Meydiov
Kavatavtivov oto AotPpo,” to kpepaotd kbounpa tov
Bpetavikod Movoelov and to Payiodp g Atydnton.”
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H mot] enavéinyn tov (duov potifev kat m¢ (duag
teyvikhc dnAdvet dtt and v mepiodo touv 4ov atdva 1
axtvoPoria g véac mpotetovoag @tdvet and v Af-
yurto o¢ ) Bpetavia, paptopdviag ) ovvoyn g emt-
kpdretag kat tv adidonaoty napovoia tev EAANVIOTI-
KOV oToryelov.

Ta dudtprta okovAapikia —dnwg AAA®oTe emonpaive-
tat kat ota Azdzpnra— dev yapaxmpilovrar and peydin
mowkiAia popedv, obte Tapovaldbouvy peydin gavtacia
Kat TAOUTO, OUYKPWOREVA HE TIG TIEPLOTOTEPES amd TIG
vméAotmeg katnyopies Tov koopnudtev. Katd ovvénela
KAt Ta véa orovAapikia, TTou eVIATCOVIAL HE AmOAUTY] -
kp{Peta otig 1181 vdpyovoeg vokatnyopise, eivar anAd
detypara mov dpotd toug emavarapPdavoviar ouyvd.

Ytov tépo Arzdrpnra v) Tabivéunon Twv oKOLAAPIKIGY
apyiler pe touvg amrots pédaxeg, 6mwe o fevydpt g
ZovAroynig Wallid Jumblatt oty Byputé nov gaivetar 6t
Bpébnie atov AlBavo (ewk. 13) [ap. kat. 345A].% O p6-
daxec oympatitoveal andé avlepotd nétara pe kdnota
mouctA{a kat wopporia atnv anddoon. 1o Kévipo v-
TIdpYEL Pa TIEPAcpUEVY xavopa.

[To xhaowric poperic avBépia éxet to GAlo okovAia-
pikt g idrag ovAroyrc (ewk. 14) ov @épet ypavdtn oto
kévipo [ap. kat. 357A]. To axoviapixt avtd mpodpye-
tat and v endpevn mbavy vrokatnyopia tov okovia-
pLeidy, avtdv mou éxouy éva eEapTnpévo oTEAEYOG oTo
onofo efvar ouviBoc nepaopéveg nétpeg kat papyapitd-
pta. O pédakag avtde ovvdéetal dueoca ue toug péda-
keg oe éva Cevydpt okoviapikia and o Bepoiivo.”

Ze kaibtepn kardotaoy Pplokovial ta okoviapixia
Tiov Tapovotdatnrav og dnponpacta tov OktaPpio tov
2003 (gtk. 15) [ap. xat. 359A].% H anddoor) twv avbepi-
wv otov pédaka mapovotdlet opotopoppia kar akpifeia
eved oto Kévtpo umdpyet Sepévog kvavée AlBog. To ekap-
Truévo otéreyog oyxnpatifetal and obppa mov eAco6-
pevo dnutovpyel do pkpovc kplkoug Kat katairyet oe
wa picpt] emniong kuavy) étpa.

H enépevn opdda okoviapiikidv elvar avtd pe 6o
tpla egapmpéva oteréyn. Ze mpdagarty dnponpacia
ot Néa Yépxr eppaviomrav 6o okoviapikia pe d1d-
TPNTO pédaka Kal ypavdatr ato kévipo kat pe tpanelié-
oMU mAdKka and v onofa kpépovtal Tpla oteéyn pe
Tipdotveg xavdpeg (ek. 16) [ap. kat. 369A kat 369B].>
Aev @atvetar va mpékettat yia ta kaddtepa detypara, e-
ved glvar yeyovog 6Tt og autég Ti¢ katnyopleg ovvavtd
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Ew. 15. Zevydpt okovlapixia. Anpornpaoia oikov Christie’s,
South Kensington, 29 Oxtwppiov 2003 ap. 102.

Eik. 16. ZkovAapikia. Anponpacia ofkov Christie’s, Néa
Yépkn, 11 AexepPpiov 2003 ap. 431.

Ew. 17. Zevydpt oxovrapixia. Zvirioyy Heidi Vollmoeller.
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kavelc ta o mpdyelpa kal KAKOTEYVA KOOUYUATA TOL
eldovg. AT do0 @aivetar oV eidva dev mpémel ta
okovAapikia avtd va anoteAobv fevydpt 6w orpet-
dvetal otov katdAoyo, kabdg ta avBéua tov mratoiov
elval dtapopeticd.” I'evikd, emeldr| ta okovhapikia pe
pédakes Hrav oAl dradedopéva (kupinwg ota avatorikd
napdia e Meooyeiov), elvar odd Tubavév optopéva
tétola defypata va avunpooonedouy Kakés PUNoELS &-
mapylakev epyactnpiov 1 akdpa 1 mapaymyy tovg va
frav 1600 peydAn, dote va pn dtvétav diaitepn onpa-
ota oty motétnta. Téoo ouvaer| pe avtd ta tehevtaia

okovAapikia eivat téoaepa Cevydpta and ) Zupia,™

TIoL
unopet kaveig va vobéoet pe kamowa Pefardtnra 6t et-
dud avtdg o tomog mpoépyetar and ) Zupia.

Y Zvhroyr) g Heidi Vollmoeller mov mouvAfn-
ke péopata oe dnpompacia eppaviotnke éva Levyd-
pt okovAapikia mov dev mepriapPavovial ota Audrpnra
(ewc. 17) [ap. xat. 432A].7 O péddaxag amotereital a-
16 kOkAo pe kollwpa oto kévipo mov Ba ovykpatovoe
otpoyyuAy ydvdpa. Ztevé ddtpnro avbepwté mraioo
nepPdAdet tov kikAo. Kdtw andé tov pédaka vmdpyet
ouvdedepévo emfone ddtpnto élacpa pe mapdotao
TUTIOTIOLNHEV@Y QVTIKPLOTAV SEAPIVIGY, am’ dTov KkpEpo-
vtat tpla oteréyn pe évBetoug ypavdteg oe popfoetdeic
Brkeg kat otn ovvéyela Beddveg dmov Ba Htav nepacué-
veg xdvdpes. Kat ta oxoviapikia avtot tov témov givat
emionc ovyvd kat apovatdgouy Wiaitepo evolagépov pe
v 1600 Totd enavalapfavépevn Tapdotaot) Tev Sei-
v Oépa ayannté kat oty apyadtnta, to dehgpivt
anoktd apydtepa ovpPoiiopolc mov to ouvdéovy pe )
xplotiaviky] Opnokeia. H ouyvi| mapovoia twv dedguvicy
ota okovAapikia avtd katd v mepiodo tov 3ov pe TG
apyés tov 4ov atdva dev pafverar mbavév va epmeptéyet
oupPortopois, xwpis wotdoo va pnopel kavels va ano-
KAeioet éva tétoto evdeypevo, kabdg amnd tov 4o atdva,
apyifouv va epgaviCovtal ovotnuatikd ovpPora kat emt-
YPAPES YpLoTLavikoy xapaktpa.

2y (dia mepiodo kataokevg orOLVAAPIKIGOY avijkouy
kat avtd mov avtl ya pédaka €xouvv TETPAYmVO oOUA
Kal KPEPAoTd oteAéyn. Ze avtiv v opdda aviket to
okoviapixt ané to Movoeio Bulavtivoy [oAitiopod tg
Oeooarovikne (ewk. 18) [ap. kat. 456A].” Avtiotorya
okoviapikia ané ) ZvAroyy| J. G. Zacos vnidpyouvv oto
BuCavtvé Movoeio g ABrvag kat elyav mapovotaotel
oty éxBeom yia ta 100 ypdvia g Xptotiavikig Apyat-
oroykig Etatpelac.®® Kat avti n poper] oxoviaptkidv
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Euw. 18. ZkovAapikt. @eaoarovikn, Movoeio Bulavtivod

[ToAttiopoy.
Ewc. 19. ZxovAiapikt. Idiotiky cuAloy.

Eik. 20. Zevydpt oxovrapikia. [Tpdny ZvAioyn
J. R. Ogden & Sons.
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elvat ko] kat eivat ovyvd ta defypata mov epgpavifovv
mipoyetpétTa oty ektéreat). To ovykekpipévo kdopn-
pa e Oeooarovikng eivat meplepyo kaloe 1 opiiévria
Tawvia mov ota teTpdywva okovlapikia ouvibeg oxnua-
tiet PAaotots €66 £yel pa tedelng votunddN popet
avTiveTev deA@VIEY, Tapdpola Pe avty] oL AmELKOV(-
Covtat oTig tawvieg tewv okovAapikidv pe poédaxa. Xty
TEPITT®OON auT HOLAGEL O KATAGKELAOTNHG va unv eixe
ovveldnronooet t akpiPds 1i0ele va anoddoet.

H teAevtala opdda oxovhapikidv kar ota Azdzpnra
Kat o avthy Vv kataypagn efvat ta unvoedn.** Elvat
enionc Kowd pe apKeTd TUTOTIOMUEVEG QTEIKOVIOELG.
Qotéoo, ouyvd eppaviouv Wiaitepa Tpooeyuévr eme-
Eepyaota, étot dote apketd va anoteAoly onpavikd
detypata g xpuooyoiag tov 7ov atdva mAéov. Xe opi-
opéva arr’ avtd, o epevvnTig apakolovBel tov expuAL-
opé G TEYVIKAG, TIov apyiCet pe viepPoir| oty anddo-
on tev otorxelev yia va katarfter oty oplotiky| e€a-
@AVIoT NG SLATPITNG TEYVIKHG 0TA KOO PATA.

2 peydAn toug mAEOVOTHTA TA UNVOEWY OKOUL-
Aapikia QEpovv Tapactdoels Tayevidv pe anid avié-
Hio, kprvn 1| otavpd avdpeod touvs. Zta tpia pnvost-
&M okovAapikia mov mpootiBeviar otov katdioyo twv
Ardrpnray, 660 £xouv puukd dtdkoopo kat £va mayed-
via. To televtalo mapovotdotnke oe dnpomnpacia tov
Christie’s oto ITaplot kar avijket ofjpepa o€ 1OIOTKY
ovAroy (ewk. 19) [ap. kat. 547A].* 1o kévtpo ametko-
viletar otavpds péoa oe otktd KGKAO 0 0TI0{0C akovpTTd
o€ kopatotd Praotd. Ze kdbe migupd €xet anodobel £-
va maydvt e xapdypata oto odpa kat v ovpd. Ztnv
napv@er} to okovdapikt @épet mévte opapidia. H obvBe-
on Bopilet évrova avtiv ota okovAapikta tov Virginia
Museum oto Richmond, amléc to tedevtaio €xer mo
notkido kat gppovtiopévo didkoopo.”

To pové oxoviapixt and v AreEdvdpeia [ap. kat.
S68A]“ @épet oo kévipo ayyefo am’ dmov ex@lovtal
Braotol mov yepifovv v vrdrotmy emgpdveta. ‘Eva
Cevydpt okovAapikia g maradg Zviloyrig Reber @é-
pet v Sa mapdotaon kat éva pové oxovrapikt amd
v Kémpo oto Metropolitan Museum g Néag Yépknc
éxel tedeiong ekpuAtopévn aviiotolyy mapdotaon.”

2e dnpompaoia tov 2003 mapovotdotnke dAro éva
Cevydpt okoviapikia pe tplpuAro oTo Kévipo kat ava-
mrroypévo Praoté exatépwbev (ewk. 20) [ap. kat. 570A].%
“Eva oAl oyetiké okovrapikt eivar to MLA 1957 tou
Bpetaviko Movoeiov mov mpoépyetat mbavév and
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Adprovoa e Kénpouv.” H pévn dagopd eivar . av-
16 10 terevtaio Pépet aTo KEVTPO TEVIAPUALO avBEpo.
Aev anoxAeietar ta dGo avtd okovAapikia va £xouvv Kot-
Vi) mpoéAevor).

Me v gredlepn mAfov emikowvovia pe kpdtn mpod-
v péAn e ZoPetkis ‘Evoong kat tv katd kawpoi
ERPAVIOT] QVTIKEPEVOV TIOL Tipogpyoviar and Aabpaieg
avaokagéc oty Méon Avatory elvar oAS mbavév va
avakaivgpBotv peArovukd véa didtpnta kooppata oe
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AIMILIA YEROULANOU
Additions to the Benaki Museum’s «Diatritay

This book, published in 1999, was intended to be both
a study and a catalogue of the pierced-work jewellery
known at the time, so that items subsequently coming
to light could be attributed both chronologically and to
their appropriate category.

The following new items have been noted.

A cross at the Metropolitan Museum of Art (fig. 1)
is an exceptionally fine pendant ornament. The edging
of beaded wire, the inscribed maltese crosses and the
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pierced-work scrolls with foliate finials point to a dating
in the late 6th-eatly 7th century and a workshop prob-
ably in Constantinople.

Two belt buckles (fig. 4), now in a private collection,
come from Georgia. The dense, delicate workmanship
of the maeander and quatrefoil motifs recalls the similar
technique found on certain 5th-century jewellery.

A ring (fig. 8) with pelta-shaped shoulders, auctioned

at Christie’s, dates from the 3rd century; another with a
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pierced-work band from the Belgrade Museum (fig. 9)
has parallels from the 3rd and 4th centuries. A ring auc-
tioned by Cahn (fig. 10), from around the 7th century,
belongs to the category of calyx-shaped rings. Another,
dating from the same period (Biblioteca Alexandrina,
BAAM 1026) has a pierced-work band and a small oil-
lamp on its bezel. A further item, from the Boston
Museum of Fine Arts (fig. 12), is of the key-ring type
and can be attributed to the 4th century along with
other dated examples.

3, 2003

New earrings are restricted to the types with plain
rosettes (Jumblatt Collection, Beirut [figs 13, 14] and
Christie’s [fig. 15]), and with rosettes with hanging
pendants (figs 16, 17, 18). All date from the 3rd and
4th centuries.

The second category constitutes lunate earrings either
with confronted peacocks flanking a cross (Christie’s
[fig. 19]), or with foliate scrolls (Biblioteca Alexandrina,
BAAM 1026 and Christie’s [fig. 20]). All date from the
7th century.
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A Middle Byzantine silver treasure

SINCE OCTOBER 2003 there has been on display at the
Benaki Museum a unique treasure consisting of nine
silver-gilt dishes dating from the Middle Byzantine era,
which has been offered for sale to Greece. The three larg-
est Byzantine collections in the country, the Byzantine
and Christian Museum in Athens, the Museum of Byz-
antine Culture in Thessaloniki and the Benaki Museum,
have jointly undertaken the task of raising the necessary
funds to acquire this treasure so that it can remain in
Greece, and with this aim the dishes were also exhibited
for two weeks in Thessaloniki. At the time of writing
this initiative by the three museums is still proceeding
apace.

The nine dishes were previously unknown both to
specialists and to the general public. The astonishment
which greeted the appearance of such a treasure can be
imagined, not only because it comprises rare and pre-
cious objects in an excellent state of preservation, but also
because the material is largely unfamiliar and opens up
a wide variety of new paths and horizons for the study
of Middle Byzantine art. The present article takes the
form of a general introduction to the subject; it would
certainly not claim to cover all the issues involved, nor
to do more than present the basic information and indi-
cate the specific features which locate the dishes in their
chronological and cultural context.

The nine dishes were inherited by the present owner
from his father, who acquired them in 1937 for £ 15,000
from A. Barry, an Englishman, who had been an export-
er of currants in Smyrna until 1922, when he settled in
Patras.! The provenance of the dishes is not known with
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certainty, but according to undocumented information
from the original owner they were discovered accidental-
ly outside Tatar Pazarcik in modern Bulgaria. The dishes
were cleaned before being offered for sale and their con-
dition is generally excellent, though in many places the
gilding is missing. Some display marks which postdate
their manufacture and are evidence of a change of owner
or of tests made from time to time to establish the purity
of the alloy and the commercial value of the objects.

Two dishes (nos 1 and 2) are footed (figs 1-2), while
the others have a flat base and low, rising sides (figs 3-6).
Three display human figures on the central medallion,
in representations of a hunting scene (figs 1 and 3) and
of the Sea riding on a sea monster (fig. 4). The others
have vegetal and geometrical ornamentation. A detailed
description of the dishes, with their dimensions, can be
found in the Appendix to this article.

Technical data — the shapes

The composition of the alloy on five of the plates was
analysed by the Demokritos Nuclear Physics Institute
when the treasure was first examined. The results are
presented in the following article by the metal conser-
vator of the Benaki Museum, Despina Kotzamani. But
at this point certain observations should be made. The
plates which were analysed were manufactured from
an alloy with a high silver content varying from 93.6 to
95%, while the composition also contained amounts of
copper (3.11-4.72%), gold (1.26-1.49%) and lead (0.37-
1.15%) which are normal for mediaeval silver vessels.?
The five vessels have a similar alloy composition with few
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Fig. 1 a-b. Footed plate no. 1 with a mounted huntsman and running animals. Private collection (photos: Sp. Delivorrias).
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Fig. 2. Footed plate no. 2 with a vegetal ogival lattice. Private collection (photo: Sp. Delivorrias).

variations, the most notable of which is the slightly high-
er lead content of dish no. 5 (1.15%). The same compo-
sition can be found in silver vessels of the Early Chris-
tian era,’ and also in those Sasanian and Islamic vessels
which have been analysed. This continuity with earlier
practices extends to the techniques of manufacture and
ornamentation. The dishes were made by hammering on
a lathe, and, in the case of dish no. 7 (see appendix), this
exploited the alloy to the full by creating from a relatively
small quantity of metal a vessel with very thin walls.

3, 2003

All the dishes display the same decorative layout, with
a central medallion normally encircled by a peripheral
band and complementary motifs, as is particularly appar-
ent in dishes nos 6-9. An incised preliminary sketch was
used for the ornamentation, which the craftsman subse-
quently followed with his tool, thus often giving a slightly
unstable appearance to the contours (fig. 4b). In some
cases the lines appear interrupted, evidence of a failure to
ensure that each application of the tool follows exactly on
the previous one. A variation in the execution can be ob-
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served in dishes nos 1 and 5, where the motifs are incised
by drawing the tool uninterruptedly across the surface of
the dish. This technique was used partially on dish no. 1
and on the entire ornamentation of dish no. 5.

On all the dishes the execution of the motifs is gener-
ally schematic; detail is lacking but the motifs stand out
against a ring-punched or dot-punched background. The
quality of the ornamentation is not consistent: some-
times the engraving is flat (dish no. 2), at others more
unstable (as noted in dish no. 4), or less attentive to detail
(a comparison of dishes nos 1 and 3 shows that they share
a common motif but the execution is uneven in qual-
ity). Dishes nos 1 and 5 undoubtedly display the most
meticulous, indeed exemplary, execution. The variations
in the ornamentation, even where the motifs are similar,
suggest either that some dishes were manufactured under
greater pressure, or, more probably, that different crafts-
men were involved in their production.

