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Diizce Konuralp Miizesi’nden Aphrodite Mozaigi

Aphrodite Mosaic from Diizce Konuralp Museum

Giizin BILIR*
(Received 04 July 2024, accepted after revision 12 September 2024)

Oz

Calismanin konusunu, Diizce Konuralp Miizesi 'nde 1913 nolu envanter numarasi ile miizenin ana deposunda
bulunan Aphrodite 'nin betimlendigi mozaik pano olusturmaktadwr. Bahsi ge¢cen mozaik panonun tarihi eser
kacakgilar: tarafindan Suriye’den farkly bir iilkeye kagirilmasi planlanmis, Tiirkiye smmirlart icerisinde
vakalanmigtir. 2015 yilinda miisadere yoluyla Konuralp Miizesi'ne alinmistir. Mozaik panodaki betimde ayakta
vari ¢iplak olarak verilmis Aphrodite ve arkasinda giyimli vaziyette, Aphrodite 'nin yardimcilarindan Kharis’le
birlikte Eros figiirii yer almaktadur.

Calismada, oncelikle literatiirdeki Aphrodite betimli mozaikler incelenmis ve genellikle “Dogusu”, “Giizellik
Yarismas1” ve “Adonis/Aves Aphrodite Iliskisi” gibi tanricamn mitlerinin yer aldigi sahneler oldugu
gozlemlenmistir. Aphrodite ve Kharitler in bir arada yer aldigi nadir mozaik betimlemelerinden olan ve
giiniimiizde Shahba Miizesi nde sergilenen Aphrodite-Ares Mozaigi dikkat ¢ekmektedir. Konuralp Aphrodite
Mozaigi ile Shahba Aphrodite-Ares Mozaigi ikonografik ve ikonolojik agidan karsilastirilmis, benzerlikler
oldugu tespit edilmistir. Bu baglamda ¢alismada incelenen mozaigin 4. yiizyila tarihlenen Suriye (As-Suwayda-
Shahba) kokenli oldugu ortaya konulmustur.

Anahtar Kelimeler: Mozaik, Aphrodite, Kharit, Konuralp, Shahba.

Abstract

The subject of the study is the mosaic panel depicting Aphrodite, which is in the main warehouse of the museum
with inventory number 1913 in Diizce Konuralp Museum. The mosaic panel in question was planned to be
smuggled from Syria to a different country by historical artifact smugglers, and was caught within the borders
of Tiirkiye. It was taken to Konuralp Museum by confiscation in 2015. In the depiction on the mosaic panel,
there is Aphrodite standing half-naked, and behind her is a clothed figure of Eros with Charis, one of Aphrodite s
assistants.

In the study, firstly, the mosaics depicting Aphrodite in the literature were examined and it was observed that
they were generally scenes depicting myths of the goddess such as “Her Birth”, “Beauty Contest” and “Adonis/
Ares Aphrodite Relationship ”. The Aphrodite-Ares Mosaic, which is one of the rare mosaic depictions featuring
Aphrodite and the Charites together and is exhibited in the Shahba Museum today, attracts attention. Konuralp
Aphrodite Mosaic and Shahba Aphrodite-Ares Mosaic were compared in terms of iconography and iconology,
and similarities were determined. In this context, it has been revealed that the mosaic examined in the study is
of Syrian (As-Suwayda-Shahba) origin, dating back to the 4" century.

Keywords: Mosaic, Aphrodite, Charit, Konuralp, Shahba

* Giizin Bilir, Diizce Universitesi, Konuralp Yerleskesi, Fen-Edebiyat Fakiiltesi, Arkeoloji Boliimii, Diizce, Tiirkiye. {2} https://orcid.org/0000-0002-
8061-2386. E-posta: guzinbilir.dgh@duzce.edu.tr

Gerekli ¢alisma izinini veren Konuralp Miize Mudiirliigii’ne tesekkiirlerimi sunarim.
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2 Guzin Bilir

Caligmanin konusunu, Konuralp Miizesi deposunda bulunan Aphrodite betimli
mozaik panonun detayli tanimi, ikonografik ve ikonolojik degerlendirmesi
olusturmaktadir.

Konuralp Miizesi ana deposunda bulunan mozaik pano, 1.28 m yiiksekliginde,
1.02 m genisligindedir. Yaklasik 8 mm kire¢ tasindan yapilmis tesseralar,
kahverengi, saman sarisi, kirli beyaz, acik gri ve siyah renktedir.

Bahsi gegen mozaik pano lizerinde yari ¢iplak vaziyette ayakta duran bir kadin
ve onun arkasinda yine ayakta duran genc kadinla birlikte kanath kiigiik bir figiir
betimlenmistir (Res. 1, Ciz. 1-2). Sahnenin ana figiirii olan kadin figiir, mozaik
panonun orta kisminda goriilmektedir. % pozisyonda ve arkasinda bulunan kuru
dal pargasi ile birlikte verilmig tas bir siituna yasl ve siitunun kaidesine kolunu
dayamis olarak ayakta durmaktadir. Sol elinde, list kismi1 basinin arkasindan ¢ikan
ve sol omzuna yaslanan bir skeptron tutmaktadir. Sevgi ve tutku dolu gozlere
sahip olan figiir, sol elini tam karsisina dogru, sevgisi ve hislerini paylagsmak
istercesine davetkar bir sekilde uzatmistir. Sol bacagini sag bacaginin istline
koymasi nedeniyle beli sag tarafina dogru egim yapmis sekilde gosterilmistir.
Viicudunun iist kismi ¢iplak, alt kismi ise sag uylugunu orten, legen kemiginin
etrafinda toplamis ve sol elini altina koydugu bir himationla sarilidir.

Resim 1
Aphrodite Mozaik Panosu, Konuralp Miizesi
(Fotograf: G. Bilir).



Cizim 1-2
Aphrodite Mozaik Panosunun
Konuralp Miizesi (Cizim: M. Car).

Cizimi,
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Basinin etrafinda yuvarlak bir hale ile c¢evrelenmis olan figilirin bas1
taglandirilmistir. Saglari, a¢ik renk olarak verilmistir. Alninin ortasinda iki
boliime ayrilan sac1, arkaya orgiiler seklinde inmektedir ancak sadece iki orgii
sag omuzunda gorlilmektedir. Siyah gozleri, kiiclik ve dolgun agzi, dolgunca
yiiz hatt1 ve kalin kaglar1 ile ¢ok giizel ve kadinlik vasiflar1 vurgulanacak sekilde
betimlenmistir. Ayrica, uclart slislii uzantilar1 olan bir kolye ile kollar1 ve el
bileklerinde bilezikler takmaktadir. Ust kismu ¢iplak olarak verilmis figiiriin,
gogiisleri kiigiik daire seklinde betimlenmistir. Belden asagi sarili vaziyette ve
bel kismindan katlanmis olan himation, yumusak dokuda olup, dis kismi altin
saris1 renklerde, i¢ kismi ise seffaf renkte yapilmistir.

Yari ¢iplak vaziyette verilmis kadin figiiriiniin arkasindaki figlir ise oniindeki
kadin figiirline dogru bakmaktadir. Geng bir kadin olarak verilen bu figiir, koyu
sar1, kahverengi ve gri renklerde kollu, uzun bir khiton giymektedir ve sadece
sol tist kism1 goriilmektedir. Saglari, ortadan ayrilmis tarzda, toplanmis ve toka
ile sarilmustir. Oniindeki yar1 ¢iplak figiire dogru bakmakta ve sag elinde tuttugu
celenk ile taglandiracak gibi goriinmektedir. Bu iki kadin figiiriiniin iist kisminda
kanatli, ugar pozisyonda, saga dogru yonelmis, elinde ¢elenk tutan, dolgun yiiz
hatlar1 ve viicut yapisina sahip, tamamen ¢iplak bir ¢cocuk betimlenmistir.

Sanat¢1, figlirlerin tenlerini ve nesneleri gergeke¢i renklerle betimleyerek
kompozisyonlarin renklerini de ustalikla segmeyi basarmustir. Iki kadin ve
kanatl1 ¢ocuk figiiriiniin yiizlerini ise agik renklerle yapmustir. Ayrica, yari ¢iplak
olarak verilen figiiriin, belden Gistiinii ve kanatli figiiriin tiim viicudunu ¢evreleyen
golgeler kullanarak, kesisme noktalarmi gostermeye katkida bulunmus ve
tizerlerinde yasam belirtilerinin goriilmesini saglamistir.
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Acik renkli zemin iizerinde islenen figiirlerin, 15181n gelis acisina gore olusmus
gblge detaylan verilmistir. Isik ile golgeler, viicudun hareketliligi ile canlilig
ayn1 zamanda derinlik, perspektif gibi teknik detaylar1 daha net gorme imkani
saglamistir. Mozaik panosunda herhangi bir yazit yer almamaktadir.

Mozaik panosundaki yar1 ¢iplak olarak ve viicudunun alt kismi1 olduk¢a dolgun
olarak verilmis kadin figiir, bagina taktig1 taciyla, elinde tuttugu skeptron ile
tanrica ozellikleri gostermektedir. Ayrica yart ¢iplak olarak betimlenmesi Antik
betim sanatlarinda genellikle ¢iplak ya da yar1 ¢iplak olarak verilen tanriga, ask,
tutku, sehvet tanricas1 Aphrodite olmalidir.

Antik betim sanatinda Aphrodite bazen yalniz, bazen ask tanrisi olan Eros’la
birlikte, bazen de mitolojik konulu sahnelerde baska karakterlerle birlikte tasvir
edilmistir (Delivorrias 1984: 2-176). Eros her zaman ¢iplak olmasina ragmen
Aphrodite bazen tamamen c¢iplak, bazen iizerinde viicut hatlarmi belli eden
ince kumasl bir elbiseyle bazen de sadece belden asagisini saran kumagla
betimlenmistir.

Tanrigay1 mozaikler iizerinde genellikle Dogusu, Glizellik Yarigmasi, Hepaistosla
olan evliligi, Ares ile yasadig1 yasak aski ve Aphrodite Adonis birlikteligi gibi
mitlerinin betimlemeleriyle goriiriiz.

Bugiin Zeugma Miizesi’ndeki 2-3. ylizyila tarihlenen “Aphrodite Dogus
Mozaigi’nde”, Aphrodite, anne kavrami arasinda metaforik bag kurulan istiridye
ve deniz kabuklartyla birlikte verilmistir. Biiyiik istiridye kabugunun istiinde
tamamen ¢iplak vaziyette oturmus pozisyonda tanrigaya tritonlar, deniz canlilar
ve Eros eslik etmektedir (Onal 2009: 32-33; Blazquez 2011: 145 fig. 12; Ozuslu
2016: 232). Tanriganin dogus mitosunun betimlendigi bir bagka dérnekte, Shahba
Antik Kenti’ndeki hamam binasinin yakininda bulunan 6zel evlerden birinde
yapilan kazilarda bulunmus, giiniimiizde Al-Suwayda Miizesi’'nde sergilenen
mozaiktir (Joudallah 1999: 541; Al-Miqdad 2008: 84). 2. yiizyila tarihlenen
mozaigin ana sahnesinde, Aphrodite biiyiik bir istiridye kabugun i¢inde mavi ve
sar1 renkli kumaglarla stislenmis kalin bir ipek minderin {izerinde oturmaktadir.
Tanriganin i¢inde bulundugu istiridye kabugu denizin derinliklerinden yiikselten
iki Kentaur betimlenmistir (Res. 2). Tam oryantal bir figiir olarak tasvir edilen
Aphrodite, ¢ok cesitli slis esyalari ve miicevherlerle stislenmistir. Basin iistiindeki
tac, boynunda altin bir kolye, kollarinda pazubentler ve bilezikler ve ayaklarinda
halhallar ile siislenmistir. Ayrica gégsiinde bandocu tarzinda “Bandolier Kette”
gbgiis slisii bulunmaktadir. Tanriganin baginin etrafi yuvarlak mavi hale ile
cevrilmektedir (Joudallah 1999: 542).

Glinlimiizde Paris Louvre Miizesi’nde sergilenmekte olan 2. yilizyila tarihlenmis
“Paris’in Se¢imi (Tudicium Paridis)” adli mozaikte, Aphrodite, Hera ve Athena
ile birlikte goriiliir. Ortadaki Hera’nin solunda betimlenen Aphrodite, diger
tanricalarla birlikte yliksek bir kayanin lizerindedir. Oturur pozisyonda, giyimli,
dolgun viicut hatlarma sahip olan tanriga, arkasindaki siituna yaslanmis, sol
elinin avucunu kayaya dayamis vaziyettedir ve asasi énde sol omzuna dogru
yaslt bir sekilde durmaktadir. Kahverengi saglar1 geriye dogru sarkmakta ve
basini bir tag siislemektedir (Balty 1997: 55; Onal 2009: 29; Dunbabin 2012:
163 fig. 166).