Exact parallels for the shape of the dishes with a flat base
and shallow sides can be found in late Roman silverware
—in certain works from Naissus, for example, one of which
has a star motif in the centre.® The shape frequently oc-
curs in 12th century Byzantine ceramic vessels, and ex-
amples have been discovered in Corinth, Athens, the
Alonnesos shipwreck and elsewhere, though such ob-
jects often have a rudimentary base to increase their
durability” The wide circulation of this form of silver-
ware is apparent from its echoes in Islamic art, for al-
though not many dishes made of precious metals have
survived, the shape is found in ceramic imitations in
9th-century Samarra moulded ware, 10th-century Sa-
manid slip-painted vessels and a rare Fatimid bronze
alloy dish (hg. 7).%

Conversely, the two very shallow plates with an orna-
mental raised rim and a tall foot do not appear to have
their origin in late antique models, and the shape, which
resembles a modern fruit dish, may be a mediaeval de-
velopment. The flat base, gently sloping towards the
rim can be found in mid- to late 12th century Byzan-
tine ceramics which also have a notched rim, though in
these objects the foot tends to be shorter? The remark-
able Artukid enamelled bowl has a similar shape, and
its external dimensions (diam. 27 ¢m, height 5 cm) are
the same as those of plate no. 1."” But the work closest
to the footed plates of the treasure is the silver-gilt dish
from Muzhi in Siberia, now in the Hermitage (fig. 8)."

50

It stands on a similar cylindrical foot, the sides terminate
in an ornamental raised rim and it has comparable di-
mensions (diam. 28 cm, height 5.3-6 ¢m). In spite of the
fact that few examples of precious utilitarian metalwork
survive from the 12th and 13th centuries, the fact that
their dimensions are generally similar may be evidence
of a certain standardisation in the manufacture of such
objects.”

Iconographic analysis

Huntsmen and running animals: The representation on
the central medallion of plates nos 1 and 3 (figs 1, 3) is
part of a long tradition going back to late antiquity, when
the theme of hunting, a favoured pursuit of the aristoc-
racy, was frequently included in the decoration on mosaic
pavements and portable objects of every kind."” In Middle
Byzantine art the direct link between hunting scenes and
imperial iconography is evidenced by representations of
imperial hunts and by explicit literary references.'* Middle
Byzantine eulogies addressed to the figure of the emperor
give constant emphasis to his prowess as a hunter in order
to demonstrate his bravery and spiritual power."

Hunting was a theme commonly found in court ico-
nography, but was diffused not merely on precious ob-
jects but also on works in mass circulation such as ce-
ramics and sculptures.' Particularly interesting are the
depictions of mounted figures on surviving works of
Byzantine silverware, such as the similar bowls from
Vilgort and Chernigov and the cup in the former Va-
silevsky collection (fig. 9).” These share with our plates
not only the hunting iconography but also the depiction
of nature by means of stylised plants with tendrils termi-
nating in trefoils. The use of these motifs to represent the
natural world seems to have been a standard topos in all
media of 12th century art (figs 9-12)."

Mounted huntsmen are closely associated with rep-
resentations of military saints, which also proliferate in
the 12th century, when they are regularly depicted in the
iconography of aristocratic equestrian warriors.” Strik-
ing resemblances can be found in wall paintings, such
as the impressive mounted St George at Staraya Ladoga
(1167).* The military gear shown on the dishes —ellipsoid
shields, greaves, breastplates and short chitons— occurs in
numerous portrayals of soldier saints, most notably on
11th and 12th century steatite works.” Yet the most re-
markable likenesses are found in an engraved representa-
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Fig. 3. Dish no. 3 with a mounted huntsman. Private collection (photo: Sp. Delivorrias).

tion on another Middle Byzantine silver vessel, the bowl
from Beriozovo, now in the Hermitage (fig. 10).”* The
exterior of this silver-gilt bowl has rows of convex bosses
depicting scenes of court banquet and a female imperial
figure in the centre flanked by servants, musicians, acro-
bats, dancers, animals and birds. The patently secular,
court iconography is complemented on the interior by a
central medallion with an engraved mounted figure of
St George almost identical to that of the hunters on the
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plates under review.” Indeed those hunters would be ex-
act reproductions of the Beriozovo St George were it not
for the absence of the halo and the inscription.

On footed plate no. 1, the representation on the cen-
tral medallion is supplemented by the band of running
animals which encircles the interior just below the rim.
Depictions of running animals are common from the
late Roman period onwards and they can be interpreted
as condensed hunting scenes which may either comple-
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Fig. 4 a-b. Dish no. 4 with the personification of the Sea riding on a sea monster. Private collection

).

(photos: Sp. Delivorrias
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Fig. 5. Dish no. 5 with undulating stems. Private collection (photo: Sp. Delivorrias).

ment or substitute for full depictions of the subject.” In
the Middle Byzantine era, running animals are found in
all forms of art®, but the closest links occur in the Byzan-
tine silverware mentioned earlier, the cups in the former
Vasilevsky collection® (fig. 9) and from Beriozovo® (fig.
10) and the cup cover from Nenetz?* (both in Siberia)
(fig. 11), while the resemblance of the band of animals on
the pan of the Sinai bronze candelabrum is particularly
striking (fig. 12).” In all these works the associations go
far beyond the iconographic and extend to the style and
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techniques of the engraved motifs, an indication of their
chronological proximity to the plates discussed in this
article.

The personification of the Sea: The other interesting
figure included in the group of plates is the personifica-
tion of the Sea on dish no. 4 (fig. 4). Depictions of the
Sea as a near-naked woman are found from Greco-Ro-
man antiquity onwards both in literature and in repre-
sentations on coins, sarcophagi and mosaic pavements,
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Fig. 6 a-b. Dish no. 6 with a star interlace. Private collection (photos: Sp. Delivorrias).
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most notably perhaps in the church of the Apostles at
Madaba in Jordan (578).* In early Christian thematolo-
gy the Sea is a fundamental part of God’s Creation and is
normally shown in company with the Earth, the second
of the two principal constituents of the Kzesis.” Equally
close to the present representation iconographically are
the portrayals of Nereids riding sea monsters found, for
example, on the medallion of a silver plate in the Galleria
Sabauda in Turin (AD 541).%

In purely Christian iconography, depictions of the Sea
occur in representations of the Baptism, sporadically at
first in the 7th and 8th centuries, in the Cappella Pa-
latina in the 12th century,” and finally more frequently
from the 13th century onwards.* One of the finest Mid-
dle Byzantine representations is to be found in the Paris
Psalter, in the depiction of the crossing of the Red Sea
(10th century).” In the 11th century the Sea finds a reg-
ular place in representations of the Last Judgment, both
in manuscripts® and in wall paintings (e.g. the church of
Panaghia Chalkeon in Thessaloniki),”” where, in compa-
ny with the Earth, it renders up the bodies of the dead for
judgment. It is similarly depicted in the restored mosaics
in Torcello, in St Nicholas tis Stegis in Kakopetria, Cy-
prus®” and in a 12th-century icon of the Last Judgment
in Sinai.® The last of these shows a near-naked woman
astride a sea-monster, holding an oar in her right hand
and a boat in her left, just as on the dish.*’ The monster
on the icon is also very similar with its diminutive point-
ed ears, small mane and leonine paws. In depictions of
the Second Coming the creature ridden by the Sea spits
out the limbs of humans destined to participate in the
Last Judgment. The depiction of the gaping-jawed mon-
ster on the dish suggests that the craftsman used such a
scene as a model, although the features have their direct
ancestry in the arc of late antiquity.*

Middle Byzantine metalware contains a remarkable
parallel in the silver-gilt footed plate from Muzhi in Si-
beria (fig. 8).* The large central medallion with a depic-
tion in relief of the Ascension of Alexander is surrounded
by ten representations with cosmological-symbolic con-
tent in roundels framed by foliate scrolls. One of these
displays a naked representation of the Sea, riding on a
sea monster and holding a ship in her right hand and an
oar in her left. The beast is similar to that on the dish,
but the personification is seated with her back to its head,
totally naked but with no indication of sex or other detail
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of her figure. Interestingly, the ship which she holds con-
tains both rower and steersman.

Aniconic decoration and the Islamic connection: It is
the series of dishes with purely aniconic decoration and
obvious Islamic associations which give rise to the most
ambivalent interpretations. The comparative material
to be discussed here will draw on both Byzantine and
Islamic art. The purpose is not so much to isolate Byz-
antine from Islamic stylistic features, but rather to trace
the motifs they have in common, establishing the extent
of their dissemination, and —in so far as this is possible—
identifying the specific type of objects which formed the
vehicles through which they were circulated.

The footed plate no. 2 (fig. 2) is decorated with an
ogival vegetal lattice framed above and below by heart
shapes. Rows of alternating heart shapes enclosing leaves
with a central hatching are almost a hallmark of Byz-
antine decoration but are an equally common motif in
Islamic art. Examples of the latter are a ceramic sgraf-
fiato bowl, of a type dated variously to the 10th and the
11th century, a Fatimid lustre-painted vase,” a cast
bronze mortar from eastern Iran,”® and a silver flask
from the Harari treasure, attributed to 1ith century
Northern Iran.¥ Comparable Byzantine examples with
pointed multi-lobed leaves can be seen in the heading of
a manuscript of 1140 in the Escorial,® on the fragment
of a champlevé ceramic,” and on the silver bowl cover
from Nenetz with representations of musicians and ac-
robats (fig. 11).* The ogival layout of the decoration oc-
curs in the headpieces of manuscripts (fig. 13), which in
the 11th and especially the 12th centuries display motifs
enclosed in heart shapes pointing alternatively upwards
and downwards.”' This ogival design is not unknown in
12ch-century wall painting, and can be found in the Pet
ritzos monastery in Bachkovo, Bulgaria, and Cefalu ca-
thedral in Sicily.”

Dish no. 5 of the treasure has foliate palmettes on the
central medallion and exceptionally intricate incised
workmanship (fig. 5). The meticulous herringbone pat-
tern surrounding the medallion and the ribbons tied to
the stalks at points where they divide produce a striking
late antique effect which is heightened by the otherwise
undecorated surface of the dish.

At first sight the ornamentation has no direct parallels
in silverware, Byzantine or Islamic. A meticulous exami-
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Fig. 7. Fatimid bronze dish with a rabbit and an inscription
band, 11th-12th century. Paris, Louvre Museum no. AA.
275 (photo: courtesy of the Louvre Museum).

nation of Central Asian silverware —notably that from 8th
and 9th-century Sogdia, which post-dates the Islamic con-
quest but could still use Sasanian silverware as its models—
indicates a different use of late antique decoration, with an
emphasis on richer ornamentation and on larger-scale veg-
etation, which is often rendered naturalistically.”

The closest examples of bowls and plates with scroll-
ing tendrils on the base are actually found in ceramics,
both Byzantine and Islamic. To begin with the Islamic
versions, Samanid slip painted pottery attributed to 10th
century Nishapur and Samarkand is believed to reflect
the ornamentation on now lost contemporary silverware
which continues the tradition of Sogdian silver* This
ceramic ware displays the most striking resemblances
to the silver dish, with four scrolling tendrils sprouting
from a circle (fig. 14).” There is one important differ-
ence, in that the palmettes of dish no. 5 have a foliate
design, with curved, pointed ends, while Samanid and
earlier Sogdian palmettes are round, many-petalled and
have a floral origin.*

The mid-12th century Byzantine shipwreck at Alon-
nesos (fig. 15) and the excavations at Corinth and Ath-
ens have produced numerous examples of sgraffiato and
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champlevé ceramics which display a continuing use of
designs with palmettes as central motifs on bowls and
plates. The foliage has the same linear character and is
displayed against a scaled background which imitates
the punched ground of silverware.” All this suggests two
possible interpretations for the provenance of dish no.
5. The first is that the dish predates the remainder of
the treasure and is probably a 10th-century work from
Eastern Iran. Alternatively, the dish is Byzantine and
more or less contemporary with the rest of the treasure
but reproduces models from 10th-century silverware —an
instance of a return to earlier prototypes which is famil-
iar in Byzantine art, but would be unusual in the art of
Islam, which had from the 11th century introduced the
arabesque in its decorative vocabulary.*®

The four dishes of the treasure, nos 6 to 9 (fig. 6), share
the same design of radiating garlands and geometrical
star-shaped interlace, the latter deriving from the com-
plex geometrical interlace found in Islamic ornamenta-
tion from early times.”

The closest parallels to our silver dishes can be found
in metalwork of Eastern Iran dated to the 12th and ear-
ly 13th century. The main decorative feature on a series
of bronze dishes is the central roundel containing a six-
pointed interlace framed by rayed garlands and inscribed
bands (fig. 16).° Eastern Iran was the birthplace of Islam-
ic inlaid metalwork, though production spread to North-
ern Mesopotamia and Syria: this form of metalwork is
relevant here because, as we shall see, it seems to have
been known to the Byzantines and the other Christians
of the Near East.

An example of an exactly similar star-shaped interlace
with the characteristic indentation in the middle of its
sides occurs in the frontispiece of a 12th-13th century
Syriac manuscript® and also in the interior of a western
silver standing cup, housed in the monastery of St Mau-
rice d’Agaune in Switzerland and attributed by Charles
Oman to Norman Sicily.”? Boris Marshak, taking the ar-
gument further, considers that the combination of the
western shape and the orientalising decoration indicates
a place of manufacture where western and Islamic influ-
ences could co-exist side by side, such as the Crusader
states of the Near East, as well as Sicily.®

The twelve-pointed garlands on the four dishes of
the treasure (nos 6-9) are more closely associated with
a large brass 13th-century bowl from Northern Syria or
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Fig. 8. Footed plate with the Ascension of Alexander the
Great from Muzhi, Siberia, early 13th century (after: Glory
of Byzantium 1997, 400 no. 267).

Fig. 9. Bowl with courtly scenes and mounted soldiers from
the Vasilevsky collection, 12th century. Saint Petesburg, The
State Hermitage Museum no. w72 (after: Byzantium: An
Oecumenical Empire [Athens 2002] 47 no. 7).

the Jazira with inlaid silver decoration. Here the garlands
are twelve-pointed and bear large rounded palmettes in
a reciprocal arrangement similar to that of the four dish-
es.* Conversely, the Byzantine decorative repertoire is
responsible for the design of the band on the base of our
dishes with S-shaped tendrils terminating in two half
palmettes. An identical motif is found on a 12th-century
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incense burner in the form of a domed building, now in
St Mark’s treasury and attributed to a Constantinopoli-
tan workshop.®

The imitation of a base metal Islamic model by a sil-
ver Byzantine vessel is theoretically improbable and the
reverse of what would normally be expected, since the
established hierarchical order starts with objects made
of precious materials and descends to cheaper materials
such as copper alloy and finally to ceramics. Yet in the Is-
lamic world inlaid metalwork —the principal innovation
of the 12th century— became a socially and aesthetically
acceptable substitute for precious metal objects.* The
impact of these novel inlaid vessels would certainly have
been felt in Byzantium, where they may have arrived by
way of Northern Syria and the Jazira —the provenance of
the dish mentioned above— the Sultanate of Rum, or the
sea routes and ports of the Syrian coast. And even if at
first glance these theories appear somewhat tenuous, we
must remember that they are supported by the very sub-
stantial number of surviving Byzantine sgraffiato ware
which are clearly influenced by Islamic metalwork.”

Indeed, the above mentioned group of Iranian bronze
dishes (fig. 16) with star-shaped interlace in their cen-
tres, is also decorated with animals, birds and concentric
zones with inscriptions (fig. 17),* and may be considered
the actual model for a certain class of Byzantine sgraffia-
to ceramics (figs 18, 19).” Corroborative features include
the pseudo-Kufic inscriptions and the roundels with styl-
ised palmettes or animals which interrupt the inscribed
bands and do not occur in this form in Islamic ceramics.
Corinthian sgraffiato ceramics of this type, which have
the closest links with Islamic metalware, date from be-
tween the second quarter of the 12th century and 1200.7
This suggests that 12th century Islamic metalwork was
circulating in Byzantine territories —specifically main-
land Greece—, not merely in frontier areas or Crusader
states, while the numerous Islamic ceramic fragments
found in Corinth indicate the existence of commercial
relationships with Egypt and Syria before the mid-12th
century.”!

As is clear from the above discussion the three dishes
with human figures have particularly strong links with
Byzantine art, 12th century metalwork in particular,
while the aniconic ornamentation of the other six con-
tain resemblances to Byzantine and Islamic works of the
same period.
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Fig. 10 a-b. Bowl with courtly scenes and the mounted

figure of Saint George in the inside, from Beriozovo, 12th
century. Saint Petersburg, The State Hermitage Museum
no. ®3 (photo: courtesy of The State Hermitage Museum).

The Izgirli Treasure

The nine dishes of the treasure have direct links with
three silver plates in the Cabinet des Médailles in Paris,
whose dimensions, shape, technique and iconography are
not merely comparable but nearly identical with the ves-
sels studied in this article (figs 20-21).” They are famil-
iar in the bibliography as the Izgirli or the Tatar Pazarcik
treasure, after the Bulgarian village near where they were
found in 1903 and its nearby town. This makes a com-
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parative study of the two groups of objects highly desir-
able, as they not only belong to a common tradition and
share the same provenance, but are probably made by
the same or by closely related workshops; it is even pos-
sible that all the vessels originally formed a single group,
though this cannot be proved.”

Two of the Izgirli plates are footed and bear identical
decoration (fig. 20), while the third and largest dish be-
longs to the type with a flat base and low rising sides (fig.
21). Although the three plates from Izgirli have not been
subjected to technical analysis, visual observation indi-
cates that there are considerable discrepancies in the quali-
ty of the execution. The decoration on all three vessels was
made by engraving tool, but that on the two similar footed
plates is less meticulous, indeed somewhat unsteady, most
obviously on the contours and the central rosettes. The
third and largest dish is much more carefully worked, and
the ornamentation is supplemented by zig-zag engraved
lacework around the medallion and the bands, which is
not found on any other plate in the group.

On footed plate no. 1 (fig. 1) and on the three Izgirli
plates the bands of running animals, though directly
comparable in subject and execution, are not identical.
The most obvious variation is found on the large Izgirli
dish (fig. 21), where the animals are portrayed on vegetal
scrolls, in a configuration known as animated or inhabit-
ed scrolls. Such scrolls are found in Middle Byzantine art
both in manuscript illumination and in sculpted works
and ceramics.”* Similar motifs occur in illustrations in
12th-century Romanesque and Crusader manuscripts”
and in works of minor arts® and sculptures from the
same environment, such as the celebrated east lintel from
the south fagade of the Holy Sepulchre, which is attrib-
uted to a local workshop of the second half of the 12th
century.”” In Crusader and Romanesque works the fig-
ures of men and animals are intertwined with the scrolls
as if they were struggling to escape from them, and
sometimes seated on top of them.” In such cases figures
and scrolls exist on an equal plane, but on the Izgirli dish
the plant motif merely exists as a ground for the figures
engraved above.

This use of undulating scrolls as a background for run-
ning animals is common in 11th-12th century Islamic
works, such as a bronze ewer and a bucket from eastern
Iran,” and the group of bronze dishes mentioned above
(hig. 16).* Together with the geometrical motif of the cen-

MOYZEIO MITENAKH



A Middle Byzantine silver treasure

Fig. 11. Lid of a bowl with courtly scenes from Nenets,
Siberia, 12th century. The State Hermitage no.1193 (after:
D. Papanikola-Bakirtzi [ed.] Everyday Life in Byzantium

Fig. 13. Headpiece from a manuscript of the Gospel, last

[Athens 2002] 199 no. 222). quarter of 11th century. Oxford, Clarke 10, fol. 2" (after:

G. Galavaris, The lllustrations of the Prefaces in Byzantine
Gospels [Vienna 1979] fig. 53).

tral medallion, this constitutes a basic link with similar
Islamic works. Two details are different, however. The
Iranian works commonly include among the running
animals Afghan hunting dogs with strikingly long muz-
zles (Salukis) which are not depicted on the Izgirli dish,*
while the outer band of the Izgirli dish displays a naked
human figure swimming among the vegetation, which is
unprecedented in Islamic art. Conversely, the representa-
tion of naked humans is a familiar theme in Crusader art®
—for example on the lintel of the Holy Sepulchre referred
to above— and in Byzantine secular iconography. Typical
of the latter are the numerous depictions of nude figures

on Middle Byzantine ivory caskets.®” The popularity of
such portrayals in contemporary secular art produced a

Fig. 12. Bronze candelabrum from Saint Catherine’s
monastery, Sinai, Egypt, 12th century (after: L. Bouras,
Three Byzantine Bronze Candelabra from the Grand Lavra
Monastery and Saint Catherine’s Monastery in Sinai, 100 of the Synod of 692, denounces his contemporaries

DChAE 15 [1989-1990] 24 fig. 15). for the practice of decorating their houses and their pos-

sessions with naked figures.* In spite of this, such figures

reaction from the Church, evident in the well-known pas-
sage where Theodore Balsamon, commenting on Canon

were not unknown even in the religious iconography of
Byzantium, most commonly in scenes of the Baptism
of the followers of John the Baptist,” but also in a more
obviously decorative context, the initial letters of manu-
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Fig. 14. Eastern Persian slip-painted bowl with undulating
stems and inscriptions, 10th century. Washington, Freer
Gallery of Art (after: R. Ettingausen, O. Grabar, M.
Jenkins-Madina, Islamic Art and Architecture 650-1250
[New Haven-London 2001] 120 fig. 189).

scripts.®® A similarly nude figure is represented on anoth-
er Middle Byzantine silver vessel, the 11th-12th century
bowl of Theodore Tourkelis, now in the Hermitage.”
Two further details that require interpretation are the
fish which fill the interstices of the star interlace on the
Izgirli dish and the twelve-rayed garlands on dishes nos
6-9 of the treasure. Both point to a cosmological sym-
bolism inherited from Late Antiquity which is found in
both the Byzantine and the Islamic world, and originates
in the association of circular surfaces with the Dome
of Heaven. In Islamic bowls and dishes this symbolism
is explicit, with the inclusion of the twelve astrological
signs surrounding the sun and whorling fishes and fan-
tastic animals.”® In Byzantine art it may take on religious
overtones, as in the representation of the Ascension at
Kurbinovo (1192) in which Christ is shown at the cen-
tre of the circular glory, which is occupied by fishes and
fantastic beasts.” In Byzantine secular art the silver bowl
from Muzhi (fig. 8) with the Ascension of Alexander dis-
plays the familiar solar associations, while in literature a
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Fig. 15. Sgraffiato bowl with undulating stems from the
Alonnesos shipwreck, mid-12th century. Nea Achialos
Archeological Depot, no. N.A. 2 (683) (after: Papanikola-
Bakirtzi 1999, 138 no. 155).

golden bowl depicting the feats of Manuel I Komnenos is
likened to the orb of the earth.”

The background to the Izgirli Treasure has preoccu-
pied and divided scholars, some of whom attribute it to
an Islamic and others to a Byzantine environment. The
various theories which have been expressed, and which
are summarised below, indicate the general problems in-
volved in studying the common ornamental vocabulary
which developed in the Eastern Mediterranean and was
articulated in 11th and especially 12th-century objects.

The Izgirli Treasure was published in 1903 by the
French consul in Plovdiv (Philippopolis), M. Degrand,
who wrote a detailed report on these major new Byzan-
tine finds.”" Consequently the treasure was purchased by
Gustave Schlumberger who donated it to the Cabinet des
Médailles in 1929. As Schlumberger considered that the
plates did not fall within his sphere of expertise he invited
Gaston Migeon, his distinguished colleague in Islamic
Art, to publish them. Migeon’s article in the periodical
Syria for 1922 ascribes the plates to the hoards of silver
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Fig. 16. Eastern Persian bronze dish with a star interlace
and running animals, early 13th century. London, Victoria
and Albert Museum (after: A. S. Melikian-Chirvani, Islamic

Metalwork from the Iranian World 8th-18th Centuries
[London 1982] 97 no. 27).

objects of eastern provenance which demonstrate the in-
fluence of Sasanian and early Islamic art.”” These hoards,
which had been discovered in Siberia, Hungary and
Scandinavia, were assembled by peoples from the North
who followed the river trade routes, bartering furs and
slaves in exchange for coins and precious objects mainly
in the frontier areas of north-east Iran, the Caucasus and
the Black Sea. The publication of the Viking treasures in
the Stockholm Museum a few years before Migeon’s ar-
ticle had brought to light the phenomenon of the trans-
portation of silverware from Asia to Europe, and Migeon
accordingly had no hesitation in declaring that the Izgirli
plates were manufactured between the 9th and 11th cen-
turies in the spirit of early Islamic art and brought to Bul-
garia from the Caucasus and Armenia.

Between the 1920s and the 1970s there was no system-
atic study or publication of the Izgirli Treasure, although
it was mentioned in descriptions of mediaeval hoards
discovered in Bulgaria, and by A. Grabar who referred to
it in connection with Byzantine secular silverware”® In
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Fig. 17. Eastern Persian bronze dish with a fantastic
animal, second half of 12th - early 13th century. London,
Victoria and Albert Museum (after: A. S. Melikian-
Chirvani, Islamic Metalwork from the Iranian World 8th-
18th Centuries [London 1982] 105 no. 36).

1973, however, one only of the three objects in the hoard,
the large dish (fig. 21), was published by A. S. Melikian-
Chirvani, who attributed it to Khurasan in Eastern Iran,
and dated it to the 11th century, apparently ignoring the
articles of Degrand and Migeon.” In the catalogue of a
large exhibition of Islamic art held in London in 1976,
James Allan gives the same dating to that dish, but he
notes that it was part of the Izgirli hoard and that its sty-
listic analogies with Samarkand ceramics make a prove-
nance in Transoxiana more likely than Khurasan.” Both
writers emphasise the oddity in the context of Islamic art
of the figure of the nude swimmer on the outer band of
the dish. From that time until the present day this same
dish has been continuously mentioned in publications
relating to 10th-11th century Islamic metalwork from
Khurasan and Transoxiana.”®

It was at roughly the same time as the mounting of the
Arts of Islam exhibition in London that a series of studies
began to be written by Russian scholars, who exploited
the accessibility to them of virtually all the ‘orientalising’
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Fig. 18. Sgraffiato dish with a lioness from the Alonnesos
shipwreck, mid-12th century. Nea Anchialos, Archeological
Depot no. N.A. 33 (1403) (after: Papanikola-Bakirtzi 1999,

131 no. 143).

silver hoards discovered in the territories of the former So-
viet Union. The first and most significant of these was a
monograph by V. P. Darkevich, who in 1975 made a de-
tailed study of all three Izgirli objects, ascribing them to
the secular court silverware of 12th-century Byzantium.
He notes the mix of ‘classical’ and ‘orientalising’ features
which could only be attributed to the melting-pot of Con-
stantinople.” In 1978 A. Bank included the Izgirli hoard
among 12th century Byzantine objects of provincial —spe-
cifically Bulgarian— workmanship.”® In 1982 Boris Mar-
shak, in his article on Crusader metalwork, singled out the
flat dish, associated it with similarly ornamented standing
cups from Western Europe and declared that the fusion of
Islamic and western influences suggests the environment
of Near East Christian territories such as Crusader Edessa
and Armenian Cilicia.”” It was presumably this hesitant
attribution of the Izgirli dishes to the Byzantine, Islamic
or Crusader world which led to them being excluded from
the 1992 Paris exhibition on Byzantium, which consisted
of objects from French museums only."”

Our existing knowledge of the Izgirli treasure has been
greatly enriched by the appearance on the scene of the
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Fig. 19. Sgraffiato dish with a star interlace and pseudo
Kufic inscriptions from Corinth, 1170-1200. Ancient
Corinth, Archeological Museum, no. C-1937-0866
(after: Papanikola-Bakirtzi 1999, 45 no. 30).

comparable dishes in the group discussed in this article.
In this connection the evidence of the French consul in
Plovdiv, M. Degrand, may be proved particularly signifi-
cant in establishing their cultural background and date."
According to his account, he was originally shown 150
gold coins of three Komnenoi —Alexios I, John II and
Manuel I- which had recently been found near Tatar Pa-
zarcik, outside Izgirli. The local police chief subsequently
confirmed the discovery of a large hoard of coins in the
area, amounting to 25 kilos of gold. Many of these were
melted down and sold in the markets of Tatar Pazarcik
and Plovdiv, while according to a local policeman around
250 coins were dispatched to the museum in Sofia."
Other precious objects were found in addition to the
coins: a gold cross, a small silver vase and “dix plats en
argent massif”, which Degrand was told had been im-
mediately sold in Plovdiv and melted down by the buy-
er. Subsequently the consul visited the purchaser of the
plates, who confirmed that he had melted down some,
but had kept three to be traded as antiquities, and these
were later acquired by Schlumberger. The consul did not
fail to visit the find spot of the hoard, a hill with the ruins
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Fig. 20 a-b. Footed plate from the Izgirli Treasure with fantastic animals, 12th century. Paris, Cabinet des Médailles
(photo: courtesy of the Cabinet des Médailles).
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Fig. 21 a-b. Dish from the Izgirli Treasure with a star interlace, 12th century. Paris, Cabinet des Médailles
(photo: courtesy of the Cabinet des Médailles).
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of a castle outside Izgirli, where gold coins had previously
been discovered by the inhabitants.

The discovery of the coins could only be used as a
chronological framework for the dishes if their prov-
enance was a systematic excavation or at least if we had
access to the specific coins to verify Degrand’s dating. As
neither is the case, all we can say is that the evidence of
the combined discovery of the Izgirli dishes and coins of
the three Komnenot does not clash with the 12¢h century
background suggested by the iconographic associations.
Equally significant is the evidence of the find spot, near
Philippopolis, as it coincides with the information con-
cerning the new treasure. It should be noted that at the
time in question Philippopolis was a key city of Byzan-
tium, where several major figures of the central imperial
stage held important posts, including the metropolitan
Michael Italikos who took active role in the negotations
with the Crusaders of the second crusade and Niketas
Choniates who served as governor of the city, when Fre-

derick Barbarossa passed through.*

The thirteenth plate: the identity of the owner

We have thus far been examining the nine dishes of
the new treasure and the three pieces of the lzgirli treas-
ure as a potential single group, taking into consideration
their common characteristics and the information as
to their common provenance. The problem of identi-
fying these twelve dishes takes on a new turn with the
evidence of one further dish, which today belongs to the
same private collection as the nine presented above but
is not being offered for sale (fig. 22). According to the
owner, the dish was bought by his father together with
the others and comes from the same find. It is preserved
in an excellent state, and its shape is similar to dishes nos
3 10 9, though the diameter is smaller (24 cm.). The dish
bears in its centre as sole decoration a circular inscrip-
tion framed by pairs of engraved lines. The inscription
is written in literary Greek, in capital letters, and reads:
+K(YPDE BOHOEI KONCTANTINQ IIPOEAPQ TQ
AAANQ (Lord help Constantine Alanos, Proedros).

Palacographic evidence tells us that the form of the let-
ters™ —e.g. the K with the curved ends, the Q with the
closed, curving extremities and the closed shape of the C
and the E- occur in late 11th and, especially, 12th cen-
tury inscriptions on works of art'® and wall paintings."*
Similar forms of lettering occur in manuscripts with
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‘epigraphische Auszeichnungsmajuskel” script, which also
date from the same period."”

The person mentioned in the inscription was prob-
ably the owner of the whole group of plates. The office
of Proedros was one of the highest-ranking in the 10th
century, but by the 11th it had become less exclusive.
From the middle of that century the title was regularly
conferred on members of the military aristocracy, but no
references can be found after the mid-12th century.'®
The office was also an ecclesiastical one which is fre-
quently mentioned on lead seals throughout the 13th
century,"” but the inscription on the plate does not sug-
gest that Alanos was an ecclesiastic, as it lacks the con-
ventional reference to the diocese where he was serving.
Prof. Werner Seibt has studied the lead seals referring to
Alanoi and has generously made available to us his un-
published data on the subject:"® A certain Constantine
Alanos, without the addition of any title, occurs on a
lead seal now at Dumbarton Qaks (DO 58.106.2314),
which has been dated to the second half of the 11thcen-
tury. A Proedros Alanos, whose baptismal name is un-
known, is found on another lead seal dating from the
same period (DO 58.106.31930). The name is also men-
tioned by Skylitzes in connection with campaigns of the
year 1045, during which a military official called Con-
stantine Alanos held the title of Magister."

References to the name Alanos in surviving lead seals
do not exist from the 12th century. However Alanos is
not necessarily a family name but may rather refer to the
nationality of the owner, and in spite of the lack of scals
citing the name, the presence of Alans (Georgians) on
Byzantine territory is attested until the 13th century,
mainly as mercenaries."? Indeed we know of references
to Georgians in the Philippopolis area, where the dishes
are reported to have been discovered. The first and bet-
ter-known involves the Petritzos monastery (Bachkovo)
which was founded by Gregory Pakourianos in 1083.""
Not only was this monastery a place of pilgrimage for
Georgian monks but, according to the zypikon of the
founder, the members of the community were required
to be exclusively Georgian and the monastery remained
under Georgian control until the 14th century."* A sec-
ond, particularly interesting piece of evidence is provid-
ed by Choniates, who describes how during Barbarossa’s
siege of Philippopolis in the Third Crusade (1189) a bat-
tle took place at the castle of Prousenos outside the city,
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Fig. 22. Dish inscribed with the name of Constantine Alanos. Private collection.

in which the Alans put up a heroic struggle under the
leadership of Theodore Vranas.'

The treasure and its historical context

The information and comparative material contained

in this article indicate very clearly not only the many as-
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sociations between the dishes and Byzantine and Islamic
works, but also the parallels with certain 12th-century
items from the Crusader East. The adoption and ap-
propriation of Islamic motifs in Byzantine art is a well-
known phenomenon which is mentioned in Byzantine
sources and can be observed in specific works of art. An
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earlier phase in the relationship between Byzantium and
Islam might be characterised in terms of the diplomatic
missions between the court and the exchange of rare and
precious gifts described in the sources."® In the words
of Oleg Grabar, this is a “shared culture of objects” in-
volving rulers and highly placed court officials."” The
celebrated story of Constantine Porphyrogennetos gaz-
ing in admiration on an Arab bowl in the privacy of his
apartments is sufficient to indicate the beginnings of the
social acceptability of Islamic art."® By the 12th century,
however, the world of the Eastern Mediterranean had
expanded, resulting in a proliferation of political centres
and the development of the market economy, and By-
zantium was now part of the wider framework of com-
mercial intercourse between Italian maritime cities, the
Crusaders and the Muslims."” The direct consequence
was the development of provincial urban centres, the in-
creased level of exchange and the widespread distribution
of products which were no longer restricted to the exotica
destined for the emperor’s Cabinet of Curiosities."” By
now the links with Islamic art do not reflect court taste
alone, and the “shared culture of objects” involves not
only the imperial milieu but also the humble Corinthian
potter. Islamic motifs become part of the general vocab-
ulary of Byzantine art used by the rising local aristocracy
and the middle classes, both in parallel with and as alter-
natives to explicitly Christian and Byzantine themes.

By this time the relationship between Byzantium and
the Islamic world is not defined in terms of diplomatic
missions and border incidents, but by continuous contact
and co-existence within Asia Minor. The movement of an
active dynamic from Byzantium to the Sultanate of Rum
and back again is illustrated by the flow of claimants to
the throne and of disaffected high officials, who became
converts either to Islam or to Christianity according to
circumstances. At a different social level large numbers
of Turkish mercenaries were enticed into joining ranks of
the Byzantine army, and many of these ended up settling
on Byzantine soil."”

Yet relations between Byzantium and Islam are only one
aspect of the mosaic of the 12th-century Eastern Mediter-
ranean. The catalytic role was undoubtedly played by the
bold thrust of Christians from the West —the Italian mari-
time commercial states and the Crusader champions of
the faith. Western mercantile communities had a strong
presence in Constantinople'” but it may also be signifi-
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cant that during their progress through the territories of
the Byzantine empire the Crusaders exchanged silver ves-
sels in their transactions with the local money-changers.'”?
Unfortunately we do not know what type of silverware
this was —whether it was brought from their country of
origin or appropriated en route as part of the spoils of war
from the regions through which they had passed.”

In Byzantium this osmosis of multifarious cultural ele-
ments had its origin in, and was reinforced by, the official
political ideology of the Komnenoi in the 12th century,
best illustrated by the brilliant career of Manuel I (1143-
1180)."” Tournaments organised by the emperor accord-
ing to the practices of Western chivalry, the erection of
[slamic buildings in Constantinople and state visits by
Seljuk and Western rulers were all notable events which
bore witness to the new spirit."”* This ideology and the
secular activities of the imperial court are reflected in con-
temporary historical and literary texts. It has been plausi-
bly suggested that the account in Vat. Gr. 1409 of a west-
ern-style tournament focusing on the figure of the Byz-
antine emperor may be an ekphrasis, a description of an
actual representation of the subject.””” The description of
the heroes who take part in the tournament could equally
well be applied to the hunters on the two dishes: dressed
in a short thigh-length chiton, and with their himatia
swirling behind them, they brandish their spears and
shields. Conversely, the depiction of the exploits of the
Seljuk Sultan on the walls of the residence of Alexios Ax-
ouch —instead of those of the Byzantine emperor— might
later have been used to support accusations of treason
against its owner, but at the time of its execution it would
have been viewed as acceptable, if unprecedented, by the
imperial circles in which Axouch moved.””® As regards the
depiction of the Sea, a literary parallel can be found in the
celebrated romance of Hysmine and Hysminias, where
Hysmine gives an eloquent description of her escape from
a shipwreck by riding naked on a sea monster.'”