Ask, giizellik, sevme, sevigsme, bereket ve sadece yasak aski degil ayn1 zamanda
yasal olan evliliklerdeki aski da koruyan Aphrodite, 6limlii ya da 6liimsiiz birgok
iligkisi olmasma ragmen sadece topal, ¢elimsiz tanr1 Hepaistos’la evlenmistir
(Erhat 1996: 125). Hepaistosla olan evliliginde onu bir¢ok kez yasadig1 agklar
ile aldatmistir. Aphrodite’nin yasak ask mitlerinden Aphrodite ve Adonis’in
arasindaki ask miti, mozaikler iizerinde ¢ok kez kullanilan bir konudur.



Resim 2
Aphrodite Dogus Mozaigi, Al-Suwayda
Miizesi (Boulad 2023: res.5).
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Suriye kdkenli olan bu mitle, Anadolu’da Antiocheia mozaiklerinde, Dogu’da
Yunanistan ve Kuzey Afrika mozaiklerinde, bati da ise Lixus, Mauretania
Tingitana ve Hispanya’da bulunan mozaiklerde karsilagiriz (Blazquez 2015:
1). Bunlardan bir tanesi Antakya Miizesi’nde sergilenen Adonis’in vedasinin
anlatildig1 mozaiktir. Adonis ayakta, belden yukarisi agik birakilacak vaziyette
bedenine himation sarilmis sekildedir ve sol koluna yaslamis iki adet av mizragi
bulunur. Aphrodite ise ayakta, chiton giymistir. Sag kolu bileziklerle siislenmis
Aphrodite’nin elinde ise asas1 bulunmaktadir. ki agigin ortasinda pelerinli bir
Eros tasvir edilmistir (Levi 1947: 338 fig. 136; Blazquez - Cabrero 2012: 44 fig.
1; Dunbabin 2012: 181 fig. 194; Blazquez 2015: 6 fig. 6).

Aphrodite’nin yasak asklar: silsilesine savas tanrisi Ares ile olan birlikteligini
de ekleyebiliriz. Antik Cag gorsel sanatlarinda c¢okg¢a bu Dbirlikteligin
betimlemeleriyle karsilasiriz. Pompei’de bulunan bir fresko {izerinde basindaki
tact ve boynuna, kulaklarina, kollarina taktigi ziynet esyalariyla yari ¢iplak
olarak betimlenmis Aphrodite, ona arkadan arkadan sarilir pozisyondaki Ares’e
yaslanir vaziyette betimlenmistir. Ayrica freskoda Erosla birlikte Aphrodite ve
Ares’in ¢ocuklarindan Phobos’ta yer almaktadirl. Yine Pompei’deki bir fresko
orneginde de oturur vaziyetteki tacli Aphrodite’nin arkadan gdgsiinii oksar
vaziyette verilmis, gosterisli migfer takmis Ares ve ¢iplak Eros betimlenmistir?.

1 https://www.theoi.com/Olympios/AphroditeLoves.html
2 https://www.theoi.com/Gallery/F9.1.html
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6 Gizin Bilir

Aphrodite’nin mitlerinin islendigi mozaik tasvirlerinde tanrigay1r cogu kez
yardimcilariyla birlikte goriiriiz. Makalenin  konusunu olusturan mozaik
panosunda Aphrodite’nin arkasindan dolanan, giyimli ve sadece sag kismi
gorlinen geng kadin figiirii sag elinde tuttugu ¢elenk ile Aphrodite’yi taglandirarak
ona hizmet eder gibi goriinmektedir. Bu figiir Aphrodite’nin kisisel yardimcilar
olan “Ug Giizeller’den (Kharit)” biri olmalidr.

Okeanos’un kizi Eurynome ile Zeus’un kizlari olan Kharitler3, insanlar1 ve
tanrilari mutlu eden tanrigalardir. Tanrigalarin tiim tanrilarla iliskisi vardir
ancak en ¢ok Aphrodite ile iliskilidir ve ona hizmet ederler (Harrison 1986:
191; Karaosmanoglu 2005: 95; Giindogdu 2016: 3). Aphrodite ile olan yakin
iligkilerini Pausanias’ta dile getirmistir (Stewart 1990: 224). Aym1 zamanda
Hesiodos’ta Kharitler’in en genci Aglai, Hepaistos ile evli gosterir (Erhat 1996:
429). 1layda’da ise tanri, Kharitlerden Kharis ile evli olarak geger (Hom.IL
XVIII, 382).

Mersin’deki Poiminos Hamami’nin zeminde bulunan Narli Kuyu Mozaigi’nde
Kharitler betimlenmistir. 4. ylizyilin son c¢eyregine tarihlenen mozaikte
Kharitler’in ti¢ii de verilmistir (Al-Migdad 2008: 207). Ayrica Shahba antik
kentinin glineydogu tarafinda yer alan evlerden birinde 1960’larda bulunmus
ve Shahba Arkeoloji Miizesi’nde sergilenmekte olan 3. yiizyilin ikinci yarisina
tarihlenen mozaikte Kharitler tigii bir arada betimlenmistir (Will 1953: 28;
Balty 1981: 410). Her iki mozaikte Kharitler, birbirlerinin ellerini tutan ve dans
eden pozisyonda, strophion* giyen ortadaki kiz disinda, ¢iplak olarak tasvir
edilmislerdir.

Aphrodite’nin Kharitler’in bir tanesiyle beraber goriildiigii mozaik 6rnegi ise
1963 yilinda Shahba antik kentindeki hamamlarin giineydogusunda bulunmus
olan Odysseus’da gecen Aphrodite ve Ares efsanesinin anlatildigi mozaiktir
(Nofel 2010: 71). Muhtemelen Philippus Arap’in Villasi’nda tricliniumun
zemini slisleyen bu mozaik, giinimiizde, Shahba Miizesi’'nde sergilenmektedir
(Al-Miqdad 2008: 182) (Res. 3). 4. yiizyilin ikinci g¢eyregine tarihlenen
mozaigin alt ve iist kisimlarinda eksik vardir, ancak geri kalan kismi ile ana konu
tanimlanabilmektedir (Balty 1977: 60). Sahnenin ana figiirleri olan Aphrodite,
mozaigin sol tarafinda, sevgilisi Ares ise sag tarafinda betimlenmistir. Bir kaide
iizerindeki siituna dayanan Aphrodite’nin adi sag elinin altinda, AOGPOAEI-TH
seklinde iki siraya boliinmiis olarak yazmaktadir. Yazitin varligindan dolay:
figlirler rahatca taninabilmektedir (Zayed 2012: 277).

3/4 pozisyonda betimlenen Aphrodite, sag kolunu bir siituna yaslanmis olarak
durmaktadir. Sag elinde, ist kismi1 basinin arkasindan ¢ikan ve sag omzuna
yaslanan bir skeptron tutmaktadir. Sevgi ve tutku dolu gozlere sahip olan
tanriga, sol elini ise Ares’e dogru uzatmistir. Sag bacagini sol bacaginin iistiinde
koymasi nedeniyle beli Ares’e dogru egim yapmis sekildedir (Balty 1977: 60).
Tanriganin baginin etrafinda yuvarlak bir hale ile ¢evrelenmistir (Balty 1977:
144 pl. X.1). Aphrodite, viicudunun iist kismi ¢iplak, alt kismi ise sol uylugunu
orten, legen kemiginin etrafinda toplamis ve sag elini altina koydugu bir himation
giymektedir. Himation, seffaf ve yumusak olup, dis kism1 altin ve sar1 renklerde,
i¢ kismi ise seffaf mavi renkte yapilmistir (Al-Miqdad 2008: 183). Tanriganin
boynu uglar1 renkli taglarla siislii altin uzantilar1 olan bir kolye ile kollar1 ve el

3 Karaosmanoglu 2005: 95; “Kharit, “Xdapig” sozcigiiniin ¢cogulu olan “Xdpireg’ten gelmektedir”
Liddell - Scott 1966: 778; Grimal 1997: 380; Aksit 2003: 99 vd.; Latince Gratia diye anilan {i¢
giizellerin kelime anlami zarafet, cekicilik, sefkat ve liituftur. Harrison 1986: 191; Kabaagac - Alova
1995: 262.

4  Gogis bandi (Karatag 2020: 445-488).



Resim 3
Aphrodite-Ares Mozaigi, Shahba Miizesi
(Boulad 2023: res.69).
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bilekleri ise bilezikler ile siislenmistir. Ayrica boynun sag tarafindan uylugun
sol tarafina kadar uzanan, bandolier kette, ¢apraz altin bir kolye takmaktadir.
Basinda ta¢ bulunmaktadir. Sar1 renkli ve alninin ortasinda iki bdliime ayrilan
sac1, arkaya orgililer seklinde sol omzuna inmektedir. Gozlerinin arasinda dovme
benzeri bir siisleme bulunmaktadir. Ayrica, mavi gozleri, kiiciik agzi, dolgun
ylizii ve kalin kaglart ile Aphrodite giizel ve kadinlik vasiflar1 vurgulanacak
sekilde betimlenmistir. Gogiisleri iki kiiglik daire seklinde betimlenmis ve
viicudunun alt kisminin oldukga dolu ve sisman verilmistir.

Sahnenin ikinci ana figlirli olan Ares’in adi sol omzunun yanina APHC
yazmaktadir (Zayed 2012: 278). Tanrinin, Aphrodite’nin basimi g¢evreleyen
haleye benzer sekilde, basmin etrafinda yuvarlak bir hale betimlenmistir. 3/4
pozisyonda dimdik, tamamen c¢iplak, arkasi sahneye doniik, saginda bulunan
Aphrodite’ye dogru bakmakta olan tanri, sol bacagini sag bacagiin iizerine
sararak yani ayaklari ¢caprazlamasina koymus vaziyette durmaktadir. Sari, kisa
ve kalin sag¢li olan Ares, Aphrodite’nin mizragindan daha uzun olan mizragina
yaslanmaktadir. Viicudundan ¢ikardigi mavi renkteki himationu sol koluna
sarilidir ve asagiya diismektedir (Al-Miqdad 2008: 184; Zayed 2012: 279).
Aphrodite’nin arkasinda Ug Giizeller’den biri olan geng bir kadin olarak Kharis
betimlenmistir. Kharis’in baginin yaninda XAPIC yazmaktadir. Mavi ve mor
renklerde kollu uzun bir chiton giyen figiiriin, sadece sol iist kismi goriilmektedir
(Zayed 2012: 277). Kharis’in saglari, piramidal {iggen bi¢imli toplanmis ve {i¢
halkal1 bir toka ile sarilmistir. Aphrodite’ye dogru bakmakta, sol elinde tuttugu
cicek celengi ile Aphrodite’yi taglandiracak gibi goriinmektedir. Sahnenin
dordiincii figiirti Euphoria®, Ares’in sag tarafinda olup, Ares’e dikkatlice bakar

5 Euphoria’nin asiklara edep ve ahlak 6gretmek gibi bir roli vardir.



8 Guzin Bilir

vaziyette betimlenmistir. San, ihtisam ve erdem anlamima gelen Euphoria
adi, sol omzun yakinlarinda, EYTIP-ITIA yazit1 bulunmaktadir. Mozaigin sag
iist kosesinde besinci figiir olarak SkopeS tasvir edilmistir. Basinin yanina
CKOIIH yazit1 bulunmaktadir. Bir kayanin {izerinde sag tarafina yaslanmis
yerde otururken tasvir edilmis, tiim bedenini kapatan, genis kollu uzun
kahverengi bir chiton giyen Skope’nin basinda ta¢ bulunmaktadir. Kulaklari
altin kiipelerle siislenmistir. Sol elinde kiigiik bir yelpaze olarak kullanilmig
olabilecek ve kalp seklinde bir gicekle biten bir dal tutmaktadir (Balty 1977:
58). Mozaikte son olarak, Ares’in silahlartyla oynayan ¢iplak ve kanath alti
tane Eros goriilmektedir (Al-Miqdad 2008: 186). Ikisi Aphrodite’in éniindedir
ve biri Aphrodite’in solundaki, mavi gergeveli biiyiik yuvarlak sar1 bir kalkan,
uzun bir iple kirmiz1 bir direge baglarken onunla biiyiik zorluklarla oynamaya
calisirlarken betimlenmislerdir. Dordiinciisii, Ares’i sol uylugunun iizerinden
iki eliyle iterek durmaktadir. Son iki Eros ise, ist tarafta, mozaigin ortasinda
ucarken, Ares’in migferini tutmaktadirlar. Aphrodite’nin arkasinda kuru dallarla
agac govdesi betimlenmistir. Bu olasilikla olaym kis mevsiminde olduguna bir
vurgudur (Zayed 2012: 280).

Kargilagtirma

Literatiirde Aphrodite ve Kharitlerin beraber yer aldigt mozaikler oldukca
sinirli sayidadir. Tanrigayl, mozaik betimlemeleri {izerinde ¢ogunlukla dogus
mitosuyla veya Adonis ile beraber gorebiliriz. Kharitler ise Antik Cag gorsel
sanatlarda genellikle, dans eden pozisyonda, {igiiniin bir arada oldugu aligila
gelmis betimleriyle karsimiza cikar.