The literary work which epitomises the contemporary
heroic, aristocratic spirit is unquestionably the poem of

13 The hero who, as his name indicates,

Digenes Akritas.
was himself the offspring of two races —with his prow-
ess on the battlefield and in the chase and the luxurious
magnificence and the romantic eroticism which gov-
erned his daily life— could be directly associated with the
ideal portrait of the 12th-century Byzantine emperor.”

At the same time the descriptions of banqueting and
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hunting scenes, of heroic exploits and romantic episodes
between Digenes and his wife Eudokia are the literary
parallels to the iconography on the silver cups from Be-
riozovo, Nenetz, Vilgort, Chernigov and the former Va-
silevsky collection.

The dishes discussed here are primarily products of
the common aesthetic and the mixed iconographic vo-
cabulary which developed in the Eastern Mediterrane-
an in the 12th century. Their notable thematic variety
and multifarious ornamentation, when combined with

APPENDIX: CATALOGUE

1. Footed plate: diam. 29 cm. h. 5.5 cm. h. of foot 3.2
cm. weight 846.9 gr. Condition good. All the decorative
features display traces of the original gilding. The under-
side of the foot has an incision in one place, which has
not resulted in damage to the metal.

The plate has the shape of a flat bowl with an integral
raised rim decorated with alternating crescents and half-
logenzes. The central medallion shows a hunting scene
with a horseman armed with a kite-shaped shield and a
spear; below the horse’s feet a hunting dog pursues a hare
whose head is turned backwards. The figures are flanked
by stylised bushes and trees. The medallion is encircled
by a band of undulating stalks with trefoil offshoots. The
representations have a dot-punched background.

The edge of the interior is surrounded by a decorative
band of six pairs of running animals interspersed with
vegetal scrolls enclosing two palmettes. The animals on
the band are, in order: lioness and antelope; dog and hare
looking backwards; dog and fox with bushy tail look-
ing backwards; lioness and antlered deer; dog and hare
clutching a leaf in its mouth; griffin and horse. Above
and below the animals are highly stylised palmette sec-
tions and droplet motifs.

The cylindrical foot was formed separately by ham-
mering and then attached to the underside of the bowl.
At the centre of the underside the turning point where it
was attached to the lathe is visible.

2.Footed plate: diam. 26.5 cm. h. 5.4 cm. h. of foot 3
cm. weight 757.4 gr. Condition good. The gilding is bad-

ly damaged, and is barely visible on the central medal-
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the epigraphic evidence of the last dish and the infor-
mation provided by the Izgirli hoard, point strongly to
a provenance in the environment of 12th-century By-
zantium. The inconsistencies noted in the quality of
the execution of the dishes suggest that they were prob-
ably produced by different craftsmen or workshops. In
any case we have no reason to believe that the modern
concept of the uniform “set” or “dinner service” had
any place in the aesthetics or the practices of the Byz-
antine era.'”
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lion. Letters of the Greek alphabet are crudely scratched
mainly on the underside of the plate. Cruciform marks
on the main surface.

The central medallion is decorated with a vegetal
ogival network forming heart shapes on the upper and
lower sides and containing pointed multi-lobed leaves
facing in two directions. The medallion is surrounded
by a band of undulating stalks with rounded oftshoots
enclosing trefoil leaves. The background is dot-punched.
The engraving generally has a rather flat appearance,
which may result from the original execution or from

extensive usage. The edge of the interior is encircled by

simple engraved lines. The integral ornamental raised
rim and the foot resemble those of plate no. 1; here too
the turning point of the lathe is visible on the underside.

3. Dish with flat base and low rising sides: diam. 25.8
cm. h. 4.3 cm. weight 613 gr. Condition excellent. The
gilding is not visible to the naked eye.

The decoration of the central medallion is a condensed
version of the hunting scene on plate no. 1, without the
dog and the hare. There are small discrepancies in the
position of the spear and of the heads of the rider and
the horse.

4. Dish with flat base and low rising sides: diam. 32.6
cm. h. 5 cm. 964.4 gr.

The largest of the nine plates. The sides have cracked
in places and been repaired. The central medallion con-
tains a depiction of the Sea personified as a partly nude
woman, riding on a sea monster with an oar and a boat
in her hands. She is flanked by four fish. The medallion
is surrounded by a three-ply chain band, and the back-
ground is ring-punched. The interior of the dish is edged
with a continuous band of heart shapes enclosing trefoil
palmettes. On the exterior, just below the rim, is a nar-
row band with undulating stalks and half-palmette off-
shoots. All the ornamentation is gilded.

5. Dish with flat base and low rising sides: diam. 29.2
cm. h. 4.6 cm. weight 1043.1 gr.

Later engraving can be found on both sides of the dish,
including an undecipherable cursive inscription. The
central medallion is decorated with four undulating stalks
which sprout from a circle decorated with four ‘winged’
split leaf palmettes. Spiky acanthus leaves and small spi-

ral shoots grow from the stalks, and at points where the
stalks divide they are encircled by a thin ribbon.
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Particularly noteworthy are the four split leaf palmettes
attached to the outer perimeter of the circle and the four
small comma-shaped leaves on the inside. The meticu-
lous design was executed with the aid of a compass, as is
indicated by the mark at the centre of the circle, though
the vegetal ornamentation is two-dimensional and un-
shaded, and is defined only by the engraved contours.
The background is covered by dense and notably precise
ring punching. The medallion is surrounded by a narrow
band of herringbone ornamentation. On the exterior be-
low the rim is a plain gilded band.

6. Dish with flat base and low rising sides: diam. 28
cm. h. 4.7 cm. weight 709.4 gr.

On the underside of the plate is a jagged mark caused
by the removal of metal in a goldsmith’s workshop, a
standard method of testing the alloy in Ottoman times.
The central medallion is ornamented with a six-point-
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ed star formed from two interconnected triangles and
with six semi-circles. The sides of the triangles have
in their centre a characrteristic indentation which pro-
duces thomboid and parallelogram motifs emanating
from and interwoven with the triangles. The medal-
lion is edged with guilloche, which is in its turn edged
by a series of twelve inverted semi-circular arcs, with
five-lobed palmettes at their junction points. The back-
ground is dot-punched. The plate is encircled by a band
of §-shaped undulating stalks terminating in two half-
palmettes. This band is edged with semi-circular arcs
terminating in five-lobed palmettes, which in the un-
decorated area of the plate alternate with the palmettes
on the arcs surrounding the central medallion. On the
exterior of the rim there is similar decoration with arcs
terminating in trilobed palmettes. The gilding on all
the motifs is well preserved; the most notable feature
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is the manner in which the gilding ‘overflows’ the en-
graved contours.

7. Dish with flat base and low rising sides: diam. 27.5
cm. h. 4.7 cm. weight 566.7 gr.

Intense green oxidisation in the centre of the plate.
This is the least heavy of the nine plates and in order
to give it the same dimensions as the other vessels the
craftsman made the walls exceptionally thin, with the
result that the engraving appears in relief on underside
of the base.

The ornamentation is similar to the preceding dish,
but here the central leaf of the palmettes which sprout
from the medallion is rounded.

8. Dish with flat base and low rising sides: diam. 28.1
cm. h. 4.7 cm. weight 712.2 gr.

ABBREVIATIONS
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NOTES

1. P. Phardouli, 1901 Eumopixés odnyis ng Zuvpvng
xar twv nepixdpwy (Smyrna 1901) 71. We are greateful
to Matoula Couroupou for her help in tracing the original
owner of the dishes. We are also indebted to Vicky Foskolou
and Titos Papamastorakis for their fruitful advice during the
preparation of the paper.

2. C. Snow, T. Drayman-Weisser, A Technical Study of
the Hama Treasure at the Walters Art Gallery, in: M. Mun-
dell-Mango, Silver from Early Byzantium The Kaper Koraon
and Related Treasures (Baltimore 1986) 38-65; R. Newman,
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On the base a jagged mark arising from the removal
of metal, as in plate no. 6. Ornamentation as on plate
no. 6.

9. Dish with flat base and low rising sides: diam. 27.2
cm. h. 4.5 cm. weight 588.9 gr.

Ornamentation similar to plate 7.
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ANNA MITAAAIAN — ANAXTAXIA APANAAKH
"Evac peoofulaviivéc Bnoavpds apyvpdv diokwmv

Amé tov OxtédPpro tov 2003 mapovordletat oe ékBeon
oto Movoefo Mmnevdkn évag povadikds Onoavpds amnd
gwéa aonpévious eniypoooug diokouvs g peoofulavti-
viiG miepLédov, ot omoiot Tpooépbnkav yia TdANoN otV
EXAdda. Ot tpetg peyahtepeg Pulavivég ouAdoyéc g
xépag, o Bulavuvéd kar Xprotaviké Movoeio tne ABy-
vag, to Movoeio Butavuvot Tolrtiopot g Oeooaro-
vikng kat to Movogfo Mmevdirn €youvv Esmvﬁost and Kot-
vou évav aydva eE0PETNC TV OIKOVOUIKOV TIOP®Y TI0L
anartobvtat yia v andéktnon tov Bnoavpod, mpoketpé-
vou va mapapetvet atny EAAdSa wg odvoro. "Ewg ) ouy-
pij mou oAokAnpdBnke to mapdv dapbpo, n mpoondbeia
TV TPV povoeiov Pplokdtav akdun oe eEEMEN.

Orewvéa diokot Bpiokovtat oty katoxy Tov onpepvos
OUALEKTY ©G KANpovod and tov matépa tov, o onofog
ta anéktnoe —avti £15,000— 1o 1937 and tov Bpetavé A.
Barry, yvooté otagidépnopo eykateotuévo ot Zpdp-
vi). Zopgava pe avemPeBaiot minpogopia tov apyikot
woktrjn ot diokot Ppédnkav toyala éEw and to Tatdp
I TaGaptdix g onpepviic Boviyapiag.

Avdivom kpdpatog - Zyrjpata
O avaitoelg tov KpApatog, mov mpaypatonotidn-

kav ané to Ivetrobto Iupnvikg Puotkric tov «Anué-
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Kpltow» o€ mévte and tovg dlokoug, Tpoadiopilovy tnv
KoY 0VOTAGN TOL KPARATOG, HE EAAYIOTEG amMOKALTELC.
H 61a obotaon napatnpeitat oe apyvpd okedn g pw-
paikng kat g malatoxplotavikhc enoyng, kabog kat
ota avtiotoyxa cacavidikd kat toAapkd okedn. Qg
Tpog o oxfpa, dvo dlokot (ap. 1-2) eivar vpinodot, evd
ot viérotrtot emtd €xovv eninedo muBpéva kat katakd-
pugo yeirog. Avo @épouvy oto Keveptkd petdiiio mapa-
otdoetg pe oknvég kovnylot (ap. 1, 3) kat évag v npo-
oemonoinon g 8dAacoag mov tnevet Bardooto tépag
(ap. 4). Ot vréL ool KOGPOBVTAL PE AVELKOVIKG, QUTLKS
kat yewpetpkd didkoopo (ap. 5-9). Ta napadetypata
pe eninedo mubpéva kar ynid xethog Pplokovv akpiPr
napdAAnAa otV LOTEPOPLHATKY] apyvpoyoia, oe Peco-
Bulavtvd aArd kat wodaptkd kepaptkd okedy). Ot dbo
dlokot pe to davteAntd yethog kat to PnAS modL €xouv
oxfpa mov Bupiler @poutiépa, to onolo ovvavtdtar oe
Pufavivd kepapikd napadelypata, aArd kat otov oye-
dév mavopotdtuno apyvpeniypvoo vypinodo dicko mov

BpéOnke oto Moulyi tne Zifnpiac.
Eikovoypagikt} avdivon

Kovnyol kat Onpdpata: n mapdotaon teov kuvnydv
nov koopel To keviplkd petdAiio otovg dlokovg ap.
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1 xkat 3 ouvdéetal pe TG anelkovioelg €QUINeV KuvT-
YoV mou anavtoty oe owibpeva £pya g pecofuiavti-
V|G apyvpoyoiag, 61w otig peta&d Toug Gpoteg KoUTEeg
andé 1o Bilykdpt kar 1o ToegpviykdéP kar oty kotvma
™G TpAdNV XvAdoyig BaotiiéPoxt, mov ypovoroyot-
vtat otov 120 atdva kat pordooovrat oto Eppitdl. Ta
okeln avtd potpdfoviat pe toug diokoug Tov Onoavpoi
byt pévo v dta ewkovoypagia twv Kovyedv aAid kat
Kown anddoon tov puotkol TEpPdALovtog, pe T pop-
@Y OYNHATOTOUEVOVY PUTEV, Ta KAAdLA Tev omofev a-
ToAyouv o€ tpipuira. Qotdoo, ot o EVILTIWOLAKES 0-
potétneg evionifoviat otny eyydpakty napdotaot) tov
gpurnov dytov T'eddpytov mov koopel éva dAro €pyo pe-
ooPuiavtvric apyvpoyolag, tnv kobna and to Mnepié-
CoPo (120¢ at.).

Ztov vpinodo dloko ap. 1 ) napdotact Tov KevTptkoy
petarriov ovpmAnpdvetar and tawla pe {da mouv tpé-
KOULV, 1) omoia epuNVELETAL WG CUVETTTLYUEVY] OKNVY] Ku-
viytot. Ilapépotes napactdoeig {dwv evionifovtat ota
¢pya ¢ Pulavriviic apyvpoyoiag ov wpoavagépbnkav,
oto kdivppa kovnag and to Néverg, kabdg kat oto
UTPOVVIGVO pavoudAt ov guidooetat oty Movi] Zwd.

H npooomnonoinon g 8dracocac: n npoconomnoinor
e Bdraooag otov dloko ap. 4 g yvvaikelac nuiyv-
pvnc popenic elval okeia and v eAANvopwpaiky ap-
xadnra. 2Ty apyds (PLoTIavIKY] gtkovoypagia, Tpo-
ooenonotoelg g Bdhacoag evroniGovtat o oxnvég
g Bdmuong, e ddfaong e Epvbpds Odracoag
kat kat egoxfv e Aevtépag [apovoiag. Mdiiota oe
eikéva g Aevtépag Tlapovoiag oto Zwvd, 1 Bdhacoa
ewkoviCetar o¢ nuiyvpvr yvvaika, mou tnetet Bardooto
dpdko, kpatdvtag kouni oto Se&l xépt kar kapdft oo
aptotepd, 6mwe kat otov dioko tov Brjoavpov. Xt pe-
oofulavtvy] petarroteyvia, éva Bavudoto mtapdiinio
npoopépet 0 dlokog ov PpéBnie oto Moulxi.

Avetkovikdg S1dKoopoG Kkal oL O(E0ELG TOV HE THV LOAA-
piky téyvn: o vypinodog diokog ap. 2 tov Bnoavpoy éxet
KEVIPIKG HeTdAAO Tov Koopeltal pe woeldég diktvwtd
mAéypa to onofo mepucheletal mdve kat kdtw and kap-
déoympa. Ta kapdiboxnua efvar éva eEaipetkd Koo
potifo, téoo ot Puiavuvi}, 600 Kkat 0T LOAGLKT] TEXVY.
Arctuwté puukd mAéypa dpoto pe avtd tov diokov cuva-
vtdtat og enfutia Bulavuveov yelpoypdpov, kabobg ka
ot evroiyta diakdopnon vadv tov 120v aidva, 6Twg yia
napddeypa otn Movi Tetpittod e BovAyapiag kat
otov kabedpikd vad g Toeparod ot Zikerla.
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O biokog ap. 5 tov Bnoavpov koopeitar pe eAl006-
pevoug BAactols mov pépouvv avBéa, ta minotéotepa
TapdAAnAa twv onoiwv anavtoby oty Puiavivi] kat Ty
wAapiky kepapikt. Ta wAapied mapadeiypata @épovy
draxdopnor enyplopatog kat anodidovrat 6To avatoil-
k6 Ipav, ota epyactijpra te Nioamobp 1 e Zapapkdv-
ong tov 10ov awdva. Ta Puiavuvd mapdAinia mpoépyo-
vtat and v eyydpaxtn kepaptky] tov 120v awdva, 1d1-
aitepa and v KdépvBo kat to vavdyto te Ahovwioov,
4mov ouyvd ta guALdpata avadetkviovtat oto oAMd®Td
BdaBog mov ppeitat to oktd Bdbog e apyvpoyoiag.

O1 téooepig Gpotot diokot tov Bnoavpod (ap. 6-9) pe
TO YEDUETPIKS AOTEPGOYNUO TAEYHA OTO KEVTPO KAl TIG
AKTWVOTEG YIpAdvteg oyetifovial pe pla ogpd dlokwv
ané kpdpa xaikob amd 1o avatoiikd Ipdv (120¢ kat
apyéc 13ov aidva), avdpeoa ota tumkd SlakoouNTL-
Kkd Bépata tev onolwv eivat ta eaxdpuga Théypata
1 dotpa. Ot dwdekdrtiveg yipAdvteg otovg té00epig
dlokoug tov Onoavpot Pplokovv TANGIéaTEpO TTAPA-
ANAo ot a wohaptky] operydAikivy kobna 13ov aidva
ané ) Bépera Zupia 1j Meoomotapia pe didkoopo and
évBeto aonjput. AvtiBeta, and to Puiavivéd dtakoopntkd
pemepTéplo Tpoépyovtal ot Braotof oe oyfjpa S mov na-
POHOLOUG TOUG CLVAVTAE OE £VA KOVOTAVILVOUTIOALTIKO
kipdo Bupdpatog tov 120v adva, mov puAdooetat
oto Onoavpd tov Aytov Mdpkov ot Bevetia.

H evoopdtoon ohapkdy dakoopunukav potiBov
oL Tpoépyovtar and ) petarroteyxvia mapatnpeital
Kat og pa katnyopia Puiavivey eyxdpaktov KEpapLKoy
tov 120v adva, amodetkviovtag 6t €pya tIOAAUKHG pe-
tarloteyviag kukAogopovoav oto ealadikd Pulavivéd
XOpo, Kat Gyt uévo otig Tapapedoplee 1| otavpoPoptkéc
neployéc. v Képwbo diraeote BpéOnrav kat morvd-
ptBpa Bpadopata WGAAUIKGY KEPAPLKGOY TIOL delyvouy &-
uroptké avtarrayéc pe tnv Afyurto kat ) Zupia.