Aphrodite ve Kharitler’in bir arada bulundugu nadir 6rnek Shahba’da bulunan
Aphrodite Ares mozaigidir. Calisma konumuzu olusturan mozaik panosunda
Aphrodite ve Kharitler’den olan Kharis’in betimlemesine benzer 6rnek olmasi
acisindan karsilastirabilecegimiz en uygun mozaik 6rnegi Suriye kokenli Shahba
Aphrodite-Ares mozaigidir.

Shahba Aphrodite-Ares mozaigi, 3.04 x 3.04 m Olgiilerinde olup, iizerinde
toplam alt1 figiir betimlenmektedir. Mozaigin sol tarafinda Aphrodite betimi
bulunmaktadir. Konuralp Miizesi’ndeki Aphrodite mozaigi ise 1.28 x 1.02m
Ol¢iilerindedir ve toplam {i¢ figlir betimlenmistir. Aphrodite mozaik panosunun
sag tarafinda verilmistir. Her iki mozaikte tanrica, 34 durustadir. Shahba
mozaiginde sag kolunu, Konuralp mozaik panosunda ise sol kolunu tas bir
siituna yaslanmig vaziyettedir. Her iki mozaik betiminde tanriga elinde tutugu,
tutugu el yoniinde, iist kismi1 bas arkasindan ¢ikip, omuzlarina yaslanan skeptron
tutmaktadir.

Shahba mozaigindeki Aphrodite’nin, viicudunun iist kismi ¢iplak, alt kismi
ise sol uylugunu orten, legen kemiginin etrafinda toplamis ve sag elini altina
koydugu bir himation giymektedir. Konuralp mozaik panosunda ise tanrica
tam tersi yonde yine viicudunun st kismi ¢iplak bir sekilde, alt kismi ise sag
uylugunu orten, legen kemiginin etrafinda toplamig ve sol elini altina koydugu
bir himation giymektedir. Her iki mozaikte tanriganin basimin etrafi yuvarlak
bir hale ile ¢evrelenmistir. Yine her iki mozaikte tanricanin basinda tag
bulunmaktadir. Tanriganin saglari, iki 6rnekte de alninin ortasinda iki boliime
ayrilmis, arkaya orgili seklinde inmektedir. Sadece orgiiler, Shahba mozaiginde
sol omzuna inerken, Konuralp’teki drnekte sag omzuna diismektedir.

6 Yiksek yer veya dag bast anlamina gelmektedir.
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iki ornekte de benzer sekilde tanriganin boynunda uzantilarm u¢ kisimlari top
seklinde olan bir kolye bulunmaktadir. Fakat, Shahba drneginde bu kolyenin
uc kisimlari renkli taslarla siisliidiir. Ayrica tanriganin taktigi, bandolier kette,
Konuralp Miizesi’ndeki 6rnekte yoktur. Her iki 6rnekte tanriganin, kollart ve el
bilekleri ise bilezikler ile siislenmistir.

Bahsi gegen iki mozaikte, kiiglik agzi, dolgun yiizii ve kalin kaslari ile
Aphrodite’nin benzer ifadede oldugu gorilir. Giizel ve kadmhik vasiflar
vurgulanacak sekilde betimlenmis olan tanricanin her iki mozaikte gogiisleri
kii¢iik ve viicudunun alt kismi1 oldukga dolu ve sisman verilmistir.

Aphrodite betimindeki biiyiik benzerliklere, her iki mozaikte de betimi bulunan
Kharis tasvirinde de karsilasiriz. Her iki mozaikteki Kharis, kollu uzun bir khiton
giymis, Aphrodite’nin arkasindan dolanip, elinde tuttugu celenkle tanrigayi
taclandirma hamlesinde goriiliir. Shahba mozaiginde Kharis’in sol tarafinda
yazit bulunurken, Konuralp 6rneginde herhangi bir yazit bulunmamaktadir.
Konuralp Aphrodite mozaik panosunda Aphrodite ve Kharis’in iist kismimnda
ucar pozisyonda, elinde ¢elenk tutan bir tane Eros betimi bulunurken,
Shahba’daki Aphrodite ve Kharis’in yine iist kisminda bulunan eroslar iki
tanedir ve Ares’e ait olan migferi karsilikli durarak uclarindan tutmaktadir. Tki
ornekteki benzer figiirlerin arka fonunda bir siitun ve yapraklart dokiilmiis kuru
dallar betimlenmistir. D1 mekana vurgu yapan bu pastoral fondan mevsimin
kis oldugunu gostermek istenmis olmahdir. Yiizlerin kesisme noktalarmi
gostermeye katki saglamasi ve lizerlerinde yasam belirtilerinin goriilmesini
saglamasi i¢in figiirlerin viicutlarini ¢evreleyen golgeler kullanilmasi diger ortak
bir 6zelliktir. Pastoral bir mekanda betimlenen Aphrodite ve Kharis tasvirlerinin
her iki mozaikteki benzerligine kargin, Shahba mozaigi, Konuralp Miizesi’ndeki
mozaik panosundan daha biiyiiktiir. Buna ek olarak Shahba mozaiginde
Aphrodite ve Kharis’le birlikte Ares, Skope, Euphoria’da betimlenmistir.

Degerlendirme ve Sonug

Suriye, bulundugu cografi konum ve stratejik 6nemi itibariyle birgok uygarlhiga
ev sahipliligi yapmustir. Roma Imparatorlugu’nun dogudaki en genis topraklara
sahip olan Suriye eyaleti, imparatorlugun zengin ve gosterisli, Onemli
eyaletlerinden biridir. Bélgenin sahip oldugu eski ¢ag medeniyetlere ait zengin
mirasi, Roma Imparatorlugu’nun ayricalik tanidig1 dnemli eyaletleri arasinda
olmasina sebep olmustur.

Yiizyillar boyunca bircok istilaya maruz kalan bu topraklarda 2013 yilinda
tarih bir kez daha tekerriir etmistir. Bahsi gegen yildan itibaren hizli bir sekilde
gii¢ kazanan silahl 6rgiit ISID operasyonlar diizenlemis, bélgede kaosa neden
olmustur. Tiim bu i¢ savasla birlikte, bolgenin zengin kiiltiirel miras1 zarar
gormiistiir. Bolge, arkeolojik eserlerin yagma ve kagak¢iliginda da giin gectikce
kotilye giden bir manzaranin merkezine oturmustur. ISID’in iilkede yaptigi
yasa dig1 eski eser ticaretinin durak noktasi Tiirkiye olmustur. Inceledigimiz
Aphrodite Mozaik panosunun da miizeye gelis nedeni bu duruma 6rnek tegkil
etmektedir. Konuralp Miizesi’nden alinan bilgiler dogrultusunda, Suriye’den
Avrupa’ya goétiiriilmek iizereyken, Diizce sinirlarinda yakalanip, miisadere
yoluyla miizeye alman Aphrodite mozaik panosunun koékeninin neresi oldugu
bilgisini vermektedir.

Bir Antik Cag sanati olan Helenistik Sanat, imparatorlugun egemen unsuru
olarak fethedilen topraklarin kiiltiirii ile harmanlanarak var olmaya devam
etmis, bir karma kiiltiir olarak gelisim gostermistir. Bolgenin mozaik sanatinda
yerel karakterleri ile birlikte Helenistik sanat geleneginin etkileri de mevcuttur.
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Calismada, konumuzu olusturan hizmetkar1 Kharis ile birlikte betimlenmis
Aphrodite mozaik panosu, ¢ok benzeri olan Shahba Aphrodite-Ares mozaigi
ile karsilastirma yapilmistir. Her iki mozaikteki Aphrodite ve Kharis
betimlemelerinin ayni ozellikler gosterdigi gozlemlenmistir. Imparatorlugun
Syria eyaletinde bulunmus mozaikler incelendiginde, giinliikk yasamdan kesitler,
deniz canlilan tasvirilerinin yani sira mitolojik konularin tasvirlerine ¢ok yer
verildigi gdzlemlenmistir. Ozellikle askim, giizelligin, ideal kadm tipinin
temsilcisi olan Aphrodite betimlemeleri bolgenin mozaik sanatinin ¢ok sevilen
konularindan oldugu asikardir. Ozellikle Shahba mozaiklerinde simdiye kadar
bulunmus olan Aphrodite-Ares, Aphrodite’nin Dogusu ve Ug Giizeller gibi
Aphrodite ile ilgili konular tasvir edilmistir.
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Abstract

This article examines a topic that has been only partially investigated to date, namely that of the iconic depiction
of the so-called ““Peaceful Kingdom of Isaiah™ on mosaics located in late antique church buildings in the region
of Cilicia (southeastern modern Turkey). These mosaics are sometimes accompanied by the verse of Isaiah 11:6
or 65:25. Many of these Cilician mosaics lie in a state of neglect or have suffered great damage in recent years.
Referring, therefore, to the excavation reports and to personal observations, | attempt a reconstruction of the
iconography and of the mosaics’ locations within their respective Christian buildings, where possible.

Starting with a short introduction on the meaning of the ““Peaceful Kingdom” as described in Isaiah 11:6
and 65:25, the article presents a detailed analysis of the Cilician/Isaurian case studies. Similar examples
from neighbouring regions in the East and the only identifiable case study in the West (Corsica) are also
briefly discussed. Next, possible archetypes from which the representation of animals might have originated
and influenced the origin of the “Peaceful Kingdom ™ motif are considered. In conclusion, after briefly outlining
the different interpretations given by scholars on the meaning of the “Peaceful Kingdom” mosaics, an attempt
will be made to interpret the Cilician case studies in light of a combined analysis both of positioning within the
building and liturgical use.

Keywords: Mosaic, Late Antiquity, paradisiac, Peaceful Kingdom of Isaiah, Cilicia.

Oz

Bu makale, bugiine kadar sadece kismen arastirilmis bir konuyu, yani Kilikya bélgesindeki (modern
Tiirkiye 'nin giineydogusu) geg¢ antik kilise yapilarinda bulunan mozaiklerdeki “Yesaya 'nin Bariggil Kralligi”
olarak adlandwrilan ikonik (goriintiisel) tasviri incelemektedir. Bu mozaiklere bazen Yesaya 11:6 veya 65:25
ayetlerinden alintilar eslik etmektedir. Bu Kilikya mozaiklerinin bir¢ogu bakimsiz durumdadir ya da son yillarda
biiyiik zarar gormiistiir. Bu nedenle, kazi raporlarina ve kigisel gozlemlere atifta bulunarak, ikonografinin ve
mozaiklerin ilgili Hiristiyan yapilart i¢indeki konumlarinin miimkiin oldugunca yeniden yapilandirilmasina
caligiyorum.

Yesaya 11:6ve 65:25 te tarif edilen “Baris¢il Krallkin anlamu iizerine kisa bir girigle baslayan makale, Kilikya/
Isaurya érnek olaylarinin detayli bir analizini sunmaktadir. Dogu’daki komsu bélgelerden benzer 6rnekler ve
Bati’da tamimlanabilen tek drnek ¢alismasi (Korsika) da kisaca ele alimmaktadw. Daha sonra, hayvanlarin
temsilinin kaynaklanmig olabilecegi ve “Barig¢il Krallik” motifinin kokenini etkilemis olan olasi modeller ele
alimmaktadwr. Sonug olarak, arastirmacilar tarafindan “Bariggil Krallik” mozaiklerinin anlamu iizerine yapilan
farkly yorumlar kisaca ozetlendikten sonra, Kilikya drnek ¢alismalart hem yapt i¢indeki konumlandirma hem de
litiirjik kullanimin birlesik bir analizi 1518inda yorumlanmaya ¢alisilacaktir.

Anahtar Kelimeler: Mozaik, Geg Antik Cag, cennet ile ilgili, Yesaya 'nin Baris¢il Krallik, Kilikya.

* Arabella Cortese, University of Regensburg, Germany. {°} https://orcid.org/0000-0002—-0024—1387. E-mail: Arabella.Cortese@ur.de.
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Biblical themes often were represented on late antique church mosaic pavements
and among these, the so-called “Peaceful Kingdom of Isaiah” mosaics seem to
have been very popular in the late antique churches of the East. These mosaics,
accompanied by the inscribed verses from Isaiah 11:6-7 and 65:25, depict
peaceful scenes where pairs of animals acknowledged as natural enemies either
serenely face each other or appear to coexist harmoniously in a rural setting
surrounded by trees, bushes, and flowers. Numerous contributions mention the
existence of such mosaics;! however, these contributions fail to describe in detail
the scenes depicted in the mosaics, as well as the buildings in which they were
placed. Furthermore, the existing literature does not offer comparisons with
similar and coeval models from neighbouring regions. Therefore, this article
seeks to answer the following questions: how were the mosaics depicting the
“Peaceful Kingdom of Isaiah” staged inside different religious buildings? What
animals were represented? Finally, what concepts did such depictions intend to
express to the viewer?

Before focusing explicitly on the specific depictions of each mosaic, let us
first consider the verses of Isaiah 11:1-9 and 65:25 as they appear in the Greek
Septuagint. Although the mosaics only quote portions of verses 6-7 of Isaiah
chapter 11, I quote here the entire paragraph for a better understanding of the
text:

1 And a rod shall come out of the root of lessai,
and a blossom shall come up out of his root.

2 And the spirit of God shall rest on him,
the spirit of wisdom and understanding,
the spirit of counsel and might,
the spirit of knowledge and godliness.

3 The spirit of the fear of God will fill him.
He shall not judge on the basis of repute
or convict on the basis of report,

4 but he shall administer justice to a humble one
and convict the humble ones of the earth,
and he shall strike the earth with the word
of his mouth,
and with breath through his lips he shall
do away with the impious.

5 He shall be girded with righteousness
around the waist
and bound with truth around the sides.

6 And the wolf shall graze with the lamb,
and the leopard shall rest with the kid,
and the calf and the bull and the lion shall
graze together,
and a little child shall lead them.

7 And the ox and the bear shall graze together,

1 Auseful summary of the paradisiac mosaics in Cilicia and Isauria can be found in the Reallexikon zur
Byzantinischen Kunst IV (Hild et al. 1990: 336-344). Some more contributions mention these mosaics
(Gough 1974: 411-419; Campbell 1995: 125-134; Hachlili 2009: 89-90; Watta 2018: 89).
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and their young shall be together,
and together shall the lion and the ox eat husks.
8 And the young child shall put its hand over
the hole of asps
and on the lair of the offspring of asps.
9 And they will not hurt or be able to destroy
anyone on my holy mountain,
because the whole earth has been filled to
know the Lord
like much water to cover seas.?

This text describes a heavenly image where harmony reigns among animals and
between animals and humans. The presence of the infant seems to tame even the
beasts, ushering in a festive atmosphere where life was previously difficult and
impossible. However, as previously mentioned, verses 6-7 are the only verses
from the larger text which recur partially or totally in the mosaics alongside the
depictions.

Although the text differs slightly, the same topic is addressed again in the book
of Isaiah in chapter 65:25: “Then wolves and lambs shall feed together, and a
lion shall eat straw like an ox, but a snake shall eat earth as bread! They shall not
do wrong or destroy on my holy mountain, says the Lord” (Pietersma - Wright
2007: 874). As we shall see below, these verses occasionally accompany the
mosaic when two beasts-usually a fierce and a tame one-are depicted in the act
of peacefully eating together.

Both of these Isaiah references, which were often used by Christian authors
such as Irenaeus (Demon. 61, SC 406:172) in the 2™ century AD to express
the expectation that people of unequal descent may live in harmony, describe
a paradisiacal world where animals of different kinds coexist peacefully
(Breytenbach 2014: 759-774). Wild animals (wolf, leopard, lion, bear, cobra) lie
down with tame animals (goat, calf, horse, and ox) and they relate quietly even
with humans, represented in the text by the little child who guides them and plays
with the most dangerous ones (Janowski 2014: 55-70). Moreover, Theodoret
of Cyrrhus, theologian and Christian bishop of Cyrrhus (423-457/4668), in his
commentary on Isaiah’s book, interprets this passage as a vision of the messianic
reign of peace, where predatory and docile animals will live peacefully together
(Theodoret Comm. Isa. 11, 6-7; Guinot 1982: 46-49).

Although their content is similar, these two Isaiah texts were read at different
points in the liturgical calendar, depending on the geographical area. In the
Constantinopolitan liturgy, Isaiah 11:6-7 was read on Christmas Eve. In the
Antiochene liturgy, Isaiah 11:6-7 could be heard during the evening Epiphany
Vigil, while Isaiah 65:25 was read on the day of the Commemoration of the
Righteous and of the Fathers.# In any case, it is interesting to emphasise that the
verses of Isaiah depicted in the mosaics had a very specific function, namely
to emphasise what was already evident when looking at the images depicted:
earthly peace between different creatures.

2 Electronic edition of the second printing of A New English Translation of the Septuagint, as published
by Pietersma - Wright 2007: 833-834; http://ccat.sas.upenn.edu/nets/edition/33-esaias-nets.pdf).

3 The year of the death of Theodoret of Cyrrhus is debated (Azéma 1984: 137-155).

4 Data checked on the Online Thesaurus Antiquorum Lectionariorum Ecclesiae Synagogaeque.
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Mosaic Pavements of the “Peaceful Kingdom” and of Peaceful
Assembly of Animals in Late Antique Cilicia and Isauria 5

Paradisiac scenes portraying the “Peaceful Kingdom of Isaiah” seem to have
been very popular in southern Asia Minor in Late Antiquity. In the regions
of Cilicia and Isauria (Fig. 1), three late antique church buildings (Karlik in
the Cilician Plains, Korykos, and Anemourion in Isauria) with an inscription
quoting a passage from Isaiah next to the figurative depiction, feature this motif.
A mosaic discovered within the so called temple-church at Elaiussa Sebaste also
matches the pacific animal relationships associated with the “Peaceful Kingdom”
iconography, but the inscription of Isaiah is unfortunately missing to date
(perhaps lost due to the illegal excavations of the building) and the iconographic
rendering shows some differences from previous models. Is it therefore possible
to include this mosaic within the list of the “Peaceful Kingdom” iconography?

In the present article, I will also shortly mention two additional case studies-
the mosaics of Mopsouestia and Dag Pazari- with peaceful animal depictions.
Although these two case studies cannot be included within those depicting the
motif of the “Peaceful Kingdom of Isaiah”, both the choice of animals and how
they are portrayed shows paradisiac scenes and appears very similar to the four
mosaics of Karlik, Korykos, Anemourion, and Elaiussa Sebaste.

Karlik

This mosaic, now preserved at the Archaeological Museum of Adana, was
discovered in 1958 by villagers in the small town of Karlik. The mosaic was
located in a three-aisled basilica, which was partially excavated by Michael
Gough in the subsequent year in cooperation with the Director of the Museum
of Ankara.®

5 I would like to thank especially Prof. Mustafa Sahin for the great support and Prof. Hugh Elton and
Dr. Sebastian Watta for the discussion and for the many useful suggestions on the topic.

6 Gough was able to excavate only the apse and the stylobate of the church for a total extension of 24.1
m x 17.5 m, since its western part had been covered by modern houses. A short description of the
building and of the mosaic can be found in Gough (Gough 1974: 411-419). In 2015, some news reports
announced the discovery of a “new” mosaic at Karlik, where an inscription also appears on the west
side of the western mosaic. No further information can be found on this mosaic, which still appears
to be under study. The similarity with the one found by Gough suggests that it is the same mosaic
that was previously completely excavated and can now be seen at the Museum of Adana. I am very

Figure 1
Map of sites mentioned in the article (by the
author).
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Figure 2
Plan of the basilica at Karlik indicating the
position of the panels (by the author).

Figure 3

“Peaceful Kingdom” mosaic at Karlik
(by the author, with the kind permit of the
Museum of Adana - Number: E-95351462-
155.01[155.01]-4853717, on 06.03.2024).

Figure 4

Detail of the “Peaceful Kingdom” mosaic at
Karlik (Foto of the Museum of Adana, with
the kind permit of the Museum of Adana
— Number: E-95351462-155.01[155.01]-
4853717, on 06.03.2024).

The basilica (Fig. 2) was a medium-sized building with a hypothesised
measurement of 35 x 17.5 m, very close in size to other known Cilician churches
such as Catioren, the west church of Alahan, and Hasanaliler. Looking at Gough’s
plan and description, it appears that the building was a three-aisled basilica ending
to the east with an apse slightly projected out of the eastern wall that encloses
the church to the east.” It was flanked by two rectangular rooms, the so-called
pastophoria, which could only be reached through the aisles. This architectural
feature was very unusual, as pastophoria usually directly connected to the apse in
order to facilitate the movement of the clergy. The area of the apse and sanctuarium
(or bema) were slightly higher than the nave and were covered, as were the aisles,
by flagstones. The nave, on the other hand, was completely covered by mosaics
(Fig. 3), divided in two panels oriented towards the apse. Both panels were framed
by a simple geometric pattern made of red, white, and yellow rhombuses against a
background of black squares and triangles (Fig. 4).

grateful to the Museum of Adana for the opportunity to publish the photo of the Karlik mosaic taken
by the author in 2019.

Furthermore, I would like to mention that a volume dedicated to the mosaics of the Hatay area will
soon be released as a result of the workshop that took place between June 13 and 19, 2022 at Hatay
Mustafa Kemal University of Antakya. In particular, with reference to the Karlik mosaic examined in
this article, see the article of Ovacik et al. (in press) on the mosaics of the Adana Museum.

7  As the two churches in Bodrum and the one in Kadirli (Ala Camii).
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Upon entering the church, one would have encountered the paradise-themed
panel first. Gough was able to reconstruct an approximate measurement of
the entire scene, approximately 7.5 m wide and 4.09 m long. Its border motif
consisted of double calyces in grey, black, and white colours, similar to those
present in the so-called “Barracks House” in Antioch (Campbell 1988: 88 pl.
228). Around the main field is a thinner band of white, red, and grey guilloche
on a black background.

The western area of the panel was blocked by a modern dwelling and was not
visible at the time of Gough’s excavation; however, now the mosaic can be
seen in its entirety in its present location at the Museum of Adana. The western
section includes a rectangular box with a geometrically-patterned lower band
(black rhombuses on a white background with inscribed white squares and a
circular decoration in the centre), above which a tabula ansata, flanked by a
geometric pattern of small black and white squares on the left and white floral
motifs on a black background on the right, is situated. The tabula ansata reports
the following inscription:

Twévvng motikog ympiov Kavdadapapovs
VIEP cOTNPiag E0VTOD

Ko TovTog Tod oikov avtod

gkapmoopnoey Ve’ v[dk]tidvo]g Bacthikiic

unvi Aptepusiov Etovg vo[iktidvog] vy’

John, the shepherd of the district of Kandaaaramon for his own salvation
and that of his whole house brought forth this fruit under imperial indiction
in the month of Artemision in the indiction year 13.

This dedicatory inscription can be combined with the one located on the second
panel to the east (see further on). Both inscriptions were laid in the early spring
(late March/early April), as the “month of Artemision” suggests. The year of the
indiction 13, is enigmatic, unless it is provided a rough guess of the time when
the mosaic might have been commissioned. Moreover, it is interesting to note
the toponym “Kandaaaramon.” As the ancient nomenclature of Karlik is still
unknown, it is possible that this “Kandaaaramon” might refer to the village of
Karlik, from where the shepherd John hailed.

Above the tabula ansata is a rectangular field (4.09 m x 7.5 m), decorated with
three rows of animals, both tame and wild, living peacefully together. Starting
from the first line at the bottom, one encounters on the left a stag intent on
nibbling shrubs sprouting from the ground, its gaze turned toward the edge of
guilloche. The stag is followed by an elephant and a tiger looking at each other,
and by a group of three animals-a peacock in the foreground and two quadrupeds
in the background-who frame the scene to the right. The second line above
shows four animals divided into pairs: starting from the left, a lion and an ox
feed from the same feeder, and to the right a bear looks towards a bull. Finally,
the top line can be divided into two scenes by the presence of a flower. On the
left, a pair of animals (a lamb eating grass in the meadow and a wolf looking up)
face each other. The scene on the right contains two separate pairs of animals
who stare intensely at each other: in the foreground a lizard and a viper, and
in the background a goat (or a kid) and a leopard. The entire panel, on a white

8 To be read as Kandalaramon or as Kouvramon as an error of the mosaicist? In the Life of Saint Symeon
the Younger is mentioned a village called Kouvramon in the territory of Seleukeia of Isauria (van den
Ven 1962: 194 n. 192).
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background, is embellished by shrubs which serve as food for the animals and
add an element of decoration to the scene. Two flowers also appear in the last
upper row, to the left of the lamb and after the wolf, to divide the scenes.

In each line above the beasts, the verse of Isaiah 11:6 appears, although with
slight variation from the Septuagint text. The inscription reads:

Koai cuvBooyetfioete? Akog petd dpvod k& mépdoic cuvvavameadontolo
gpipo xoi Adovll o0cl2 Bodg edymte Gyvpa xoi Bodg kai Gproc Gua
BooynOrov0e!d xai dpa to mdiod? avtov!® Ecwvran!e.

And the wolf shall be fed together with the lamb and the leopard shall lie
down with the kid: and the lion shall eat straw like the ox, and the cow
and the bear shall feed together, and their young ones shall be together.1”

As we can see, the text of the inscription seems to contain minor grammatical
errors and the animals are different from those mentioned in the Septuagint
version of Isaiah 11:6, but the meaning and the reference to the text is quite clear.