O Bnoavpds tov IgykipAi

O Bnoavpéds tov evwéa dlokev mov mapovotdletal &-
O éxet dueon oyéon pe tpelg aonpéviong d{okouvg Tov
@puAdooovtat oto Cabinet des Médailles oto [Tapiot, kat
eivat yvootol ot dtebvr| Bifrioypagia wg o Onoavpdc
tov ICykipAi M) tov Tatdp Tafaptdik and tov témo edpe-
ong toug, to 1903. Ot tpetg dlokot tov [CykipAl eivat, pe
WKPEG OLAPOPOTIOOELS, TIAVOUOLGTUTIOL PE TOVG EVVEQ
1oL pag anacyoAoly, kat avapgifora ot dbo Onoavpol
npoépyovrat and éva kowd miaiolo mapaywyne.
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A Middle Byzantine silver treasure

Or dragopomotfioeig evioniGoviar oty olykplon Tev
Tavidv pe ta da mov tpéyouvy. Ztov dioko tov [CykipAl
ta {oa anetkoviCovtat endve og gAoodpevo PAraotd kat
6y mapatetaypéva 1) oupmAeképeva pe avtols, 6Tog
ouyvd anavtotv oty pecoPuiavavy 1] Tr OTAVPOPOPLKH
wéyvn tov 120v awdva. [lapdpota ypron eiioodpevov
Braotdv wg fdbog tav {dwv mov tpéxovv ouvavtdue ov-
xvd ota tohapkd épya petarroteyviag tov 1lov-120v
awdva. Qotéoo, pa Aemtopépela oty e£oteptky] tavia
EeviCer yia wohapxd mepdirov, péoa oto onofo Ha armo-
telovoe onpavtiky mapagevia. [Tpdkettat yia ) yopvi
avBpdmvn popey] mov aneikovietat oav va koAvund a-
vapeoa otovg Bractovs. H mapdotaon yopvev avBped-
nwv anoteAel otkelo Bépa, téoo ot otavpogopiky| té-
v —émwg oto viépBupo tov avdyov Tdgpouv—, Goo kat
otV KOOoIKY] glkovoypagia tov Bufavtiov, eve dev eivat
dyvwotn ot Puiavtvy Bpnokevtiky ikovoypagpia.

O Onoavpds tov IGykipAi €yxer amaocyoArjoel Kkal
dixdoet Toug peAETNTEG, amd Toug omoloug dAAol Tov
anodidouvv oe Bulavuvd kat dArot og wohaptkd meptPdi-
Aov. H mpdytn, wotéoo, mapovaiaom tov Bnoavpot éywve
Afyo petd tyv avakdAvyy| tov, to 1903, and tov ['dAro
npdEevo ot Prlrotnoin M. Degrand, o omolog oty
£kBeon tov avagépet 6t ot Slokot irav apyikd 10 kat bt
Bpédnkav pali pe xpvod vopiopata tev tpidv Kopvnvov
—AieEiov A, Ioavwn B’ kat Mavouid A'—, kaBog kat
évav otavpd kair dAla TOAULTEA] aviikelpeva, Tov dgv
katépbwoe va daodoer and to Mdowo. H paprupia
me mepoyfc e Prhimmodnoing wg témov edpeong
OLPTITITEL e TV TIANPOQPOpPIa TIOL £XOVHE YL TOV VEO
Onoavps. Tov 120 awdva, 1 Polutnobnodn elvat pa
TéAT-KA£WO( Tov BuCavtiov, and v omnola maperadvouv
onpaivovra TPSOGTA TG KEVIPIKYG TOALTIKAG OKNVI|G
™G avtokpatoplag, émeg o Mixafr Itaiikés kat o Ni-
Krjtag Xevidng.

O &ékatog tpitog diokog: 1 tavtdtnta touv 8okt

2y (da dtotky] cLAAOYY| and v omola mpoépyo-
vtat kat ot evéa dlokot mov e£TALovpE, avijkel £vag a-
kéun. [poépyetar and 1o (do apyikd odvoro, aArd dev
datiBetat pog mdAnon. Eivar axdopntog arld @épet
KUKAMKY tawvia pe v eyydpaktn, peyaroypdpupaty er-
Anvir] emypagr): +K(YPDE BOHOEI KONCTANTINQ
[TPOEAPQ TQ AAANQ.

To mpdowno mov avagépetar oty emypagy eival
katd ndoa mbavétnta o WoKTHTNG ToL CUVOAOL TwV
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dlokwv. Ta maratoypagikd dedopéva anaviody oe emt-
ypagéc and 1o B’ wod tov 11ov kat tov 1200 atdva.
Ané ta péoa touv 1lov atdva to agiwpa tov mpoédpov
amovépetal pe peyarvtepy ouyvétnta, ouvyvd pdilota
o€ PEAN NG OTpaTIOTUKAG aptotokpatiag, eve Pefaiw-
péves avaopés oTtov Titho dev anavtolv petd ta péoa
ToL 1200 atdva.

H napovoia tov Ahavév (leopytavdv) oto édagog
tov Bulavtiov efval texpnplopévn oe 6io tov 120 at-
dva —kupine o¢ poBogoptkd otpatebpata. Xtnv me-
ptox1] g PurimnobnoAne, ektés and ) Pefaiopévn
napovoia ['ewpytavdv oty Movi Ietpitlod, dtaBérov-
pe kat pla onpavrcy] paptopia tov Xevidu). Avageps-
pevog otnv moAtopkia g Priimodnoing to 1189 ané
tov Mnapunapéoa katd ) ddpketa g [ Xravpogo-
plac, agpnyeital 6t o pdyn mov €ywve 010 KAOTPO TOUV
IIpovonvov, é&w and v méAy, ot Alavol moAéunoav
Npokd v ) doiknom tov Oeddwpov Bpavd.

O Onoavpdc oto 1otoptkd neptPdiiov Tov

Anié g ovykpioeig mou éywvav, dtaypdgoveat kabapd ot
ToAAATAEG ouvdpeteg Tov dlokev pe Puiavtivd kat toha-
uikd €pya, aAAd kat ot TaparAnAles Toug pe OPLOPEVES
dnpovpylec e otavpopopikig Avatorc. H mpboin-
Y1) kAl OlKEWToN o WoAaukdv Bepdtev and ) PBula-
v téyvn elval éva @avopevo yvootd, mov GUmg Tov
120 aidva mpooiapPdvel drapopetikd xapaktipa kat
amotelel pépog e evpltepng avdmrtuéng v avtai-
Aaydv avdpeoa oto Buldvtio kat toug povsovApdvoug,
TG ITAMKEG VAUTUES TIOAELG KAL TOLG 2 tavpo@dpous. Ta
tohaptkd Bépata yivovrat pépog evég evpttepouv Ae€iho-
ylov g Pulavtvric téxvnge, mov ypnotpomnoteitar evai-
Aaktikd kat tapdAinia pe Bépata kabapd yprotiavikd
1 Pulavavd. AAdwote v niepiodo avt, ot ayéoelg tov
Pufavtvot kat tov wAapkot kéopov dev kabopilovral
pévo and duthwpatikéc anootoréc kat peboplakd enet-
0681, aAAd kar and ) ovveyr| emagy Kat T cLyKaToi-
knot| toug ot Mikpd Aoia.

210 kéopo g Avatorikric Meooyeiov avapgiBora
Aertolpynoe wg KataAltng n opuntiky] e{loodog twv xpt-
otavédv e Adomg, Tov vavTikdV ePopkéy duvdpemv
g [takiag kat twv Xtavpopdpwv paxntév g niotgc.
2o BuZdvto, 1 dopwor moittiotikdv otoryelov pe dt-
apopeTiég kataPorég mpogpydtav kat evioyvdtav and
v enlonpn avtokpartoptky] TOALTKY 1oL akoAovdn-
oav ot Kopvnvol —ot mmyég xat n otoploypagia @o-
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tiCouv kakitepa ) Aapmepn] mopeia tov Mavouvia A’
(1143-1180). H dropydvoon immotikdy aydvev, obp-
@ava pe ta dutikd TpdTuTa, and Tov avtokpdTopa, pa-
Gl pe v avéyepon worapikdv kuopdtev oty Kevota-
vivolmodn kat T @raofevia Xedtiolkov kat Ppdykmv
Nyepévev, ouviotolv tekpipla touv véouv mvebpatog. H
enfonpun avtokpatopiki] tdeoroyia kat oL KOOWKES eva-
OXOANOELS TNG AUTOKPATOPLKAG AVARG avtavakidvrat
ota keipeva g emoyrc. Xapaktnplotiky etvat n €k-
@paoh pag mapdotactg koviapopaxiag duvtikol tomov
ne kevipkd mpdowmo to Butavivé avtokpdtopa, ka-
Bdc kat  mAnpogopia ya v avopBédoln aneucdvion
tov katopbopdtev tov ZeAdtfodkov COVATAVOL OTOUG
tolyoug ¢ katotkiag evés Bulaviivol afiwpatobyov.
H emttopn tov Aoyotexvikdv KEIPEVOV TIOL CUPTIUKVED-
VEL TO M|pWLKOS, APLOTOKPATIKS Tvedpa g emoxns elval
avapgiBora to énog tov Ayevi| Akpita. O neprypagpéc
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TOV OLPTIOOIOV KAL TOV KUVNYLGY, Ta Npeikd katopOd-
PATA KAl Ol POPAVTIKEG oKNVES Tov Atyevh pe ) yoval-
ka tov Evdokia, anoteAodv ta Aoyoteyvikd mapdAinia
™G elkovoypagiag otg aonpévieg Kovmeg Tov QuAGo-
oovtat ofjuepa oto Eppuitdl.

Ta apyupd oket ov Tapovoldotnkay, pe tr) Bepatt-
k1] TolktA{a kat Tov TOALVGLAAEKTIKS Yapaktipa g dta-
KOOUNOTG TOUG, o€ oLVOLACHS UE Ta ETYPaAPIKA oTovela
Kkat ta dedopéva g ebpeong tov Onoavpot tov [GykipAl
odnyodv oy anddoot| touvg oto Buldvtio tov 1200 a-
dva. O otottkég aviodtnteg mov dramotdbnkav oty
eKTELEOY Toug vTodetkvbouy 6Tt mbavétata dragope-
Tkd xépla 1 epyaotipta frav vmevBuva yia ty kata-
okevt] tovs. Obtwg 1 dAAwg, 1 obyypovy Aoyiky| Tou
opoetdotc oet, tov oepPitatov dtwv pe v Tpéyovoa
évvota tov dpov, dev éyovpe Adyo va motedouvpe S ya-
paktipiie v atobntiky kar g avdykes g enoyrg.
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AEXTIOINA KOTZAMANH

O véog Onoavpdc tov Pulavivev aonpéviav dlokmv:
TEYVIKY avdAvon

TIENTE ALIO TOYZ ENNEA agnpévioug dlokoug ov avij-
KoLV aTov povadikéd fuiavivé Bnoavpd tov 120v atdva,
o omofog extiBetal ato Mouvoeio Mrevdkr kat npdopa-
ta ektélnke kat oto Movoeio Bulavuvod [loltiopot
¢ Oeooarovikng (ewc. 1, 4-6, appendix ap. 7 o10
keipevo Ballian, Drandaki), emtAéybnrav w¢ ta mo a-
VIUTIPOCOIEVTLKA yia 11 O1epetvnan NG TEXVIKAG KaTa-
okevc kat Stakdopunong toug, kabdg kat tng ovotacg
TOUG. ZT6%06 TNG HEAETNG auThig ftav agevdg 1) oLoyé-
1107 TV aroTeleopdtov Kat 1] duvatdtnta katdtaing
v dlokwv ot éva eviaio 6Uvolo pe kowvd texvikd xa-
PAKTNPLOTIKA, KAl APETEPOL 0 KATd To duvatdy EAEYXOC
g avBevikdTnNTde Tovg, TG KOWVAS TPOEALLOTC TOU
VALKOU KATAoKEVHG KAl TG TEPLOYHG TTapaymyvs.

Aedopévng g Wrattepdtiag TV avuKelpévay av-
v kat g pn duvatig xpriong uebddov owg mo
dlagouonkdy aALd kAl Mo KATACTPOPLKGOV,” aToPa-
oloTNKE 1] £QAPUOYY| ATIOKAEIGTIKG U] KATAGTPOPIKGOY
peBédov. ‘Etot, ta telkd ovpnepdopata Paciotnray
OTG HETPTOELS TV dLA0TATEMY TV TIEVIE OKELGY, 0TA
dedopéva and v ontky Kal Hikpookomiky apatfipn-
on kalde kat oty (pky avdivor) pe @Boplopd axtivev
X mov epappdotnke oty em@dveld toug.

Teyviky| kataoxevrg

Apyikd, peretrinke 1o oyfipa toug, vroAoylotnkay
0L LlACTAGEL TOUG Kkal OTY CLVEXELQ £E£TATTNKAY OTITL-
K4 kdtw and 1o otepeookdmo OLYMPUS SZX9, pe pe-
yebbvoeig ané 6 éw¢ S0x 6mov diepeuviifinkav drdpopeg
Aertopépeteg ot onoleg yapaxtmplfouv tov 1pdmo Kat ta
OTAda KATAOKEVHG 1] OLakdopunong Toug.
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Ztov nivaka 1 éxovv kataypagel ot cuvortkés da-
oTdoelg Tev mdtov. Zuykpivoviag ) Sdpetpd toug pe
10 YapnAd touvg bpog kat kupleg He 1o Pikpd mdxog tou
petdArov kataokevric —tn¢ tdlng tov 2 xiA. (pe efal-
peon to xelhog)— unopel va ektiunBel 6t ta avukeipe-
va popeomojinkav pe opupnidinon kat i pe yitev-
on. Idaltepa yapakmpiotikd mov emPePatdvouy pia
étola gngﬁepyaoia avti Tn¢ yvtevang, elvat n avonap-
Ela pkpdv mépev otV emPdvela tov avikelpévay,’ 1
TOAD dlakpLtiky] TApoLoia KAUTVADGEDY KAl AVOUAAL-
v mov ogeilovial oto mAdotpo Tov petdirov kabdg
Kat 1) mapovala avenaiodntev poypdy mov ogeliovial
oTNV Puypt Katepyacia Touv petdiiov, Trap’ 4Tl TO avu-
kel{pevo efye vofAnfel oe avémnon.*

['a kdBe dloko Oa mpénet va ypnoponomilnke ap-
¥ikd évac pevotonayric dlokog 1 dykog petdArov, o o-
nofog voPAnOnKe oe ula oepd and dadoykés poypéc
Katepyaoieg opupnAdtnong kat emavainmuxd otddia
avémmong.’ Ta avukelpeva éxovv popgonomBel cow-
TepIKd Kal eEmTepiid, kat pdiota vivjpe 1 duvaténta
atodbynong katd éva 95% o 1 eEwtepikr] popgomnoin-
O1] PE OTOXO TNV LIEPLPOOT] TRV TOXOHATGV £lxe Tipay-
patonoOel atov tépvo.

E&evdloviag pakpookomkd ta avukeipeva, avtd a-
TOTEAOUY amAEG avoryTég pOpuUeG oL omoleg kdAAMoTa
propovoav va mapaybotv pe pipyavikd tpémo.t Enfong,
ot neploadtepot and touvg dlokoug (ap. 4, 5, 6, 7) mapou-
otdGouv éva ehagpt “mhicodpiopa’ (ehagpld mapapdp-
poon),” mov ovwHbeg dnpovpysital katd T ovpmicon
TOU PeTarALkol @UAAOL 010 pnxdvnpa® | ot pn ota-
Bepn mpooapuoyn Tov endve oe avtd.’ Iapbéro nov ou-
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vijfwg tomoBetoboay éva deltepo epyareio (aTnpirtkd
koppdt E6Aov) yia va otabepomorjoovy 10 peTarAtks
@BALO 010 apytkd otddio xpriong Tov tépvov, To “Thio-
odptopa” Atav avandgevkto iowg kovtd oto yelhog,
pawvépevo Tov mapatnpeital Kat ota Vb PeALTN avtl-
keipeva. Emnpdobeta, 1 opotdpopern katavourn touv
TAX0UG TOUVG amd To KEVIPO €wG To YelAOG KaTd Hrikog
mg aktivag tov, TapdAAnia pe UG KAPAKGOTEG Kopa-
Téoelg mov draxpivovrat otny enmpdvela —ota Tdta ap.
5, 6 kat 7 efvan 1o £vioveg—, LITOSNAGVOLV Xapaktypl-
otikd mov ogelloviat oe TeptoTpoikt| kivnon.'

Ot mapandve mapatnprioec dev eivar mavta evdet-
KTIKEG TNG TEXVIKTG KATAOKELTG. AV Spas ouvdvaotoldv
Kat pe dAra otoryela, propodv va amoteAéoouvy onpa-
vukdtata tekprpla agloAdynomg.

[Tto ouykekpipéva, to anoOTéTMOUA £PAPUOYNS TOL
unxavipatog (ek. 1) mov dakpivetat oto Kévipo g
Bdone twv dlokwv," aAld kuping ot TOAS ayvég endA-
ANAEG KUKMKEG YPapp®Ooelg ov avayvepifovrar otny
eootepiky] kar eEwtepikr] em@dvela (ek. 2), mpoks-
ntovy ouviBwg and ) popgomoinon otov tépvo. Bé-
Bata, n mapovoia tev 1vdv avtdv o ouvdvacpd pe To
KEVIPIKS anotdnmpa mov Slakpivetal kat 0To £0OTEPL-
K6, anoduvdpnoe yia Aiyo to evdexpevo Kataokevig
otov Tpvo Kat evioyuoe TEPLOGGTEPO TNV TIEPITITOON
™¢ xpfiong tov yia to otiAfopa, (oog kat oto TeAKd
@wiptopa g petarrikrc empadvelag.

Zto gpdmmpa mota pébodoc (eredBepr opupnAdin-
o1 1} EQAPUOYT| TOL TEPLOTPOPIKOY péoov) emAéyOnke
Telkd yla TV Kataokevt] tev Slokwv, 1 fKpooKoTIKY
mapatipnor andvinoe, anoKaAUmioviag o optopéva
and ta avuke{peva éva dedtepo anoTineUa eQappoyns
TOL uUNXAVAHAtog, ToAS kovtd oto mpdto (Alyo éxke-
vtpo), oty Pdon tev dlokev (euk. 3).

H napandve évdeln emPefardver ) dmhy| yprion
touv tépvou. To kevepkd amotimopa ot Pdorn opeiie-
Tal otV MEPLOTPOPY] yia Adyoug popgoroinong, eve to
devtepo, ag AGyoug @vipiopatog katd tnv enavatonofé-
o1 tou dlokov oto pnyxdvnpa. H ovpnieon-epappoy
Tov diokov dev mpaypatomoifnke oto o onueio g
Bdong ya T avdykeg tov otAPépartog mov akoAovdn-
o€ 1) poppomoinor, epdoov —6mwg dtakpivetat oTnv €iK.
4—, 10 éva and ta 6vo ixvn eivar pKPGTEPO KAl TO G-
pa tov éxel alhowwBel. H drapopomoinon avty peta&
v dvo anotvnwpdtwy, mbavoroyel 6t to aArotwuévo
{xvog efvat to mpdto anotdnwpa, to omoio katd t dradt-
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kaoia tov ouAPdpatog £teve va eEagaviotel (eik. 4).