The mosaic is not an exact replication of the cast of animals mentioned in the
inscription or in Isaiah 11:6, but this was probably not the mosaicist’s main
purpose. Anyone seeing the mosaic accompanied by the inscription would have
probably associated the image with the idea that God’s kingdom, here spatially
represented by the church, brings peace. In this kingdom, animals demonstrate
how living beings with opposite characteristics may coexist harmoniously.

The second panel to the east, only preserved in the western part, is framed by a
border decorated with roundels on a white background. Each roundel enclosed
an object: geometric figures, palm trees, baskets of fruit, birds, and lizards. A
second, thinner border with a wave-crest pattern encircled the western panel,
made of a tabula ansata with a dedicatory inscription. It had an overall design
of rhomboid figures made of small grey squares and inside a decoration, which
recalls the outer border: birds, baskets of fruits, brunches of grapes, and goblets.
The inscription reports the following words (Gough 1974: 416):

‘Enti ZafPatiov tod OeooeP[eotdton]
npeoP[utépov] Nyovpévov kal Kovplakod
APYIOOKOVOL £YEVETO YNO®MGLG oDt

unvn Aptepiciov ivd[iktidvog] vy’ 18

This mosaic was laid in the month of Artemision in the thirteenth year

9 It should be transcribed as: cuppockndnoetat. At the time of Gough article was the first part of the
line still unexcavated, but now it is clearly visible.

10 To read as cvvavomovceTal.
11 Aéov.

12 oc.

13 Bookn0foovrat.

14 Tloudio.

15 Abvtdv.

16 Te.

17 Translation of the author. The Greek Septuagint version of Isaiah 11:6 reads slightly differently:
Kai cuppockndnioeton Avkog petd apvog, Kot mapdails cuvavarmadcetol £pipm, Kol Hosydplov Kol
Tadpog Kol Aémv dupa Bookndncovtat, kol Todiov pikpov d&et avtovg (and the wolf shall be fed to-
gether with the lamb and the leopard shall be refreshed together with the kid; and a young calf and a
lion and a bull shall graze together, and a small child shall lead them).

18 Transcription slightly modified from Gough 1974: 416.
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of the indiction, during the time of the very respectable priest senior
Sabbatios and Cyriacus the Archdeacon.!®

This inscription, like the previous one, gives the exact period of the year in
which the mosaic was made (spring period, March/April) and also provides us
with additional information. It was made at the time of the presbyter Sabbatios??,
probably a Jewish name or a local form that unfortunately does not appear in
the existing lists of clergy (Le Quien 1958), and of the archdeacon Kyriakos, a
name quite common in the region in Late Antiquity.?! A precise dating for this
mosaic is not possible, but it might be set between the late 51 century and the
early 6! century based on a comparison with the style of neighbouring mosaics,
especially the baptistery in the church of Mount Nebo (Piccirillo 1976: 55) and
the mosaics in Antioch (Campbell 1988).

Korykos

Korykos, a port-city located in the ecclesiastical province of Cilicia
(administratively Cilicia I), was situated along the main coastal road that
was leading from Tarsus to Seleukeia on the Kalykadnos. Despite its Roman
origins, the city flourished during Late Antiquity, when a great number of
religious buildings were built (Cortese 2022: 127-157). Unfortunately, modern
constructions cover much of the surface of the ancient city and private orchards,
which grow upon the already-excavated structures, make it difficult to examine
the buildings in detail today. However, in the 1930s Herzfeld and Guyer partially
excavated the so-called “Cathedral Church,” which contained a mosaic with
paradisiac imagery and an inscription from Isaiah (Herzfeld - Guyer 1930: 94-
110). Today this building is almost completely destroyed, except for the north
side of the apse and part of the north wall.

The “Cathedral Church” was a three-aisled basilica (Fig. 5). It was entered
through a tribelon by a narthex ending with an apse in its northern side, probably
used as a stoup feed by the nearby cistern located to the north of the structure.
Rows of Proconnesian marble columns divided the interior of the church into a
nave and two side aisles. The north side of the church was carved into the rock;

19 Translation of the author.

20 The form Zapfariog is locally attested in an inscription found on a sarcophagus of a ceramist in
Korykos (Keil — Wilhelm 1931: 678; Hagel - Tomaschitz 1998: 207). However, some local variants
such as Zavpatiog (Hagel - Tomaschitz 1998: 453) can also be found in inscriptions of Korasion (Keil
- Wilhelm 1931: 114 n. 166; 115 n. 177) and in Korykos (Keil - Wilhelm 1931: 199 n. 686; 206 n. 737,
172 n. 493b).

21 Keryakos or Kerykos (Cortese 2022: 198-200).

Figure 5
Plan of the “Cathedral Church” at Korykos
(modified after RBK 4, 211, fig. 12).
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Figure 6
“Peaceful Kingdom” mosaic at Korykos
(Budde 1972: 218 figs. 273-274).

two free-standing piers to the east located at the end of the columns’ stylobates
suggest that the church was a transept basilica.?2 An opening on the northeastern
side of the eastern wall (to be reconstructed also on the southeastern side)
suggests that the church had an eastern passage that connected, behind the apse,
the two side aisles of the church. Moreover, two doorways on the north and
south sides of the apse also led to the eastern passage.

The floor in the north aisle was decorated with opus sectile, as were the
intercolumns of the aisles, but floors of the apse and the bema (here the centre of
the transept) were instead covered in mosaics. Unfortunately, our knowledge of
the mosaic is related only to what was stated (very little) or graphically reported
by Herzfeld and Guyer, as shrubs and vegetation have now grown over the entire
surface of the church, covering and partially destroying the late antique floor.
However, a somewhat more detailed description can be attempted.

Only one part of the mosaic appears to have been excavated, allowing us
to notice two different types of decoration. The area below the ciborium
(represented in fig. 5 within the bases of four squared columns) had geometric
motifs (rhombuses, lines, and leaf motifs) enclosed within interlocking looped
strips. The mosaic depiction of the “Peaceful Kingdom of Isaiah” surrounded
this area and also appeared in the apse. Of it only a lioness, a leopard, and a
ram amidst floral decorations were visible at the time when the excavations
were carried out (Fig. 6). Above them, a fragment of an inscription has been
preserved, which was wrongly reported by Herzfeld and Guyer as “xoi napdoiig
cvvavaravcetat knpio kai” (Herzfeld - Guyer 1930: 107).23 It should be instead
read, as underlined also by Russell (Russell 1987: 73), as a two-line inscription
partially reporting the verse of Isaiah 11:6 with the following words:

Kol TAPSUAIG GLUVOVATODGETOL EPIPQ
mwadiov pikpov d&et antog.

The leopard shall be refreshed together with the kid, and a small child
shall lead them.

Amidst the beasts is a tabula ansata with a dedicatory inscription (Foss 1977:
282-288; Herzfeld - Guyer 1930: 106-107):

00 10 dvopa 6 Koprog yi-

VoKL e0EAUEVOG

VIEp cwTnpiog Eavtod

Kol Tovtog tod oikov

avTod TV VMV

OTESMKEV.

yuo(?)

He, whose name God knows, having prayed for his own salvation and of
that of his whole house, his prayer was rendered??.

It is interesting to note the unusual arrangement of the mosaic. It does not face,
as one would expect, toward the east but rather toward the north, as if designed

22 Not reported in Herzfeld’s plan but in that of Hill (see Hill 1996: 116-120). The fact that the transept
is not projected outside the width of the church is not an unusual feature for Cilician churches (see for
example the so-called “Transept Church extra muros” in Korykos).

23 The same mistake was made by Gough in two articles (Gough 1954: 61, footnote 1 and Gough 1972:
211).

24 Translation by the author.
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to be seen by those who came into the transept from the south aisle. Having
ascended the bema, the visitor then followed the development of the scenes by
proceeding around the apse.

Representations of animals were not only present in the mosaics but also in the
limestone capitals of the triumphal arch of the basilica. The northern capital
still stands; however, the southern capital was found collapsed. The capitals’
decoration is identical. In the lower part, both capitals have acanthus leaves of
different sizes (alternating between higher and lower leaves), while in the upper
part, above the higher leaves, three animals appear: at the sides two ram heads and
in the centre a peacock with an open-wheeled tail. On a stylistic basis, the capitals
can be dated in the late 51" century, as comparative cases from Constantinople
and Syria suggest (Kautzsch 1936: 93 n. 269; Hild et al. 1990: 211, 337-338;
Zollt 1994: 216-218; Peschlow 2004: 76). The visitor was therefore welcomed
into the entire sanctuary area by animal depictions that introduced the paradisiac
theme, rendered both in stone and mosaic.

Scholars have made numerous conjectures regarding the dating of the mosaic.
Herzfeld thought that the church was built at the beginning of the 5 century
AD, basing his theory on the dedicatory inscription that concludes with the
letters “ypa.” He proposed that a certain Theognost (interpreted from the
translation of the first line) made the dedication of the mosaic in the year 741
of the Seleucid era, that is 429/430 AD.2 However, as underlined later by Foss,
there are three objections to these considerations. First, the formula “o0 10
6vopa 6 Koprog yivdokt” is very widespread in Late Antiquity and expresses
the hope to become one of the elects in paradise. Moreover, Cilicia showed a
great variety of chronological systems and the Seleucid era might be only one
of the possibilities (Foss 1977: 283). Furthermore, the first of the three letters at
the end of the inscription must be read as a sampi rather than a psi, as suggested
by Glanville Downley, and, therefore, if we would consider the three letters a
temporal indication, the year would be 941 of the Seleucid era, or 629/630 AD
(Forsyth 1961: 137).

But how to get out of this complicated question about the dating? An interesting
suggestion has been given by Foss, who considered the three letters “yua’ not a
temporal indication, but an isopsephism of the name of the donor or, less probably,
as the equivalent of a blessing or prayer (Foss 1977: 284-285). Following this
hypothesis, therefore, the only possible dating would be that provided by the
above-mentioned capital with animal protomes to the end of the 51 century AD,
which would place our mosaic perfectly in the period when the other “Peaceful
Kingdom™ mosaics were produced in the regions of Cilicia and Isauria.

Elaiussa Sebaste

The city of Elaiussa Sebaste was located few kilometres to the north of Korykos,
along the coastal road which connected Tarsos to Seleukeia on the Kalykadnos.
It reached its greatest expansion between the second and third centuries AD and
then in Late Antiquity, when numerous churches were built both on the land
strips between the theatre and on the so-called “peninsula.”26

25 Herzfeld interpreted indeed the first letter as a psi (Herzfeld - Guyer 1930: 108).

26 Three volumes and many articles have been written on the archacological site of Elaiussa Sebaste by
the excavation group “Roma La Sapienza” between 1999 and 2019 (Equini Schneider 1999; 2003;
2010).
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Figure 7
Temple-Church at Elaiussa Sebaste as
seen from above (© Archivio Missione
Archeologica  Italiana, Universita la
Sapienza).

Figure 8

Plan of the Temple-Church at Elaiussa
Sebaste (© Archivio Missione Archeologica
Italiana, Universita la Sapienza).

In the 1t century AD, a peripteral temple of a composite Corinthian order was
erected on top of a promontory overlooking the southern side of the urban area
(Fig. 7)%". Its prominent location guaranteed its visibility from both land and sea.
The temple was dedicated to a deity whose identity has not yet been established.
During the early 51 century AD?8 a Christian complex,2° was constructed within
the already dilapidated temple, reusing most of the material from the earlier
pagan structure (Borgia 2019: 366). It consisted of a small chapel built at the
centre of the old building, adjacent to an open-air courtyard that was located
in the southern area of the podium. A series of rooms was most likely arranged
around the courtyard in the northern sector of the cella and of the peristalsis
(Elton et al. 2007: 25-29; Borgia 2008: 249-276). The southern side of the cella
was fully occupied by the chapel, whose apse wall was formed by filling in
the spaces between the reused columns of the temple with opus quadratum and
also by adding new limestone blocks. Stairs from the lower ground to the new
structure were built next to the apse, probably in Late Antiquity.

This very small chapel (11.35 m x 7.3 m)3° was made of a central nave and no
aisles (Fig. 8) and accessed through entrances on the north and west walls. A
wall enclosed the eastern side of the church. Two side chambers were located
on the north and southeastern sides of the structure. The north side chamber was
a baptistery, attested by the presence of a small baptismal font. The font, made
of four large white limestone blocks, was positioned in the southeastern corner
of the room. The baptistery floor was covered in polychrome marble and opus
sectile with geometric motifs (white squares and rhombuses inscribed in grey
squares of limestone).

27 All the photos from Elaiussa Sebaste have been published with the kind permit of Prof. Annalisa
Polosa (Universita Roma “La Sapienza™) 18.01.2024.

28 The chronology is based on several archaeological elements, which demonstrate an effective revival
of the city in this period, both at the stratigraphic level and by comparisons of the mosaic.

29 The complex has not been fully excavated and too little is currently known of the rooms to the north
and south, but it would be an interesting case study to deepen.

30 Two very interesting contributions on the temple-church of Elaiussa Sebaste have been recently
published by Emanuela Borgia (Universita Roma “La Sapienza”), where also a chronological
development of the main phases of the building from the early 15 century AD to the post 13t century
AD (final destruction due to an earthquake) has been provided: Borgia 2019: 365-384; 2020: 423-432.
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The floor of the nave was paved with limestone slabs, while the bema and the
apse were decorated with a polychrome mosaic of a paradisiac scene depicting
different types of animals. This mosaic, excavated by M. Gough in 1952-
1953, has been damaged; only a few fragments remain (Gough 1954: 49-64).
Fortunately, Gough’s drawing (reported here after the reworking of the Missione
italiana “Roma La Sapienza”) allows us to partially reconstruct it (Fig. 9).

Figure 9

Reconstruction of the mosaic at Elaiussa
Sebaste after Gough’s description (©
Archivio Missione Archeologica Italiana,
Universita la Sapienza).

The whole mosaic is framed by a border made of a two-strand twist in grey,
white, red, and pink that forms small decorative circles and rhombuses (Fig.
10). The interior of the mosaic is divided into two fields by a simple strand that
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Figure 10

Detail of the two-strand twist of the “Peaceful
Kingdom” mosaic at Elaiussa Sebaste (©
Archivio Missione Archeologica Italiana,
Universita la Sapienza).

encloses the upper part, or rather the apse. In this upper field are five birds and
a fish. The bird located in the top left is the only one preserved to date (Fig. 11)
and can be recognized as an eagle, its wings outstretched and its eyes peering
outward from the mosaic. Another bird with elongated wings appears on the

Figure 11
Detail of the eagle in the “Peaceful Kingdom”
mosaic at Elaiussa Sebaste (by the author).
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opposite side, its eyes looking toward the inside of the mosaic as if to guide
the viewer to a central panel surrounded by a border. Even in Gough’s time this
central panel of the mosaic was not preserved, but it can be reconstructed as
the location of an inscription bearing the verses of Isaiah 11:6-7. Looking from
left to right in the lower part of this eastern panel, one can see a bird pecking in
the ground. Its tail and beak are like that of a crow. This bird faces two others
who are placed in the centre of the scene, gazing at each other. On the left side
a mushroom, a leaf, and a flower separate the scene from a fish facing the two
birds.

The lower panel can be divided in two imaginary lines, not separated by any
physical border. In the upper section, looking from left to right a hunting dog
chases a curlew (easily recognizable thanks to its long beak), a duck, and a hare.
A floral motif separates the hare from the dog. The lower line of the lower panel
is lost in its right and left border and only the central animals are preserved.
Here, a flamingo walks in the direction of the outer edge of the mosaic, perhaps
towards another animal that is no longer visible today, and a goat faces the central
field. A bear is surrounded by vegetation (Fig. 12, a) and a bull looks peacefully
toward a group of three animals placed on the right side of the mosaic: a duck,
an ostrich, and a leopard (Fig. 12, b). The mosaic’s decorative elements suggest
a date to the late 5™ century, such as in the church of Oum Harteyn (Balty 1977:
n. 60-61; Hild et al. 1990: 339).

Is it possible to consider this mosaic as being part of the Peaceful Kingdom
themed mosaics?

This mosaic at Elaiussa differs partially from the previous ones found in Karlik
and Korykos and some considerations must be underlined. First, the spatial
organization of the two panels is less defined. Except for the subdivision between
an upper panel with flying animals (and a fish!) and a lower panel with land or
courtyard animals, there are no linear elements dividing the beasts. They seem
rather to coexist all together, separated only by flowers or plant ornaments of
various sizes. As for the choice of animals, one finds expected species-leopard,
bear, goat, and bull-but there are also new entries: an eagle, a fish, a large

Figure 12
Portions of the mosaic at Elaiussa Sebaste no
longer surviving (Gough 1954: pl. V.2, V1.2).
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Figure 13

Plan of the Necropolis Church at Anemourion
and location of the “Peaceful Kingdom”
mosaic (modified after Russell 2021: 4 fig.
1.3).

Figure 14

Photo of the eastern part of the Necropolis
Church at Anemourion with the standing
apse (by the author).

number of birds (unfortunately partly lost), and especially a hunting dog. The
latter, in particular, seems to clash with the otherwise peaceful depiction the
mosaicist creates. The dog chases a hare that, even as it courses away, turns
its gaze worriedly back at its pursuer. Again, however, a plant (larger than
the others) separates the two animals, as if to reassure the observer that the
hare is safe. And finally, this paradise-themed mosaic had a unique location. It
occupied the easternmost area of the nave in its entire width and also the bema
and apse of the small chapel. For these reasons, this mosaic cannot be included
properly within the list of the mosaics with a “Peaceful Kingdom” theme, rather
it would be more correct to include it among the mosaics depicting a paradeisos
scene, recalled by the peaceful representation of different animals and stylised
flowers.31

Anemourion3?

Anemourion was a harbour city located at the western end of Isauria. It enjoyed
an enviable position; it was on the sea route connecting Isauria to Cyprus, an
island to which it was also sacredly and visually linked (Cortese 2022: 41-53).
The city probably already existed in the 4™ century BC, expanding and growing
from its high acropolis in the late Antonine-Severan period. It suffered a setback
in the late 3" century AD, when it was captured by Shapur I in 260 AD. In Late
Antiquity, the city flourished anew, evidenced by numerous church buildings in
the lower part of the city.

A late antique, three-aisled basilica (25.3 m x 23.5 m, figs. 13-14) was built
in the necropolis, located to the northeast of the city. It underwent numerous
changes over the centuries. It was first built at the beginning of the 5" century as
a simple three-aisled basilica, with a rectangular annex of unknown function to

31 As underlined by Gough, it might be an interesting derivation of the myth of Orpheus charming the
beasts (Gough 1954: 59).

32 The city has been well excavated from 1966 until the mid-1980s by the Canadians. James Russell
published numerous reports of excavations in Anatolian Studies and a monography (Russell 1989:
1621-1637; Russell 2021).
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the south of the south aisle (phase 1). It was then expanded to the north around
the first half of the 5% century (phase 2) with the addition of both a northeastern
side chamber and a north corridor with mosaics and no direct access to the
church. In a third phase, dated around the middle of the 5" century due to the
discovery of a coin between the two levels of mosaics dated to the reign of
Theodosius 11 (408-450), the church was monumentalized. In this period a
narthex was built to the west, a small chapel was erected in the southeast (behind
the apse), and a baptistery was added to the end of the north corridor. Most of the
church was abandoned and served as a graveyard in a subsequent phase (phase
4), dated between the end of the sixth and the seventh centuries, after having
been destroyed by an earthquake in 580. In this period only the chapel and the
eastern half of the south aisle were used for worship. Finally, in a fifth phase
(dated in last years of the 12t and the beginning of the 13t century), a modest
chapel was built on the sanctuarium of the late antique church, reusing the apse
of the previous church (Russell 1977: 3-5; Russell 2021: 34-39).

The most interesting part of this church that concerns us is the bema, which
occupied the eastern part of the nave and was separated by the rest of the nave
by a chancel screen (Fig. 13). The stone base of the screen was located directly
on a lower mosaic pavement with inscriptions belonging to the first phase of the
church and it formed the west edge of the new mosaic, set above the previous
one.33 This mosaic (Fig. 15), probably dating from the mid-5™ century, extended
up to the apse. Unfortunately, the only remaining fragments visible to date are on
the south side. A border decorated with two-strand guilloche in grey/white and
pink/white colours encloses a scene depicting the “Peaceful Kingdom.” A dark
blue leopard and a kid (made of dark green, brown, and pink tesserae), separated
by a stylized tree growing on a raised ground, face each other; their muzzles
point toward the ground.

Above the tree from north to south runs an inscription with the following words:
[koi Toudiov] pkpov d&L avtovg Kol
napd[a]i[c] cvv[avar]adoet[ot Epipm]
(and a) little (child) will lead them and a leopard will lie down (with the
kid)

33 For a description of the lower mosaic, see Campbell (Campbell 1998: 46, 49).

Figure 15

Detail of the “Peaceful Kingdom” mosaic
of the Necropolis Church at Anemourion
(Campbell 1998: pl. XV).
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Figure 16

Noah’s Ark surrounded by animals on the
nave mosaic at Misis-Mopsouestia (Hachlili
2009: 67 fig. IV-8).

In this case, we see that the mosaicist chose an abbreviated version of Isaiah
11:6-7, reversing the order of the verses as found in the Septuagint. In fact, the
child here is mentioned before the leopard. However, the primary intent of the
designer was not a strict adherence to the text, as the previous mosaics have
already shown. The image is unfortunately incomplete on the north side, but
based on comparison with similar mosaics, it is possible to imagine that another
pair of animals-a lion with an ox, or a wolf with a lamb-was depicted here,
separated by vegetation.

The mosaic was located facing the apse, making it clearly visible to those who
looked toward the altar from the nave. In fact, it was meant to cover the entire
width of the sanctuary and was placed between the altar and the end of the bema.

Mopsouestia

In 1955, Ludwig Budde and Helmuth Bossert discovered a floor completely
paved with mosaics within an extra muros structure (37 m x 25 m)34 built outside
the city walls of Mopsouestia (Budde 1969). The mosaics were distributed
throughout the main hall in the nave and aisles.?>

At the centre of the nave, a band of animals was depicted, framed by a simple
strand. They move peacefully around the most relevant topic of the mosaic (Fig.
16): a chest bearing the inscription “Kimtog Ndep” (Noes’s ark) on the inside
of the lid. A dove slips into the chest through an opening in the right side of the
chest; a second dove is visible inside the chest. Around this representation of
Noah’s ark, animals are lined up in two concentric zones that seem to have the
same subdivision as in Elaiussa Sebaste. Various types of flying animals occupy
an inner zone closer to the chest. These birds, among which can be identified a
duck, a peacock, a chicken, and a goose, are in different poses: some fly, while
others walk. Land animals-such as a panther, a deer, a lion, a dromedary, an
elk, an ox, a leopard, and an ibex-appear in the outer zone. No plant elements
are present to internally divide the two fields, and the land animals are depicted
walking over terrain that is alternatingly flat and hilly.

34 The interpretation of the building is very debated. The scholars are divided between those who retain
that it was a Christian Basilica (Budde; Hild, Hellenkemper, Hellenkemper-Salies; Hill) and those,
who support the hypothesis that it was a synagogue (Kitzinger, Avi-Yonah, Buschhausen). For a short
summary on the problematic, see Cortese (Cortese 2022: 241-243).

35 Also these mosaic floors have recently been brought to the Museum of Adana.
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This mosaic does not portray the “Peaceful Kingdom” scene from Isaiah 11:6-7,
but rather seems rather to be a reference to the story of Noah in Gen. 8: 10-20. At
the end of forty days aboard the ark he made, Noah opens a window to send out a
dove, who returns to him without finding a resting place. After seven more days,
Noah sends the dove out from the ark again; this time she returns, bringing an
olive leaf in her mouth. Noah removes the covering of the ark and sees that the
surface of the ground is dry. At God’s command, he then brings down his family
and every animal from the ark: “And all the wild animals and all the domestic
animals and every bird and every creeping thing that moves on the earth went
out of the ark according to their kind (Gen. 8:19; Pietersma - Wright 2007: 11)”.

Although the above verse is not quoted on the mosaic with an inscription, anyone
observing the Mopsouestia mosaic would have called to mind this scene from
Genesis in which Noah carries his family and all kinds of animals to safety.
The mosaicist pays great attention to depicting the most diverse types of birds
and land animals, both wild and tame. All seem to move harmoniously around
their ark of salvation. This mosaic, thus, does not depict the peaceful image of
paradise as described in Isaiah 11:6-7, yet it still portrays a tranquil and almost
heavenly image of docile and wild animals moving in a unified manner. The ark
at the centre of the mosaic may be intended as a representation of the church,
which guarantees salvation on personal and communal levels.3¢

The dating of the mosaic is a controversial topic. L. Budde initially proposed
an early dating to the first half of the 5" century AD (Budde 1960: 116), later
corrected to the 4t century in his two monographs on the mosaics of Cilicia
(Budde 1969: 32-33; Budde 1972: 27). This dating does not find consensus
among scholars, who instead support a date to the late 51" or middle of the 6%
century.3’ In particular, they rely on the similarity of this mosaic to two others:
a mosaic with three rows of animals-birds, larger beasts, and smaller animals-
discovered in the synagogue of Jerash in Jordan (Clements 2010), and a mosaic
found during the 2016 excavation campaign in the fifth synagogue of Huqoq
in the lower Galilee (Magness et al. 2017, 1-7; Magness 2019: 24-38). In the
Huqoq mosaic, two large panels depict Noah’s Ark (2.15 m x 2.86 m) with male
and female pairs of animals including a lion and a lioness, snakes, donkeys,
camels, ships, elephants, bears, ostriches, foxes, and leopards; the ark appears
as a wooden box supported on legs. The location in the nave and the wooden
material and pattern of the ark are strikingly similar to that of Mopsouestia,
although in Huqog the scene turns out to be much richer and more densely
populated with animals.