Zépgpova pe v terevtaia mapatipnon, ot diokot
nov dev epaviCouv devtepo {yvog efte oty eowtept-
k1] elte oy efotepiky em@adveia, £xovv vIOOTE TTOAY
kaky| otiAPoor, dadikacia katd v onofa efopaiiv-
Onkav avemBounta efoykdpata ¥ dhda empaveiakd
vmoAglppara and TG TEXVIKEG TIOL £QAPUOGTNKAY OF
PO yoOpeVO otddio.

‘Ooov avagopd 10 udto pe mod (ap. 1, euc. 1 oto
kefpevo Ballian, Drandaki) amé v emAeypévn opd-
da, kal o CuyKEKPIPEVA TO oA Tov, efval kat avtd
punxavikd enefepyacpévo kat oTAPepévo, eved to médL
éxet drapopedel aveEdpnta and éva @oAAo petdiiov,
10 omolo dutAdBnke, kKOAARONKe Kal pooappdotnke pe
k6AAnom ot Pdon tov avukepévou. Tyvn mov va mpoo-
StopiCouv ) pagr] ™G évwong Katd Tr) KATAOKELY] TOL Ku-
Atvdpou dev mapatmprinkav. AviiBeta, emonpdvinkay
vnoAgippata (eik. 5) g okANpric KGAANONG otV empd-
vela ema@rig petagl tov odpatog kat mg Bdong.”

[Startepdnta kataokevaotiky tov mdtov avtoy ano-
telel 1o yethog. Oa pmopovoe va toyvplotel kaveig ét )
KATAOKELY] TNG OTe@AvG Tipaypatonotbnke Eexwplotd
arné 1o VIIGAOLTIO GHORA TOL THATOL KAl OTH CLVEYELA TIPO-
oappéotke o autd pe kéAAnom, émug Stamotddnke
ya to 11601, pe ) Sragopd b1t w¢ apyiky péBodog pop-
@omoinong tov yethoug Ba émpene Aoyikd va éxet emAe-
yet ) y6tevon.

‘Ouwg 1 avopotopopepia tov enavalapfavépevey da-
KOOUNTIKGV AETTTOpEPELDY Tov poT{ou,” o pn eviomopds
VAV KOAANOoNG petall otepdvng Kal odpatog, to -
poppo tpaneloetdés oxfpa Kat to avEnuévo avaroytkd pe
10 odpa Tidy oG Tov xefdoug, dev motonoinoav £éva tétolo
tpémo Kkataokevrs. Enfong, dev motomomfnke 1 bnapén
dmhopévaov dkpov ta ormola ot ouvéyela ouykoAA -
kav pe Béppavon kat mieon.'* Eda to yethog anotelel op-
yavikd pépog tov adpatog tov dlokouv mov dapopPdinke
katd v enefepyaoia tov” endve otov tépvo.'”® Emted-
¥Onke mdyvvon eV drkpev Tov —akorovBdviag ta dado-
YIKA 0Tdda TG LTEPDYPOONG— KAl 1] avaTepn empdvela
™G otepdvng emmedonomnie, mpv o petariotexvitrg
TIPOYWPTOEL 00 ETIOPEVO OTADI0 NG Slakdopnorc Te.

2Ztovg vnélotmovg diokouvg dev mpaypatonowdnke
otadiakf ndyxvvorn tov xefhovg, 6meG @aivetar and
TG petprioelg mov avaypdgpoviar otov mivaxa 1, Spog
epappéotnie 1 ek dradikaoia pop@omoinong-em-
nedomoinotg tov og 6AN toug v éxtaon. I'a tov Adyo
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O véoc Bnoavpéc twv Bulavivedv asnpéviev dlokwv: Texviky avaivon

Ew. 1. Anotdnopa epappoyng tov pnyavipatog oto
kévrpo g Bdomg tov dlokwv (oto eowtepiké 40x).

Euc. 2. Ot moAs ayvég mapdAAnies kukAikéC Ypapp®OoELg
and ) xprion tov wépvov (efwtepiit| empdveta 25x).

avtd, to dyog oo yxeihog delyvel erappdc avEnuévo
niepimov katd 1 xiA.

Awaxéopnor

['a v moikiAon g empdvetag tov dlokev ypnot-
pororiBnkav 6o opddeg texvikdv dakdopnone. Ot
TEYVIKEG QuTEG epappdotnkay oe optopévoug diokoug
pévo otV E0WTEPIKT] TOVG ETILPAVELD, EVE OE KATIOLOLG
dAroug —émwg otoug diokoug ap. 6 kat ap. 7— kat oty
efwtepkr], avadetkviovtag efte v etkovoypagpia eite
ta potiPa mov eiyav emieyBel.

Avtig e dadikaciag mpomyrBnie BéPaia 1 oprobé-
o tov oxediov kat 1 onueiwon tov Grov Tov oyediov
eMAve OTNY £TPAvELQ ToL HETAAAOL,"” dadikacieg ov
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Ewx. 3. EEotepiki] empdveia: ta 800 kevipikd anotundpata

EQPAPUOYNG TOU PNKAVAHATOG, TO éva ToAS Kovtd 0to dAAo
(1o éva Alyo ékkevipo, 40x).

Ew. 4. EEotepuc eupavera: To npdto anoténopa
£pappoyrg To omoio katd v dadikacia ouABdparog eixe
v tdom va eEagaviotel, 40x.

xpnowomnoridnkav wg otorxela avapopds, kal akoAov-
Onoe 1 moAY Srakpruky| xdpaéy tovg pe to epyaieio
papkapioparoc® (ew. 6).

H mpdtn opdda texvikdv dadopnone meptiapPd-
VEL TNV £QAPUOYY|] HNXavikdV péowv enelepyaciag g
HETAAMKNG ETPAVELAC. 2TOVG TIEPLOTOTEPOVS dlOKOULG
gpappdotniav pévo gpyaiela kpodong, pe anotéAeopa
1 HETAAALIKY eTIPAVELQ OTIG AVTIOTOIYEG TIEPLOYEG VA £XEL
vnoyxwprioet. To oyxédio 1 ot ypappés avdmruérig tov mpo-
éxvpav and pia amir] povdda, Tov EVILTIOVETAL AAAOTE
uévo pia gopd kat dAdote moAAég, 1) pia dimia otnv dA-
An (ewk. 7-9). H poper| tov anotundpatog opeiietat oto
oxRUa TG andAnéng tov ouvykekpyiévou epyareiov, kat
pdAtota, —A6yo TV Sla@opETIKOY 1XVGV TTOL anokaiy-

83



AEZTIOINA KOTZAMANH

Ew. 5. [Tidto ap. 1: Ynorelppata and v okAnpr} k6AAnomn

petall modtoy kat Tudtov, 40x.

Ewk. 6. OproBémon tov oyediov pe Mol drakpruiky] xdpaén
pe to gpyareio paprapioparog, 30x.

@O Kav— mbavoroyeital 1) prior) kat GAAGV epyareinv’
1} tov {Slov pe dagopetiky| Khion”.

Aagopotoinom otov Tpémo SlakGouNomG Tovg Tapouv-
otdouv o diokog ap. 5 kat to mdto pe né6d ap. 1. Xtov
npdhro opopéva potifa éxovv drapopwdel pe ™y e-
@appoyy] kdnowou gpyareiov, mbavév karepod, to o-
T0{0 A£1TOVPYNOE TEPLOGOTEPO S LYVOYPAPOS TTapd m¢
gpyareio Swakbopnong, agrjvoviac éva ovveyés koido
{xvog oto mépaopd tov (ek. 10), evdd dAra potifa €-
xouv anodobel pe otuctd pdmo (euc. 11).

210 vyinodo mdro ap. 1, N pikpookomiky mapati-
pnon anokdivype d6o €idn draxdounong mov cuvBé-
TOLV THV ELKOVOYPAPNOT]. ZUVUTIAPYEL ] OTIKTY dlaKS-
opnon kat 1 dtakdopnomn pe eyxdpaén (ewk. 12). Xug
neploxég mov emPePardverar n eyxdpaln, pmopovv
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va mapatnpnfoldv ot TOAS axvég mapdAinieg ypap-
podoelc mov ogeilovial oto epyareio epappoyne (ei.
13), xkabd¢ kat 1 BdBuvon-voydpnon tov petdirov
oe oxfpa V kat &yt pe kapmudetés dkpec™ og oxfjua
U. Qg mpog tov tpdmo dtakdopnong g oTePAvng mou
koopel to yefhog tov mdrov pe ndd, mbavoroyeitat 1
pop@oto{noy pe Ko™ KAl 0Ty CLVEXELA 1) OPOYEVO-
To{NoN ™G emPavelag pe AeLdvor TV SLaKOOUNTIKGOY
otoyelov. Ta {yvn and ta epyareia konvig Stakpivovtat
EexdBapa, 6mwg kat kdmota voAeippata and tig Alpec
mov ypnotporotifnkav mpwv and 1o teAkd @ipiopa
™G petariiknc emedvelag (k. 14).

H 6ebtepn opdda drakbopunong agopd v emkdiv-
1 tev emheypévev epoydv pe xpuoed. O ypuods mord
ouyvd koopovoe tov dpyuvpo kabapd yia atobntikolg Aé-
YOUG, Kat OUYKEKPIPEVA Yla AGYous €vIovng YpOUHATIKAG
avtifeonc.” Biroypagikd,™ éxovv avagpepBel moAléc
SlaopeTkég TeYVIKEG TPOOPUOTC TOL YPLOOL OTY) He-
taAky em@dvela, émag 1 emypbowor pe didyvoy), pe
apdiyapa, pe NAEKTPOXNUKS TPOTIO, e PUALO Ypuood.
2y nepintoom tov Bnoavpod, 1) WKPOOKOTIKY| TTapaty|-
PO ATMOKAALYPE TEYVIKT| ETUXPUOOONG P AQUAAYapa.

Or emdextikég meptoxég e@appoyis,” o moAs Kardg
petariikéc deopds petald apylpou kat xpvoot (ol
kaA] datfpron tov xpvool),” 1 oLYKEVIP®OY TOU
XPLoob pe pop@t| TAoTag 0TS KOAGTITES IOV dgnoav
1a epyaieia drakdopnong,® amoterobv otorxeia mouv
yapaktnpifouv tn ovykekppévn pébodo drakdounong.

H mo woyupn épec omuky andden e xpriong a-
paiydpatog, eivar 1 dtdyvon tov xpvood e amd ta
épta mov meptkAgiovy TG drakoopnpéves TEPLOXES (£ik.
15). To pawvépevo avté mponiAbe and ) pevotomnoinon
G ndotag ypuoot-uvdpapylpouv katd to otddio tng Bép-
pavorig ¢ ya v mArpn eEdtpon tov vdpapyvpov, o
0T0{0G XPYOLHOTIOLE(TAL WG PECO VLA TNV EQAPUOYN TNG
OLYKEKPIUEVNG TEYVIKNG ey pOo®ONG.Y

Me 1t ynptcn péBodo avdrvong gbopiopot tov axti-
vov X (ridv. 2), motonotnke 1 xprion tov apaiydpa-
10¢ oV elye evtomatel omtikd, kabog ixvn VOpapylipouv
napapévouvy ouvRBme Kat PeTd TV OAOKAYp®OT| TNG Ot-
adikaoiag emypdowong. Oa propovoe PéPata o vdpdp-
yupog wg otoryelo va mpoépyetat amd tov dpyvpo i Tov
KOAKS kat oyt and v emypbowor oty onola Xp1ot-

¥ dpeg pa térota ekdoyy anop-

pomotifnke wg péoo,
plpBnie, epdoov dev evromiotnke movlevd wg otoryeio

oto Paoctkd KpApa KAtaokevyg twv Slokov.
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O véog Onoaupog tov Pubaviivev acnuéviev diokov: Texviky avdivon

KXnuiky) avdivon — AnoteAéopata

[a ) diepedvnon tou eidoug g entypdonong, 6mwg
npoavapéplnke, kat Winwg g obotaong v petdAiov
KATAOKEVHG TV dlokwv, epappdotnke o @Bopiopde a-
ktivov X, pe popnt dudtaén péoa otov xdpo tov Mou-
oelov Mmevdx.

Ta anoteAéopata g MOOTIKYG kAl TOCOTKNG avd-
Avong, tapovotdlovtat otov mivaka 3.

Ané ta dedopéva, gaivetar 6t to Paokd pétarro
Kataokevig efvar o dpyvpog oe TooooTd oL Kupaivo-
vtat petald 93,8% kat 95%, yeyovdg mov vmodnidver

out ot dlokot elvar kataokevaopévot and apketd kaba-
pod dpyvpo.

And ta devtepedovia otoxela tov mivaka, o xaikdg
elvat ekefvog ov petafdiiel v woppomnia oty obota-
on tov petdArov, kaboe ta vdrotna otoryela mapov-
otdlouv TOAL To pikpés ovykevipdoels. Ta mocootd
0L Xaikoy Tov aviyvebtnkav kupaivovtat petald 3%
kat 5%, ovykevipooelg mov mpooeyyilovv avtiotoryeg
Tov £youv aviyveuTel Kal 08 aVIIKEIPEVA TOV POUATKOV
KAl TOV TAAQLOYPIOTIAVIKGOV XPOvev.*

Enfong obpugova pe avtd ta dedopéva, to pétarro
Kataokevnc anoteAel TPoiGV KPAUATOONG UE EOKEPUPE-
v tpooBrjkn yaikot kat éyxt mpoidv dueco,” anevbei-
ag and to enefepyacpévo apyvpotyo petdAievpa Gmov
Ta tedicd Tooootd tov yaikob dev Ba Eemepvodoav to
0,5%.* Avtq 1 ovveldnt] mpaxtiky] jrav moAs cuvnbi-
opévn Oxt pévo oe vedtepeg meptddoug arlAd kat oThy
apyadtnta,” kupleg yia tyv adénor e oxAnpdntag
oL Paciko peTdAAOL KATAOKELG™ Kat TNV KAAVTEpY)
eneEepyaoia tov.” "Eva tétolo mooootd yarikot Ba pmo-
potoe PéPata va eloaydtav ovveldnTd Kat yia OlKOVOuL-
KoUG Adyoug 1) Abyoug VOUOPATKG TIOALTIKHG, ARG oL
ouykevipdoelg ov Ba avapévoviav oe pia tétola mepi-
mtwor), 8a frav apketd vypnAdtepec.”

H napovoia tov ypuoot oto kpdpa apydpov kabopilet
onuavtkd v avBevukétnd wov. Mdiota, obpgova

Euc. 7-9. Anotundpata twv epyaieiov kpotong yia )

PR ——y pe toug S. Craddock kat P. T. Bowman,” v mifjpnc a-
novofa tov xpuoot Ba amokdAumte évav apketd petaye-
véotepo eLevyeviopévo dpyupo, Tou ypovoroytkd dev Ba
frav ovpPatdc pe TG VIOAOLTEG TEXVOAOYIKEG Kal ap-
xatoroyikée exuprioets. EEGAAov, | mapovoia tov poAd-
Bdov pmopel va anoteréoet emnpdobeto otoryelo emPe-
Baiwone ¢ avBeviikdtntag Tov PETAAAOL KATAOKELYG
aAAG o éupeco, kabog Sucatoloyel vedtepeg diepyaot-

&6 e€ayoyric tou apylpou pe THEN Kat kKuméAAwon.
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Ewx. 10. Alokog ap. 5: Xprion epyaieiov, mbavév kareplot,

10 omoio Aettoupyel TEPLOOSTEPO WG LYVOYPAPOS aprvovtag

éva ovveyée kofdo (xvog oto mépacpd tov, 25x.

Ew. 11. Afoxog ap. 5: Zuvvinapén ouktic draxdopnorng kat
“ivoypdgov”, 40x.

Amé 11 popaiky neplodo kat petd ot depyaoie ka-
Oapiopod tev apyupotyov petarkevpudtov and Tov ne-
ptexdpuevo péALPdo eival t600 anoteAeopatikéc Gote
VA TOV HELVOLV 0€ TT0600TA pKkpdtepa and 0,5%.%

AARY, enfong éppeon £vdeiln e avBevukdtag tov
apybpov anoterel kat o Propotbio,” To omolo Svotuydg
dev aviyvedtnke dote va oupPdrel emnpdobera oy ka-
AUTEPT] GUOYETION TOV ATOTEAEOUATOY TNG 0V0TAGNC.

ITpoéievan

ZyeTIKA PE TNV TIPOEAELOT] TOL RETAAAOU KATATKELY|G
v blokev elte and opuktd yovéa, kpdpa v avakvkio-
UEVO TPOTdY elte akdpa kar and éva opuyelo 1] pua gv-
pUTtEPY TEPLOYNY YEOAOYIKOV Kortaoudtev, ta tapandyve
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otoxeta pmdpeoav va pag odmyrjoouvy o kdmotec mba-
VEG EKTIUTOELG.

To nocootd tov yprootd kvpaiverar petagd 1,26%
kat 1,49%. “Eva této10 mooootd pmopel va yapaxthpi-
ogt tov dpyupo mov £xet poéAbel botepa and katepya-
ola oedopévev Betkdy orpopdtev (tapoattn), divo-
vtag mooootd peyaiviepo and 0,5%,” 1) apyvpolbyov
peTarrevpdtov TAoVOLOV og XpLod,* Tapdlo wov €xel
avapeplel Pifroypapikd ét to teAKS TOGOOTS TOU
Xpuoot olpgwva pe 11 devtepr vnéBeon elvar ovvi-
Oag apretd vynidtepo.”

H ovvinapén dpec tov podifdov ot neptektikdnteg
apketd peyaiitepeg and 0,051%, oe ovvdvacps pe Tig
TPOAVAPEPSUEVEG TIHEG CUYKEVIPWOTG TOU Ypuaoy, a-
TOKAELEL TN Ypriorn apyvpolyev puetarieupndtov TAos-
otV og XpLod® kal vodelkviel TEPLOodTEPO TN XPTIoT
apyvpotyou petariebpatog miovolov oe uéALuBdo kat
udiiota yaAnvitn.

Avebdpmyta ndviog andé v tavtdypovn mapovaia
TOL YpLoov kar tov poAPdov pe ta aviiotorya OGO~
otd, o1 CUYKEVTPGOELG Tov HoABRSov Tov evtonlotrkav
0TOLG TEOOEPLS ATd TOLG TEVIE OlOKOVC ATTd POVEC TOUG
(< tov 0,5%), obppova ndvia pe Pfitoypagikéc ava-
popéc, avumpooonetovy £va enelepyacpévo tapooity
1 kdmoto apyvpotyo koltaopa miovoto oe péALPoo.”