Dag Pazan

The name of the ancient town that today bears the name Dag Pazar1 has not yet
been discovered with certainty;3® we do know, however, that it was an important
settlement from the 4t or 5t century BC until at least the 71 century AD. Despite
its marginal location in relation to the region’s main arterial roads, due to its
proximity to the Pre-Taurus Mountains, it must have had at least three churches
in Late Antiquity. In one of these churches-a basilica intra muros excavated by

36 The topic “Noah and the Ark in early Christian art” has been treated by Pillinger and Avellis (Pillinger
1978: 97-102; Avellis 2008: 19-45).

37 For a short summary on the different approaches, see the Reallexikon zur Byzantinischen Kunst 1V
(Hild et al. 1990: 332-334).

38 Several proposals have been made about it (Koropissos, Dalisandos) but none can be proved with
certainty.
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Figure 17
Plan of the basilica intra muros at Dag Pazari
(Hill 1996: fig. 27).

Gough between 1957 and 19583%-a mosaic in the narthex depicting animals and
vegetation deserves mention. This mosaic, like the previous one in Mopsouestia,
cannot be considered as a direct representation of the “Peaceful Kingdom of
Isaiah.” As we shall see, its scene differs greatly from the motif characterising
this genre, being rather included in the so-called “inhabited scrolls” mosaics
(Hachlili 2009: 111-147). However, the peaceful depiction of animals, designed
as a symmetrical and geometrical pattern within vine branches and trellises
issuing from an amphora, makes this mosaic worth considering alongside other
Cilician examples, as it is a harmonious depiction of the natural world.

The mosaic was housed within a three-aisled basilica (26 m x 18.5 m), which
was separated by colonnades (Fig. 17). To the east, it has an inscribed apse
flanked by two side chambers; behind the apse is an eastern corridor with a
central subsidiary apse. To the south a narthex,* not aligned with the rest of
the basilica, was donated in the time of Bishop John Elpidius and restored by
a Bishop Longinus, as reported by two inscriptions (Gough 1965: 409). A coin
of Arcadius (395-408) was found below the paving to the east of Longinus’
restoration and for this reason the building was dated to the early 5" century
AD. In a later phase, a baptistery with a monolithic octagonal limestone font was
built to the northwest of the narthex.

The main feature of the intra muros basilica is the above-mentioned mosaic
floor, which covered the entire narthex (16.5 m x 4.94 m). It consisted of two
parts; the southern one is a later repair. A rather broad border made of looped
circles and ovals containing rhombuses and circles framed the mosaics. The

39 A lengthy report on this building is missing, but some short excavation reports can be found in
different contributions of Gough (Gough 1958: 644-646; Gough 1959%a: 8; Gough 1959b: 3-4; Gough
1965: 410-411).

40 Gough argues that it is an element added in a second phase, but its obliquity rather suggests, as pointed
also by Hill, that it was built together with the church but perhaps on previous structures already
present in situ (Hill 1996: 152-153; Hill 1998: 326-330).
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northern section (Fig. 17, light red and Fig. 18) has a design of three very regular
lines made of interlinked roundels containing different types of birds flanked by
vegetation, sacks of fruit (pomegranates, pears, and apples), and chalices from
which vegetable tendrils come out. Rhombuses decorate the spaces between
the roundels. In the centre of the whole scene is an inscription recording the
construction of the narthex and the laying of the mosaic by the Bishop John
Elpidius. The mosaic was richly coloured with white, yellow, red, brown, and
grey glass tesserae. Another inscription is visible near the border with the words:
“Lord, aid Anastasius the priest and Abba” (Gough 1958: 645).

The southern part of the mosaic, however, shows a completely different motif
(Fig. 17, light yellow, Fig. 19). In the centre is an amphora from which an
elaborate vine scroll issues, its branches ending in grape slices. A fat sheep is
represented to the right of the amphora. In all likelihood, this sheep must have
had its counterpart on the left side of the amphora, yet this section is now lost.
Within the scroll are great varieties of birds (turkey, swan, crane, goose, rooster,
heron, pelican, duck, flamingo, small sparrows, pheasant, etc.). They rest on the
vine scroll branches and are surrounded by decorations made of grape leaves.*t A
hare, easily recognizable thanks to its long ears, feeds on a leaf of the grapevine.
This hare is the only animal appearing in the remaining parts of the scene that
does not fly. Above the amphora and surrounded by the two central branches is
the inscription which records the restoration of the mosaic by Bishop Longinus.
This inscription is contained within a red roundel flanked by two doves.

41 A similar mosaic can be seen in the museum of Bet Ed-Din in Lebanon. There are depicted two
amphorae, each with a vine growing from it. Its tendrils form medallions enclosing animals: on one
side a gazelle, on the other a sheep, a hare, a wild boar, and a lion (Metzger 2010: 143—170).

Figure 18
Detail of the northern section of the mosaic at
Dag Pazar1 (Hill 1998: 328 fig. 25.10).



The Peaceful Kingdom of Isaiah in Late Antique Mosaic Pavements ... / Kilikya ve Isaurya Kilise Yapilarinin Geg Antik Dénem Mozaik ... 33

Figure 19
Detail of the southern section of the mosaic
at Dag Pazar1 (Budde 1972: 214 fig. 262).

The two bishops mentioned in the inscriptions cannot be identified, but the dating
proposed for the two mosaics is the first part of the 5t century for the older one,
when the structure was converted into a Christian basilica, and the end of the
5t century for the restored mosaic, suggested by the style of the mosaic itself
and the coin of Arcadius found underneath Longinus’ repair. A mosaic similar
to the repaired one was found in a structure whose function cannot be identified
and which was located on the northwest side of the city of Seleukeia on the
Kalykadnos (just below the acropolis).#? In this case, the mosaic, also dated to
the 51 century, reproduces circles made of vine scrolls that enclose figures of
animals. Unlike the mosaic at Dag Pazari, however, the animals depicted are
mainly land animals: a jumping dog with fluttering dog leash, a running goose,
a jumping goat, a jumping panther, an elephant, and a horse.

As we have seen, the mosaic of Dag Pazari differs greatly from the previously
described mosaics of the “Peaceful Kingdom.” In this example the animals do
not happily graze in the same environment; rather, they are separated from each
other by vine racemes. In addition, this mosaic does not depict both wild and
docile animals, as usually happens when accompanied by the inscription of
Isaiah 11:6-7, but only birds, with the addition of a hare. Furthermore, there
is no biblical reference. For these reasons, despite the great similarity of the
animals here represented with those of Anemourion, Korykos, Elaiussa Sebaste
and Karlik, the Dag Pazar1 mosaic cannot be counted among depictions with a
“Peaceful Kingdom of Isaiah” motif. Rather, it belongs to a broader category
of peaceful animal depictions and combines the motif of the fountain of life or
fountain of paradise with the ‘populated’ vine, which grows out of a crater in
the middle of the mosaic field. Finally, a last note regarding the location of the
mosaic: it was in the narthex of the church and not in the bema or apse, as we
have been able to observe for the “Peaceful Kingdom” mosaics. This fact, as we
shall see in the conclusion, is a significant clue to understanding the function of
the paradisiacal mosaics.

42 Budde calls this mosaic, found in Cami Kebir Mahallesi of Seleukeia in 1969, “Tier-Rankenmosaik
Asarkaya” (Budde 1972: 162-163).
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Similar Mosaic Depictions of the “Peaceful Kingdom” from East and
West

Mosaics representing peaceful scenes with animals and plants are very wide-
spread in the East and can be attested in numerous structures that have differ-
ent functions.*3 Nevertheless, in this section only those found that reference the
verses from Isaiah 11:6-7 or Isaiah 65:25 will be considered, namely the mosaics
of M&’in, the Meroth synagogue (Fig. 1) and the Mariana church.

In the Church of the Acropolis at Ma’in (in Jordan, at about 8 km southwest
of Madaba), which can be dated between 719 and 720, a mosaic pavement of
flanking animals was found in the north annex of the building, accompanied by
an inscription from Isaiah 11:7 or by the slightly varied parallel Isaiah 65:25 (de
Vaux 1938: 227-258; Piccirillo 1993: 58-59). The mosaic, which is now almost
completely destroyed, probably covered the whole annex. It originally featured
three fields; however, only part of two adjacent rectangles is left. Both rectangles
are framed by two borders: a wide three-strand guilloche border on the outside
and a thinner border made of small brown pyramids on the inside, closest to
the two panels. The “Peaceful Kingdom” scene is only partially preserved and
occupies the eastern rectangle of the mosaic (Fig. 20). The verse “and the lion
will eat straw like the 0x™** provides an interpretation of the image, today lost
due to iconoclastic interventions in the Umayyad or Abbasid period (de Vaux
1938: 256), which modified the scene on the left side of the field (Watta 2018:
88). This lost image consisted of an ox in front of a fruit-bearing tree-later
greatly modified with the depiction of a tree trunk covering the ox’s body (only
two paws, a tail, a bush, a hump, a hoof, and the points of two horns of the
animal remained visible)-and flanked on the right by a kantharos from which
vine scrolls emerge. The entire right half of the field, once probably depicting a
lion, has been destroyed.

43 Between the mosaics that depicted paradisiac scenes and that show similarities with the Cilician and
Isaurian case studies, I mention here two examples from Asia Minor: the mosaic pavements of the two
churches of Akdegirmen Hityiik and Hiilimen (Candemir - Wagner 1978: 205-210 and 218-226). In
the first building, a central structure with exedras and a mosaic with a Paradise representation, dated to
the first half of the 5t century AD, occupy the central space of the building completely. Tame animals
are arranged in rows one above the other; between them are numerous trees and plants. In contrast,
the central nave of the basilica of Hiiliimen, contains larger fragments of two mosaic fields, in which
a wide border strip frames a geometrically structured central part (with octagons and meander knots)
with animals lined up next to each other. Here, unlike the previous mosaic, there are not only tame but
also fierce animals alternating with peaceful beasts, as in the “Peaceful Kingdom” mosaics. However,
the inscription of Isaiah 11:6-7 is missing. Another mosaic without inscription but inspired by Isaiah
11:6-7 and depicting a pair of animals facing each other next to a fruit tree was discovered in 2007,
in a funerary chamber at Frykia village in northern Syria (Abdallah 2016: 1-9). Here, the paradisiac
iconography evokes the notion of eternal life. Moreover, two more examples from Mount Nebo
(Jordan) reproduce peaceful scenes. In the western panel of the nave of the Church of the Holy Martyrs
Lot and Procopius at Mukhayyat there is a mosaic depicting two bulls flanking an altar, accompanied
by the biblical verse from Psalms 51:21: “Then they shall lay calves upon thy altar” (Piccirillo 1993:
164-165 fig. 213). In the threshold area of the western entrance to the “South Baptistery” of the Moses
Basilica on Mount Nebo (dated 597 AD), an inscription passage reports the words: “Peace for all [...].”
Below the baptismal font in the bema is a heavenly scene with animals of different kinds flanked by
trees, peacefully coexisting. Absent from the scene is any inscription of Isaiah 11:6-7, and the only
visible animals to date are two gazelles (Watta 2018: 69-70). One more example must be cited. At
Khilda, in the western suburbs of Amman, a church dedicated to St. Varus and dated to the end of
the 7t century AD, has been excavated in 1994. In the north hall was found a mosaic with a palm
tree flanked by a lion and a zebu with no inscription but recalling the “Peaceful Kingdom” theme
(Najjar - Sa’id 1994: 547-560). An interesting case study worth mentioning is also the mosaic in the
north church of the Huarte complex (located at 15 kilometres to the north of Apamea). In the nave,
opposite the bema, is the depiction of peaceful animals in static pose surrounding the figure of Adam
(Wisskirchen 2002: 137-156).

44 In Greek the inscription reports the following words: “kai Aéwv md¢ Bodg eay(ovtar dyxvpa)”. The
transcription of the inscription comes from de Vaux (de Vaux 1938: 233).
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Figure 20

Remains of the “Peaceful Kingdom” mosaic
in the Church of the Acropolis at Ma’in
(Hachlili 2009: fig. IV.8.b).

This mosaic has similarities with several examples mentioned previously.
With its original pre-Iconoclastic forms, the Ma’in mosaic must have closely
resembled the mosaics of Anemourion, where a tree separates a leopard and a
kid, and Korykos, where images of a leopard, a ram, and a lioness are shown
below the inscription. The quote from Isaiah differs, but the combination of
figurative representation and biblical citation thematises and stages the hope of
a life in the kingdom of peace instituted by Christ. Moreover, the Ma’in mosaic
bears a certain likeness to the scene reproduced in the middle row of the Karlik
mosaic, where a lion eats together with an ox and a trough separates the two
figures.

However, the location of the mosaic within the church complex of Ma’in differs
from the examples we have seen from the churches of Cilicia. This particular
mosaic is located in a northern annex, and it may have covered only the eastern
part of that room.*> The churches of Cilicia, as we have seen, often contain
pavement mosaics in the main body of the basilica, often in the bema or nave.