H &agopetikn meprektikdnta tov poAdpoou mouv a-
viyvebtnke otov dloko ap. 5 lowg va dikatodoyel v to-
xala gioayeyy tov o¢ akalapaia péoa oto kpdpa ap-
yUpou Katd to otddio g ovveldntic npooBikng tov
xarkot (amevbeiag amé 1o mpwroyevég petdAievpa)
Smwg éxet poavagepbe(.”®

Yndpyet dpeg kar | dAAn exdoy katd v onofa -
va této1o mooootd efval oAl mbavév va ogefietal oto
apykd apyvpotyo petdAievpa. Egpdoov to mocootd tov
HoABBdoL Tou aviyvettnke frav 1,15%, Ba pnopotos to
apyvpovxo UETAAAEUPA va QV|KEL 0TIV KaTnyopia Tev
apyvpobywv kottaopdtwv miototev oe péAuPdo” 1 tov
Kortaopdtmy yAwprotyov apydpou® 1 aképa kat Tou -
apooitn pe éoKappévn npoabriky poAdBdov ya ty ne-
PLovALOYY| TOU apylpou, o omolog apydtepa £xet vTOoTEl
depyaoia eCevyeviopod.”

H ouyvi avagopd oe apyvpoidya petarrebpata
mAovota ag péAUPdo eivar Sikarohoynuivn kabog avtd
arotelovoav oty apxatdtta pla and ug Pacikdrepes
mnyés mpoprnfetac apydpov.” Idwitepa avagpépovrat o
yaAnvitng kat o kepovooltng and g Tpelg Katnyopleg
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Ewc. 12. Yyinodo mdto ap. 1: Zvppetox] ouktig kat
evydpaktng daxdounone, 20x.

Ewc. 13. Yyinodo mdrto ap. 1, neproyy eyydpatng,
Aemtopépeta: Atakpivovtat ot ayvég TapaAAnieg
YPAUPADOELS KAl 1] LTIOXWPT|OT] TOL pHETdAAoL agrjvovtag éva
Bdbog oe oyrjpa V, 40x.

KOLITAOUATOV TOV apyupolx®V HETAAAEVHATOV TTAOVOL-
v ag péALPoo.”? Tétowa kottdopata frav eKPeTaAred-
otpa ™) xpoviky| meplodo katd ) didpkela g omolag
mBavoloyeftar 1 kataockevy] twv diokwv kat Alyo ma-
Aawbtepa, kat ovoyetiCovtal pe pia evplitepy) YEWAOYLIKT]
arvoida mpoélevong oty onola avijkouvy 1) lomavia, 1
EALGOa, 1 Mikpd Acia kat dAAeg avatorkég mepto-
xéc.” Ieproyéc dmee to Opdv, 1 Mikpd Aoia, 1 Kbmpog
éxouv avagpepBel emiong wg meptoyéc mpoéAgvong tov
opukTol yovéa Tov xaAkoy mov £xet xproponotnBel yia
TV Kpapdteot tov apybpou nov mpoopifovrav yia v
kataokevy tev dlokev, av kat Bewpeltar moAd mo mba-
vij 1 xpYjor| Touv o€ pop@t| devtepebovtog Tpoiévtog.”
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Ew. 14. Yypinodo mdro ap. 1 (otepdvn): Tyvn and ta

gpyaieia komg kat Apapiopatog mov éxovv apapeivel kat
petd to otiAPopa g petaricric emedvetag 40x.

Ew. 15. Awdyvom tov gpuoot ¢&w and ta dpia mov
neptkAeiooy g dlakoopnuéveg meptoyéc 10x.

O drog toyvptopds PéPata pmopel va gvotadel kat yia
tov dpyuvpo, o onolog {owg poépyetal and cuvOALpupé-
va nakadrepa aviikeipeva mov mépacav pe to Lyt o
péoo avtarrayfg kat mANpepiG.*

H vnowpia 61t to pérarro tov dlokwv mpoépyetal a-
16 avakukAopévo TIpotdév eivat Aoyikd va exdnAadvetar,
gpbdoov ot avapifelg kar mpoopiels yapakmpiloov v
TApACKELY] £vEG PETAALOV, Kat TTaAadtepa yaraopéva
avtikeipeva 1 voielppatd tovg ftav moAl ovyvd da-
Béopa katd ) dadikacia avty.

[a napddeypa, to m000016 TOL YAAKOU TIOL AVL-
xvevtnie, pnopel va vmodnidoetr emavalapPavépeveg
depyaoies tEne” katd g omoleg o xaAkSs petage-
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pétav w¢ akabBapoia. To mocootd emiong tov ypvoob
umopel va ogefhetal otV avakSkA®mor VTIOAEIPPAT®V
otepeomotnpuévov apydpou mov élnkav Eavd oe tHEN.®
AvtiBeta, ) mapovsia tov poAvPdov otov dpyvpo e
OUYKEKPIHEVY) OUYKEVTPWOT) Oev CUPQGVEL e T Xpriom
AVAKUKAOUEVOL LALKOY.”

Q¢ mpog v TPoEAELOT] TOL XPLOOY TIOL XPT|OLUOTION-
1Onke yia ) dtakdopnon tev dlokev vtdpyouvv ddgo-
PEC avag@opés yla Ta mPOg EKPETAAAELOY KOlTAopATA

xpLoot®

aAld kupiog yra tov 70 at. p.X. H enavaypn-
otpomoinoy maradtepev mPoidvtmy xpvoot Bewmpeitat

Taktiky] meptoodtepo ouviing otov Pulavivé kéopo.”!

Yvunepdopata

An6 ) peréty tev névie diokev Ba propodoape va
kataAriovpe 6Tt kat ta véhotma okedn pe Tapdpola
KATAOKELAOTIKA KAl TOLOTLKA XAPAKTNPLOTIKE Popovy
va katatayxfodv oy (da opdda twv aviiketpéveov tov
acnpéviov Bnoavpoy tov 120v aidva.

‘Olot ot diokot éxouvv popgomnombel pe opupnrdrnon
eowteptkd kal eEotepikd. Idaitepn éppaon éxer Sobei
otV avantuln tov oxRRaTog Kat oty LIEPBPOOT TV
toryopdtav tous. Kat yta g dbo diepyaoieg emtetydn-
K€ OLUVOLAOPSG PUXPAV oPLPNAATHOEMY KAl ETAVAAQpL-
Bavépevov otadiev avémtnone. Mdiota, mpénet va e-
monuavlel 6t 1 debrepn diepyaosia popgomoinong
npaypatornoy|fnke otov tépvo.

H mneprotpoguicr] povada ypnotponomibnre té6oo oto
@wiptopa g emedvelac twv dlokwv 600 kat otV opt-
0Béton tov potifev 1 /kat g eikovoypdenomng mov
elye emuheyOel.

O biokog ap. 5 kat to mdto pe m6d ap. 1 delyvouvv va
dagépouvv and ta vdrotna wg mPog TNV TEXVIKY daxé-
opnong tous, aArd pévo katd to fjpov. ‘Ora ta vnd-
Aotma YapaxtnploTikd TG TEXVIKNG KATAOKEVNG TOLG
Kat kuplog ta otorxela mov agopodv Tn cbotact] Toug
@pafvetar va oLpPOVOLY e TOug LTtGAOLTIoLG Slokoug
NG ETUAEYHEVIIG OPAdAG.

IMpdaypatt, n ynuky avdivon anokdivye éva kpdpa
VPNATG TiEplekTikOTTAE 08 dpyvpo. To mooootd Ttouv
XaAkoy elvar oxetikd pikpd, tkavd Spog va emPefar-
doel v 1leAnpévn evoepdteoy touv otov dpyvpo pe
okomd v adénon g okANPSTTAG Kat KaAdtept) eme-
Eepyaoia tov.

[Suaitepa o xpuods ardd kat ta vnéroua otovyeia
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7oL aviyveltnkav otov dpyvpo kabde kat 1 avtiotot-
XN TEPLEKTKSTNTA Tov, prdpeoav dyt pévo va evbap-
pévouv v vrdBeon g avbevukdtnrdc tev Slokwv,
aAAd kat va ta katatdfouvv ot éva gviaio obvoAro Tov
TPOEpYETal and pia Koy Yovpvid petdArov —LrdpyeL
kdmota em@vAagn yia tov dloko ap. 5 &¢ TPOgS To To-
00016 ToU HOAUPdoUL.

H mo mbavy yeoroyucr] mmyn npoérevong tov eiva
ta apyvpotya petariedpata mhovota o péALPSo. Ako-
AouvBel pe kdmola em@oraln o tapoodtng, tapdro mov o
U1 evtomopds dAAwV ryvoototxelov dnwg Tov avitpovi-

% tov amokAeiel o¢ Tov

ov, apoevikol® f/kat tov oldrjpou
opukTé yovéa.

H amopdévwon touv apydpov nov umiipye wg akabap-
ota ota apyvpovya petariebpara mpaypartonotOnke pe
N kat kuméAdoon. H xprion e konéiiwong moto-
mote{tat kat and v mavieAr] anovoia pevdapydpov.” O
XpLode kat o péAuPdog wg devtepedovta ototyeia cuvu-
Tpxav pe tov dpyvpo og AN v mopeia eE6pLEG Tov
and 1o petdAievpa kat to otddio kabapiopoy tov, arrd
pe Olagopetiky| TEPLEKTIKGTITA.

Ta mapandve otorgeia pmopodv va vmodeifouv pia
TPWTOYEVY] TIPOEAELOT TV SU0 Pactkdv petdAreov mov
ouwvBétouy To Kpdpa 1| pia mpoToyevy| kataokevt], 6-
Xt Spwg pe BePfadtnra kar yopic va amoppipbel kat 1
exdoxt] ™G xprions evdg devtepoyevols mpoidvtog and
avaktkAwon ¥ epnépto. H obyyvon avty] velotatar kat
yla to mota givat 1 akpiPrig mepLoyy| TPoéAevong Touv pe-
TGALOVL KATAOKELHG TV TLATGV.

H Svvatétnta diepebvnong tov dlokev kal pe dAreg
peBdédouvg avdrvong, énec pe ) pébodo g verpovi-
KNG evepyomo{nong 1 twv todtomwv Tov poivpoou, ot
ornofeg Ba pmopodoav va evtomicovv meptoodtepa t-
xvootolyeia kat va ddoovy o akplPelc mAnpogpopieg
Yla TO PETAAAOUPYIKS KEVIPO TIAPAY®YT|G TOL apydpov,
dev Hrav egikty Stéu dvotuyde amartodv v efaywo-
y1 detypatog. Towg oto péArov ot péBodol avtés va
gpappootoly, kat £totl optopéva and ta texvikd xapa-
KINPLOTIKG Kat Ta dedopéva e yNutkig avdivenc va
pnopéoouvv kdmota otypr] va emPePaiwbodv vi/kat va
EUTIAOLTLIOTOUV.

Aéomowa KotGapdvn

2vvinpritpia vov Tuhpuarog MerddAov xar I'vadiov
e-mail: kotzamani@ benaki.gr
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O véog Onoavpég tov Bulavrivey aonpéviev diokov: texviky avdkvon

AIZKOI | AIAMETPOXZ | YWOZX TTAXOZX
KEVTPO Evdidpeocot otabBpof Xefhog
ap. 1 29 ex. 55 ek | 2,1 xtho | 2,1 ik | 2,1 qh. | 3qA. | 2,15 xih.
ap. 4 29,2 ex. 4,6 ex | 2,1y, | 2,1 qh. | 2,1 xihe | 2,1 A | 3 .
ap. 5 32,6 k. 5 ex. 2,155, | 2,15 xih. | 2,2 xA. | 2,2 qih. | 3 g
ap. 6 28 k. 47 ex. | 2,1 yhe | 2,1 pthe | 2,1 x| 2,1 yih. | 3 ik
ap. 7 27,5 ex. 4,7 ex. | 2 yiA. 2y 2y 2y | 2,8 1A,

[Tivakag 1. Metprioetg tov dtaotdoemv Tov Tévie eTAeypévov aonuéviev Slokev.

AIZKOI | AMATAAMA %
xPLodg vdpdpyvpog
ap. la 63,2 36,8
ap. 1P 61 39
ap. 5 72,3 27,7
ap. 6 56,9 43,1
ap. 7 77,6 22,4

[Tivakag 2. Xnpikr) avdivon g enypionong mov
Saxoopel Toug Téooepic emrgypévoug diokoug.

2ZHMEIQSEIZ

*@a bera va evyapiotion toug A. Kapbda kat M. Zap-
kdda touv Ivatttovtov Iupnvixrg Puowkric EKEDPE «Anué-
KpLTog», mov gpdppocav tr péBodo @Boplopod axtivev X
otov xdpo tov Movoegiov Mmevdxy. Enfong tovg cuvadér-
@ovg ovvtnpntéc N. Mulevd kat I'. KopkéBero and to Bo-
Zavtvé kar Xprotavikéd Movoeio tng ABrjvac kat tov ouvey-
pnH tov [oAeptkod Movaeiov ©. MaptoAdmovro yia Ty e-
Eummpémon kat ) SidBeom v opydvev pHétpnong HdxouG.

1. Ta avuke{peva avikouv og 1Stk oLAROYY Kat 1) emt-
Aoyn] neBddov avdruong énpemne va elval ToAd TpooekTIKY.

2. Yndpyovv dAreg péBodot avdivong mov aviyvedouy Te-
ptocérepa ryvootolxeia f/kat ototyela mo avunpoownevt-
kd ywa ) xpoviky neplodo xpriong tovg kabde kat yta tmy
TIPOEAEVOT] TOVG amd opuKTS yovéa, KpApa 1 avakLKAOUEVO

3, 2003

AISKOI | STOIXEIA %
dpyvpog XaAkSc | xpvode | péAuBdog
ap- 1 94,9 3,40 1,28 0,40
odua
aps 94 432 | 1,38 0,37
ooua
ap: 3 93,8 380 | 1,27 1,15
oopa
ap. & 93,6 4,72 125 0,43
oopa
ope 7 95,0 432 | 138 | 037
owpa

[Tivakag 3. Xnpukr} avdivon tov mévie eTMAEYUEVGOV
aonpéviov dlokwv pe v puédodo @hopiopot axtivev X.

TPOTSV, ot onoleg Gpmg amatrtodyv vy eaywyr| delypatoc.

3. TTov ogeiretal oty ékivon agpiov péoa ot pdia tov
UETAAAOL Katd Tv) dtdpketa TG oTEPEOTIOMONG KAt GLOTOATG
tov, D. A. Scott, Mezallography and Microstructure of Ancient
and Historic Metals (Malibu 1991).

4. D. Sherlock, Silver and Silversmithing, oto: D. Strong,
D. Brown (eds), Roman Crafis (London 1976).

5. Kard Ba frav va elye mpaypatomombei petailoypagixi
e&étaom yua v Totonoino g dtadikaciag popgomnoinomg.

6. H. Hodges, Artifacts: An Introduction to early materials
and technology (London 1976).

7. To mdto pe 166t Sev mapovoldlet kdmowo “mAicodpt-
opa” kat avtd dikatoroyeitat epdoov eivat o pnyod.

8. Hodges (omp. 6)
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9. O. Untracht, Metal techniques for crafismen (New York
1975).

10. P. O. Harper, P. Meyers, Silver vessels of the Sassanian
Period (New York 1981).

11. To kevipkd avtd iyvog, propel moAS amhd va anote-
Ael amoTénepa g eapuoyng evog epyateiov kpovong ya
Va AELTOLPYHOEL KOG 00MYOS Tpty and v eAelBepy oQupnAd-
™mom 1 ™V TEpotpoLky] popyporoinon, P. Meyers, Elemen-
tal compositions of the Sion treasure and other Byzantine sil-
ver objects, oto: S. A. Boyd, M. M. Mango (eds), Ecclesiastical
Silver plate in the Sixth century Byzantium (Washington 1992)
169-89.

12. Hodges (onp. 6).

13. ITapamprBnkav pxpookomKés otepeomotuéves eEav-
Ovjoeig yopo and tig Béoeig mpooappoyrg, mov ogeilovial
ot okAnp1} k6AANo Tov éxet xprotponotnBel katd to oTd-
dto g téng g, D. Schorch, The Gold and Silver Necklaces
of Who: a Technical Study of an Unusual Metallurgical Join-
ing Method, oto: B. Brown, F. Macalister, M. Wright (eds),
Conservation in Ancient Egyptian Collections (London 1995).

14. ]. Lang k.d., The Scientific Examination of the Great
dish, in: K. S. Painter (ed.), The Mildenhall Treasure (London
1977) 35-40.
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18. R. Ward, Islamic Metalwork (London 1993).
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21. Untracht (onp. 9).

22. Harper, Meyers (onp. 10).

23.]. Ogden, Jewelry of the Ancienr world (New York
1982).
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26. D. Kotzamani, s it Gold or it looks like Gold? (unpub-
lished MSc essay, University College London 1999).
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DESPINA KOTZAMANI

The new treasure of Byzantine dishes: technical analysis

Five of the nine silver dishes belonging to the unique
12th-century Byzantine treasure on view at the Benaki
Museum and recently exhibited in the Museum of Byz-
antine Culture in Thessaloniki were chosen as the most
representative examples for an examination of their com-
position and of the techniques involved in their manufac-
ture and decoration. The purpose of this study was to cor-
relate the results with a view to classifying them as a sin-
gle group with common technical features and also, as far

3, 2003

as possible, to establish their authenticity, the common
provenance of the material and the area of manufacture.

The fact that the objects belong to a private collection
limited the methods available for examining the dishes to
those which could cause no damage.

The study demonstrated that the other four dishes bear
similar characteristics in their manufacture and can be in-
cluded in the same group of objects as those analysed.

All the dishes were made by hammering on the exte-
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rior and the interior. Special attention was given to form
their shape and raise their side. Both procedures involved
a combination of cold hammering and successive anneal-
ing cycles. It should be noted that the second process of
shaping was produced on a lathe. The rottating wheel
was also used to finish the surface of the dishes and to de-
fine the chosen motifs and iconography.

Dish no. 5 and footed plate no. 1 seem to differ from
the rest in the techniques of ornamentation but only to
a limited degree. All other features of their manufacture,
and in particular the details of their metal composition,
conform to the remaining dishes of the group.

The chemical analysis revealed an alloy with a high sil-
ver content. The amount of copper is relatively small but
sufficient to confirm its deliberate incorporation in the
silver to increase its strength and improve its working
properties.

Gold in particular, but also other elements identified
in the silver and their respective quantities were able not
only to confirm the dishes’ authenticity, but also to clas-
sify them as belonging to a single group from one batch
of metal (except probably for no. 5 with its higher lead

content).
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The most probable geological source is silver-bearing
ores rich in lead. The jarosite follows with some reser-
vations.

The extraction of the silver which was present as an im-
purity in the silver-bearing ore was made by melting and
cupelation. Gold and lead which were identified as sec-
ondary elements were present with it at all stages of its ex-
traction from the ore and during the clearing process but
in a different quantity.

The above data could indicate a primary source of the
two basic metals which compose the alloy or a primary
manufacture, but this is not certain and the possibility
of the use of a secondary product, recycled or bought on
the market, cannot be ruled out.

Examining the dishes by other methods such as neu-
tron activation or lead isotopes, which might identify
further trace elements and give more accurate infor-
mation about the silver mines, was not possible as they
would have required the extraction of a sample. Perhaps
at some point in the future these methods will be ap-
plied and as a result some of the technical features and
data of the chemical analysis may be confirmed or ex-

panded.
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Some thoughts on unusual secular examples of Cretan woodcarving
and the stylistic aspects of ‘folk art’

I HAVE ALWAYS TAKEN every available opportunity to re-
citerate in the strongest terms possible my firm belief that
the mere anonymity of an artistic creation is not a valid
reason for ascribing it to the nebulous world of so-called
‘folk art’. This I have done in full consciousness of the
fact that the task of assembling a group of works stamped
with the distinctive stylistic features which are unique to
personal artistic statements can be hopelessly obstructed
by an inadequate viewing of the material —as I know from
my own experience on several occasions in the past.'

This was also the case with my encounter with a carved
wooden panel in a private collection. The hole in the
upper part of the decorative surface and the iron lock-
ing mechanism on the back left no doubt that it was
originally the front panel of a chest (fig. 1),” and as with
the majority of chests, at any rate those of Greek origin,
the need for ornamentation is satisfied here, on its main
rectangular surface.’ But in the present case the represen-
tation appears incomplete, as if it had been sawn off at
both ends, and one cannot exclude the possibility that
it originally continued on the two side panels to which
the jagged ends were once attached, even though this
is inconsistent with conventional typology.* The same
may be said about the unusual flat relief of the carving,
unknown elsewhere in Greek wooden artefacts of the
post-Byzantine era, and its expressive quality which far
transcends the narrative content.

The reading and interpretation of the representation
are hampered by difficulties in photographing the low-
relief carving, in spite of repeated efforts to improve the
result, if only in part. For this reason the drawing of the
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object made by Katerina Mavragani has proved invalu-
able —indeed indispensable— as it shows every detail of the
dense execution (fig. 2).> The composition is divided into
two sections by a vertical axis of parallel lines which may
be intended to depict a tree trunk in view of the branches
and foliage growing out of the right side, and the excep-
tionally lush verdure which fills the spaces between the
individual motifs, suggestive of an impenetrable forest.
Continuity between the two sections is ensured in the
lower part by the coils of a winged dragon and at the top
by the front legs of a wild goat which gallops off to the
right. The image is that of a fantastic hunt involving two
horsemen, one in each section. The first, occupied with
his fight with the monster, holds a spear in his raised
right hand, poised to strike, while in his left is a small
shield. The figure seated pillion and holding the horse’s
reins is presumably the youth from Mytilene, St George’s
regular companion, as we may infer from the clearly vis-
ible flask in his right hand.® Despite the absence of any
specific adversary, the second horseman should presum-
ably be identified as another military saint, perhaps St
Demetrios, or one of the St Theodores.”

The composition starts on the left with an archer,
behind whom can be seen the front part of a bird, a
hare and the front of an unidentifiable animal, probably
a dog. Below are a lion and a small quadruped with a
long tail, while beneath St George’s horse a small dog
is attacking the injured dragon, and a larger one a wild
goat which has already been struck by two arrows. In the
right section, behind the second horseman, the hunting
atmosphere continues with a bird, another large lion, a
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Fig. 1. Front panel of carved wooden chest, 1.: 1.37 m. Private collection (photo: K. Manolis).

Fig. 2. Drawing of the low-relief carving (drawing: K. Mavragani).

hare and a dog. The pictorial narrative ends with, be-
neath the front legs of the horse, a second dog chasing a
hare, the rear of a goat, and above them a majestic bird,
apparently the rider’s intended quarry, with outspread
wings and a tufted crest.

If we take into account the clearly secular character
of the hunting theme and its allusions to models from
chivalry and myth, also widely celebrated in folk song,® it
is hard to know whether the presence of St George adds
a cryptic religious dimension, and whether the fantastic
substratum of the narrative content contains allusions
to secular and sacred beliefs in the creation of a unified
world.” The saint’s apotropaic, protective message and his
recurrence on objects connected with marriage would on
their own justify the dynamic of his role in a representa-
tion carved on an item of furniture which has a specifical-
ly nuptial context.”” But the interpretation of ‘folk art’ is
a highly complex matter, and I would prefer to pass on to
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the somewhat more tangible area of stylistic evaluation.
As already mentioned, the panel displays a striking use
of low-relief carving (fig. 1), which can be read only with
the assistance of the drawing (fig. 2). Equally unusual
is the presence of a continuous network of dots, which
fills the spaces between the contours of the motifs and
highlights the narrative elements of the work. Exactly the
same technique is found in the much higher relief of the
carved features —alternating cypresses, flower vases, birds,
buildings and the occasional two-headed eagle— on a dis-
tinctive group of carved wooden chests found mainly in
the Greek islands, whose place of manufacture has not yet
been identified." Even more original in a Greek context
is the composition’s structure, which displays a provoca-
tive disobedience to the traditional iconographic canons
of symmetrical antithesis, and bears a narrative weight
which is intensified by the overall flow of the figures
towards the right, and barely counter-balanced by the re-
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verse movement of the dragon.” In this context I would
also mention the irregular distribution of the thematic
units, the remarkable density of the natural environment
with its multiple variations on a single basic motif, and
the dramatic power of the various components which
articulate the continuity of the visual language. As the
provenance of this spectacular work in Crete is beyond
question, it is remarkable that no similar objects have
been found there, as far as can be judged from the pub-
lished corpus of Cretan woodcarving.”

Yet the stylistic individuality and the idiom of the
sculptural technique immediate call to mind another
wooden carving from the treasure-stores of folk art, this
time in the Benaki Museum. This is a representation of
the Crucifixion, again in low relief, which some years ago
I described in the following terms: “the simple, almost
abstract representation of the subject, the austere symmetry
of the composition, the dramatic tension in the movements
of the soldiers armed with spears as they surround the help-
less, motionless figure of the crucified Christ, the stylised trees
[filling in the spaces and providing the barest indication of a
landscape, are all elements that invest this apparently simple
work with a deeply poetic atmosphere” (fig. 3)."* I decided
to include this fascinating, indeed enigmatic work in the
Museum’s newly arranged Greek galleries, and placed it
among a small group of exhibits which aimed at illustrat-
ing the cultural landscape of post-Byzantine Crete. At
the time there was no firm evidence to support such a
provenance, but its attribution to the cultural output of
the Great Island is now fully vindicated by the incontro-
vertibly Cretan origin of the panel which inspired this
investigation (figs 1-2), and which can plausibly be ac-
credited to the same anonymous craftsman.

In another somewhat unconsidered, indeed intuitive,
note I once described the Benaki Crucifixion as “an
extremely rare example of early 18th-century Cretan wood-
carving, probably from the decoration of an iconostasis
(sanctuary screen)”.” Even more unsubstantiated was my
suggestion that the Roman soldiers were portrayed as
Turkish warriors, an idea which gains no support from
the repertoire of Ottoman dress found in the accounts of
European travellers.” Indeed it must be admitted that all
the observations in that note, which betray my —perhaps
excusable— lack of knowledge at the time, now need to
be reconsidered.

The idea that the object came from a sanctuary screen
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Fig. 3. Carved wooden frame with representation
of the Crucifixion. Athens, Benaki Museum 8798
{photo: K. Manolis).

was suggested by the combination of the religious con-
tent and the arched shape of the edge (fig. 3). A more dis-
passionate evaluation excludes such a possibility: it could
not have originated in a Dodecaorton tier and formed
the upper frame of an icon of the Crucifixion, because
wooden and marble frames of this type never reproduce
the subject depicted below."” It may rather have belonged
to an icon-stand or to the upper frame of an icon niche,
such as was to be found in every Greek home." On the
other hand, the indisputably ‘Venetian’ treatment of the
soldiers who flank the central subject in a naturalistic
manner far from common in works of ‘folk art’, suggests
a dating to the period of Venetian occupation, around
the time of the fall of Candia in 1669. But a more direct
link, supported by the typology of the figures who are
rendered with the same striking clarity in the nearest ex-
ample, the ‘hunting’ panel (figs 1-2), requires us to take a
journey back in time, following the clues provided by the
most securely dated examples.

Our efforts to establish the chronology of the two works
cannot take us back as far as the 14th century, however,
despite the attraction of linking the first object (figs 1-2)
with a now lost wall-painting in the church of the Virgin
at Monochoro Kainouriou in Messara, and the plausibil-
ity of ascribing the hunting theme to the atmosphere of
this cultural tradition.” The costume features are generally
to be found between the mid-15th and the early 16th cen-
turies: for example, in the portrait of Michalis Mochiotis
in the wall-paintings of the church of Archangel Michael
at Mesa Lakkonia, Mirabello (1432)* and in the frescoes
of St George’s church at Voila, Siteia (1518).' Through-

out this period clothes appear to have been influenced by
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Fig. 4. Icon of the Last Judgement. Chania.

Fig. 5. Icon of the Last Judgement, rear view. Chania
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Figs 6-7. Front chest panel used in the icon of the Last Judgement and drawing of the carving.

western fashions, particularly among the upper classes,” as
we may observe in several figures from the icons of Ange-
los Akotantos and of Michael Damaskinos.” This seems
to confirm my inner conviction that the two works could
not have been executed after the mid-16th century —an
intuition supported by further, albeit indirect, clues.
Much has been written about the vital role played by
Crete in the development mainly of ecclesiastical wood-
carving from the 15th century onwards,* but we also have
evidence of its workshops being involved in secular carv-
ing; we know, for example, that “cypress wood chests were
exported from Crete to Italy from the 16th century” * In the
17th century the main centre of woodcarving was Candia,
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but this does not exclude the possibility that similar work-
shops flourished in other cities —e.g. in Chania—,** where
the unexpected publication by Michalis Andrianakis of
two icons by the hieromonach Ambrosios Emporos has
brought to light comparable examples of secular carving.”
Among the strips of wood which he used in his icons of
the Dormition of the Virgin and of the Last Judgement
(fig. 4) are two front chest panels, similar in technique and
style to those under discussion here, as is apparent from
the photographs and drawings which with his customary
generosity the author has made available to me.
According to Andrianakis the reverse side of the
wooden panel in the icon of the Dormition “has painted
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Fig. 8. Front panel of carved wooden cupboard, detail.
Chania, Historical Archive.

relief ornamentation, probably originating from a carved
wooden chest in second use. The dense decoration consists
of representations of rarely-depicted animals surrounded by
stylised vegetal motifs, a feature of western art”. The panel
in the Last Judgement icon is better preserved (fig. 5),
though in spite of its having been isolated with the aid of
electronic technology (fig. 6), a ‘reading’ of the decora-
tive motifs is at present possible only with the aid of a
drawing (fig. 7). Andrianakis’ dating of the two icons to
around 1625 certainly defines the terminus ante quem of
the carving, but it cannot provide any precise confirma-
tion of their position in the chronology of post-Byzan-
tine secular Cretan woodcarving; similarly there can be
no guarantee of their origin in Chania, because the item
of furniture from which they derive could equally well
have been sent there from Candia. My own opinion is
that it would have taken at least a generation before the
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object was put to second use, at a time when the original
purpose had become outmoded and contemporary fash-
ions had changed.

The theory that both the Benaki Museum Crucifixion
(fig. 3) and the panel with the hunting scene (figs 1-2)
should be dated around the mid-16th century receives
further corroboration from other related data. I should
like to draw attention first to the similar low-level relief
on a cupboard from the Historical Archive of Crete in
Chania (fig. 8), whose ornamentation was linked by An-
drianakis with the carved panels of the two icons (figs
6-7).” The singularity of the execution and the narra-
tive character of the hunting motifs —to the extent that
they can be ‘read’, because this important work remains
unpublished and unrestored— are closest to the ‘hunting’
panel (figs 1-2); it is accordingly quite conceivable that
they are roughly contemporary with each other, and that
the cupboard originally formed part of the furnishings in
the mansion of some eminent Venetian, since the use of
such an object is totally out of keeping with Greek house-
hold practices.”® This adds further weight to the possibil-
ity of an Italian provenance, since there, as in the rest of
Europe, such furniture was extremely common.”'

I would myself venture to argue that the cupboard from
Chania (fig. 8) must have been made in Crete, presum-
ably by Cretan craftsmen following designs brought from
Italy, though I am not aware that any comparable works
have been found there. The same can be said about a
distinctive group of chests executed in the same tech-
nique which, though attributed vaguely to an unidenti-
fied centre in Northern Italy, have been found in the
Greek islands. The most impressive example, which is
recorded as coming from Folegandros, is housed in the
Benaki Museum (fig. 9).” The interior of the lid contains
a two-tiered representation of a naval battle, the lower
part of which is executed in tempera, by contrast with
the overpainted low relief of the upper section, where the
gaps in the background are filled with ‘dotted’ latticework
rather as in the two examples of Cretan woodcarving
which launched this study (figs 1-3). The representation
continues on the front on the main panel of the chest;
this has three main sections depicting sailing ships in flat
relief with traces of overpainting, alternating with smaller
horizontal areas containing male figures in 16th-century
western European aristocratic dress. The central motif
seems to be inspired by the defeat of the Ottoman fleet
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Fig. 9. Chest from Folegandros. Athens, Benaki Museum 8270 (photo: K. K. Manolis).

at the celebrated naval battle of Lepanto on 7 October
1571,% a date which represents a terminus post quem; we
may therefore assume that the work was executed at some
point between the last quarter of the 16th and the first
quarter of the 17th century, the period during which the
battle might have been expected to maintain its dramatic
impact on both western and eastern art.** The same com-
ment applies to the typology of the ships depicted therein;
Chrysa Maltezou kindly arranged for these to be exam-
ined by Alvise Chiggiato, member of the Italian Institute
of Archeology and Naval Ethnology in Venice, to whom I
am most grateful. Though he interpreted the content dif-
ferently, he came to a similar conclusion as to the dating
of the work and its origin in the East.”

In support of my present argument that the chest from
Folegandros (fig. 9) represents a stylistic development of
the tradition of woodcarving exemplified by the Benaki
Crucifixion (fg. 3) and the ‘hunting’ panel {figs 1-2), I
would again adduce the lack of comparable examples in
Northern Italy.* The only item I have been able to trace
is a casket (cassetina) from Friuli which displays a similar
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technique and dates from the second half of the 16th
century. The relevant publication erroneously interprets
Christ’s monogram IHS as an abbreviation of the Greek,”
though, as a celebrated icon by Andreas Ritzos indicates,
the letters are actually an acronym of J(esus) H(ominum)
S(alvator).”® This does not reduce the probability of the
work’s Greek origin, as a large number of Cretan artists are
known to have been employed in satisfying the demands of
the Italian market as well.” It is my belief that the Benaki
Museum chest must have reached Folegandros, where
other similar examples are found,” about the time of the
fall of Candia, in the company of one of the many inhabit-
ants of Crete who resettled in the Aegean islands.” This
would account for the striking resemblance of the design
of the garlands to the vegetal motifs on the surrounding
bands of the two chest panels found in the icons in Chania
(figs 6-7) and on the representation of the naval battle on
the Benaki chest (fig. 10). It reveals to us the seamless mo-
mentum of the evolutionary process, despite the problems
caused by the poverty of the available material and by our
own lamentable indifference to identifying, preserving and

99



ANGELOS DELIVORRIAS

Fig. 10. Garland with vegetal motifs. Detail from the chest
fig. 9.

Fig. 11. Angels with musical instruments. Detail from the

chest fig. 9.

Fig. 12. Chest from Folegandros, side panel. Athens, Benaki
Museum 8270 (photo: K. Manolis).

exhibiting the relics of our most recent cultural history.
Further investigation may be able to provide firmer
guidance to the researcher whose attentions are currently
poised between Italy and Crete. I am myself not able to
say if the presence of another object in Friuli —a small
box with a cylindrical lid (fig. 13)—* can be similarly
explained as a product of the exporting activity of some
Cretan workshop. Low-level relief is not the technique
used here, but rather ‘pokerwork’ (decorazione pirogra-
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Fig. 13. Box from Friuli (after: Semenzaro, Casa daste,
Auction Catalogue, Florence, December 2001 no 72).

fata), as it is described in the relevant publication, though
without seeing the object for myself I cannot vouch for
the accuracy of the label. In any event, the execution un-
doubtedly resembles that of certain motifs on the Benaki
chest —the arcades with angels playing musical instru-
ments (fig. 11) and the latticework with floral motifs on
the side panels (fig. 12)— though there, as the Museum’s
Conservation Department confirms, brush and ink were
used. The box’s apparent origin at the end of the 16th
century corroborates the dating already proposed for the
Benaki chest, but in considering its provenance we face
the same issues as with the other items examined here.
The coherent and consistent logic of these fragmentary
arguments is confirmed by the object which provides the
final link in the chain and removes the disparate clues
from the world of vague hypothetical association to plant
them firmly in Greek soil. This is another, unquestion-
ably later carved chest in the Benaki Museum which,
again instinctively, I had included in the Cretan section
without knowing that it represented a development of
the same technique of flat relief, though it is patently
inferior in both design and in elegance of carving (figs
14-15).* The exterior of the lid (fig. 14) contains a pe-
ripheral decorative band with four shells in the corner
and trailing vegetal scrolls which reproduce the earlier
versions in simplified form; in the centre is a representa-
tion of a disc with rays (doxa) enclosing a chalice and a
cross, on the left a cock with its head turned backwards to
face the chalice and on the right a church with a tall bell

tower next to a stylised hill with houses.” The more serik-
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Figs 14-15. Lid and front panel of chest. Athens, Benaki Museum 8718 (photos: K. Manolis).
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ing front panel shows a hill with several ridges and with
trees and a village at its summit, then two columns with
an architrave and in the window-like space between them
the head and shoulders of a woman with an impressive
head-dress. The stylised hill continues with the village
and another house, followed by a large flower vase, more
village buildings and finally a monumental watermill.
Beyond the faintest shadow of a doubt we have here
one of the most stunning creations of so-called ‘“folk art’,
and many pages could be devoted to breaking its narra-
tive code. Suffice it here to say that the message concealed
within the web of symbolic allusions, the unprecedented
blend of natural and architectural features, the complex-

NOTES

* My work on this subject has benefited from the contribu-
tions of many colleagures and friends, but I should especially
like to thank Stella Ghika who assisted me throughout the
preparation of the article and the footnotes.
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ity of the sacred and secular references, the revival of the
antique motif of ‘the woman in the window’, the near
three-quarter pose of the figure and the unexpected natu-
ralism of the execution in my view vindicates the dating
of the work to the late 17th or 18th century® —the dating
I had once proposed on more intuitive grounds, in bliss-
ful ignorance of the paths which can lead us to the miss-
ing chapters in the barely-known history of neo-Hellenic
cultural artefacts.

Angelos Delivorrias
Director of the Benaki Museum
e-mail: delivorrias@benaki.gr
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