In a similar example, a floor mosaic in the hall of the beth midrash of the early
7t century AD synagogue at Meroth (in the eastern part of Upper Galilee)
depicts Isaiah’s vision of the End of Days as perfect peace over all nature. The

45 De Vaux argues that the north annex was used as a baptistery because the verse from Isaiah 11 was
used as a reading during baptism (de Vaux 1938: 234). Nevertheless, there is no archaeological
evidence to support the function of the annex as a baptistery.
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mosaic, which is unfortunately poorly preserved, originally consisted of three
panels to the south of the hall. The main panel in the centre shows a scene with
the remains of a lamb to the right of an amphora and a wolf to the left, framed
by a thin border with rectangles. The building, excavated between 1984 and
1986, was built at the end of the 4" and the beginning of the 51 century (llan -
Damati 1987: 87-96). The longitudinal axis of the building runs from north to
south and the entrance is on the south side. In front of the facade was a portico,
which opened into a courtyard that occupied the entire south width and that had a
wing flanking the building to the east. An opening in the northeastern wall of the
synagogue allowed one to enter from the courtyard into the hall without using
the openings in the front. This arrangement enabled one to enter and leave from
the side during prayer with minimal disturbance. The prayer hall was divided
in three aisles by columns, and on the southwestern side was a squared, vaulted
storeroom.

In the first half of the 51" century, the synagogue changed orientation. The facade
was transfered to the north side of the building with three doorways. The earlier
entrances on the southern wall were sealed and on the west side staircases were
built, probably to lead to an upper floor. The courtyard to the south became a
study hall (Beth Midrash) completely separated from the synagogue, with no
point of access connecting the two areas. In this room, a mosaic was laid in the
early 7t century. It is now partly destroyed. It depicts a vessel, with a lamb to the
right and a wolf to the left. The scene is framed by two borders: a wider one with
double calyces in grey, black, and white colours, similar to those of the basilica
in Karlik, and a thinner one with brown dentils. In the centre of the image, above
the chalice and the two animals, is an inscription in Hebrew with the following
words from Isaiah 65:25: “The wolfand the lamb will graze together” (translation
by Hachlili 2009: 227). This mosaic, a century earlier than the mosaic of Ma’in,
thus shows the presence of the paradisiac theme accompanied by the biblical
quotation of Isaiah, even in Jewish contexts. However, in this case, the depiction
is located not in the main hall of the synagogue, but in the study hall separated
from it.

Finally, a last case study very similar to the Cilician and Isaurian ones comes
from the West: the mosaic of the late antique basilica of Mariana (Corsica).
The basilica was excavated between 1959 and 1961 by Geneviéve Moracchini-
Mazel, who found a three-aisled building with a cruciform baptistery located
southeast of the apse (Moracchini-Mazel 1965: 51-59). The building was
accessed through a narthex with two openings located on the north and south
sides. A single central entrance led to the main nave, which was separated from
the side aisles by columns. On the east side of the basilica was a raised bema
with a slightly trapezoidal shape, above which an altar was placed, and a very
well-preserved mosaic was located.

The mosaic can be divided into three panels, all included within a guilloche
border. The westernmost panel features looped circles, distributed according to
a square scheme (five circles each side, alternately small and large, Fig. 21).
The core of the panel is made of four octagonal spaces between the branches of
a cross, the lines of which curve according to the circle from which they arise.
Only one of these octagonal shapes, which contains the design of a dolphin,
has survived. The circles are decorated with flowers or stars of various types
standing out on a white background. The second panel in the middle housed
the altar, of which only a base remains. On either side of the middle panel were
floral depictions. A tree replete with leaves and fruit is clearly recognizable on
the right; however, the figure on the left is difficult to reconstruct.
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Figure 21

Reconstruction of the mosaic covering the
bema of the basilica at Mariana (Moracchini-
Mazel 1965: 139 fig. 2).

The “Peaceful Kingdom” motif can be found in the mosaic’s easternmost panel.
Its central location behind the altar and just in front of the apse is similar to
the mosaics from Anemourion, Korykos, and Elaiussa Sebaste. It occupies a
rectangular space measuring 3.2 m x 0.9 m. It is in a poor state of preservation,
as its left half has almost completely disappeared. The left and right edges of the
scene depict masonry, beside which two animals stand opposite one another. Of
the left animal, only part of the rear leg is recognizable; of the right animal, an
ox the horns, body, and three of its legs can be seen. Separating the two animals
is a partially preserved image of a manger filled with hay. The Latin inscription
placed between and above the two masonry figures reads:

[Leo et bos simul p]aleas manduc[abunt]
The lion and the ox will eat straw together

Thanks to this inscription, which refers to Isaiah 11:7 and Isaiah 65:25, we can
assume that the animal depicted on the left must have been a lion. The quotation
in the inscription differs slightly from what is reported in the Latin version of
the New Vulgate: “et leo quasi bos comedet paleas” (Isaiah 11:7) and “leo et bos
comedent paleas” (Isaiah 65:25). Nevertheless, in the Old Version and in the



38 Arabella Cortese

Hexaemeron Libri Sex of Ambrose (Ambr. Hexaem. 5.2.6) the same words of the
inscription appear: “leo et bos paleam manducabunt.” In the West, the mosaic of
Mariana is unique since it pairs an inscription from Isaiah 11:7 or Isaiah 65:25
with the depiction of the “Peaceful Kingdom” motif.

Archetypes and Similar Thematic Motifs from Secular Contexts

This section will briefly consider secular instances of animal representation in
mosaics, paying special attention to how such representations may inform our
understanding of the “Peaceful Kingdom” mosaics. What, if any, might have
been the background or the prototype for mosaics with “Peaceful Kingdom”
representations?

Mosaics illustrating rural life often include depictions of animals. These pastoral
depictions vary, but frequent topics include hunting or chase scenes, the philia
(friendship) among animals, and scenes occurring in vineyards or farmlands.
Hunting scenes were particularly popular motifs on mosaic floors in the Greek
and Roman world, and frequently appeared in inhabited scrolls (Lavin 1963:
179-286). The scenes vary in their presentations, but the theme is always the
same: a hunter, enclosed in a medallion, appears on foot or mounted on a horse,
holding a spear or lance in efforts to strike a wild animal, who is surrounded
by a different medallion. However, more relevant to our current examination
are two other types of animal depictions: mosaics which represent the philia
between animals, and mosaics featuring Orpheus or a shepherd, surrounded by
or enchanting beasts. Both pastoral depictions bear certain similarities to our
“Peaceful Kingdom” mosaics and together, they constitute an archetype.

A 5" century AD mosaic in the “Hall of Philia” at Daphne (modern Harbiye,
Turkey, located near Antioch) provides an example of giAia tv {dov (“animal
friendship™).#¢ The mosaic, now preserved at the Baltimore Museum of Art,
depicts fierce and tame animals facing each other (lion and ox; tigress and
boar; leopard and goat; lioness, stag, and bear). Trees separate the animals,
and between the lion and the ox, “@1Aia” is inscribed. The way the animals are
arranged in this mosaic (placed facing each other interspersed with trees and
plant elements) and the fact that a ferocious animal is flanked by a docile one
are all overtly reminiscent of the animal depiction of the “Peaceful Kingdom”
mosaics described earlier.

The iconography of Orpheus,*’ playing his lute to calm animals gathered around
him, may serve as an archetype of the messianic vision of peace on earth found
in the “Peaceful Kingdom” mosaics. In representations of Orpheus, he is usually
located in the centre of the scene, seated on a rock, sometimes in a landscape
surrounded by animals (Hachlili 2009: 72-79). He wears a Phrygian cap and is
dressed in a short Phrygian tunic or a chiton, as in the 2t century AD mosaic
of Edessa or in the 3" century AD mosaics of Tarsus and Adana (Budde 1972:
20-24; Hild - Hellenkemper - Hellenkemper-Salies 1990: 320). This Orphean
theme, widespread throughout the Mediterranean basin in mosaic pavements,
catacomb frescos, vessels, and sarcophagi, is sometimes interpreted according
to the Christian version of the Good Shepherd (Vieillefon 2003). An interesting

46 Another example of mosaic portraying the philia between animals is that preserved at the
Archaeological Museum of Madaba, formerly part of the Farid el-Masri house. In a central medallion
is enclosed a head of male figure surrounded by four fruit trees placed diagonally, which separates
four pairs of animals: a lion and a zebu, two geese, two rams and two hares. A further contribution on
the topic of the pidia tev {dov is that of Kadar 1968: 257-270.

47 Numerous are the contributions on the iconography of Orpheus (Stern 1974: 1-16; Jesnick 1997;
Possekel 2009: 1-35; Jourdan 2010; Jourdan 2011; Jourdan 2015: 576-613).
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case study is the mosaic, dated by Chéhab at the end of the 5t century, found in
avilla at Jenah in Lebanon and now preserved at the Maurice Chehab gallery in
the National Museum of Beirut (Chéhab 1958: 64-73). In the two lower rows,
peaceful and wild animals graze together amidst a rich decoration of trees and
shrubs. In the central part of the mosaic, the animals are arranged instead around
the figure of a young man (a shepherd). Dressed in a short tunic and cloak, he
stands, holding a staff with his right arm and resting his right foot on a rock. He
makes special eye contact with a dog placed at his feet. Here, among others,
a sheep, a goat, a bear, a duck, birds of different kinds, a bull, and a pheasant
stand peacefully side-by-side. The idea of peace is thus thematized with several
animals peacefully coexisting and surrounding a human figure who brings
concord through the music played by his musical instrument.

As we have seen, beasts were commonly depicted in secular mosaics. They
appeared in idyllic landscapes, peacefully coexisting together despite their
diversity; they also interacted with humans, who hunted or enchanted them.
The mosaics portraying the “Peaceful Kingdom of Isaiah” are heir to these
very widespread animal scenes, from the hunting scenes still present in Late
Antiquity in many profane contexts*® to the iconography of Orpheus playing the
lyre surrounded by animals. These animal scenes eventually became a favourite
topic depicted in late antique religious buildings. The inclusion of verses from
Isaiah added a layer of verbal expression to what the visual image already
communicated.

Conclusive Remarks: A Unique Interpretation for the ‘“Peaceful
Kingdom” Mosaics?

Scholars who address Isaiah’s “Peaceful Kingdom” mosaics base their
interpretations either on the spatial arrangement of the mosaic panels within
the different church buildings, or rely on the use of the verses of Isaiah in
contemporary liturgical contexts. A. Grabar and R. Wisskirchen saw in the
depictions, spatially located in proximity to the altar, a reference to the Eucharist,
from which the future kingdom of peace would arise (Grabar 1960: 68-71;
Wisskirchen 2009: 163). M. Gough attempted to explain the use of the verse
from Isaiah 11:6-7 or 65:25 accompanied by peaceful images of animals as a call
for peace in times of crisis (Gough 1974: 419). He connected these mosaics to
the Henotikon, published by the Emperor Zeno in 482 in order to reconcile pro-
and anti-Chalcedonians. Sceptical of this interpretation, S. Campbell and K. J.
Vriezen sought instead to establish different concrete liturgical reference points
for the Isaiah quotations. Vriezen emphasized that both quotations, which were
spoken and sung in the liturgy on December 24 from the 5 century onward,
were concerned with creating a vision of life in the church; their themes relate
both to hoping for a future kingdom of peace and the general unity of Christians
in the church (Vriezen 2003: 132). Campbell saw a connection between the scene
and the use of these same verses in the Epiphany service, when the baptism was
bestowed to the new Christians. In her opinion, the mosaics had a catechetical
function: after the candidates have received the baptism, they may follow the
attainment of the Peaceful Kingdom, as prophesied by Isaiah (Campbell 1995:
129-132).

But what can be hypothesized by looking closely at the Cilician case studies,
paying special attention to the dating and locations of the mosaics within their

48 For example, in the Imperial Palace at Constantinople (Brett 1942: 34-43) or in the private residence
complex of Madaba known as “Burnt Palace” (Piccirillo 1986: 333-339; Piccirillo 2007: 151-167).
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respective church buildings? The paradise-themed mosaics found at Anemourion,
Korykos, and Elaiussa Sebaste show more or less a similar dating, between the
late 5 century (the oldest mosaic seems to be that of Anemourion around the
mid-5t century) and the early 6™ century. Their locations were similar: all these
mosaics were concentrated on the bema of the church and were divided from the
rest of the building by a balustrade that marked the space dedicated to the clergy
from the area that was accessible to the faithful. An exception is the chapel at
Elaiussa Sebaste, where the division between the bema and the nave must have
consisted, given its small size, not of a physical element such as a balustrade
but of an imaginary line that marked the end of the mosaic of the bema and the
beginning of the limestone slab pavement. Only at Karlik the “Peaceful Kingdom”
mosaic occupies the whole western and central part of the nave continuing, in
the eastern part, with a second panel where the depiction of animals is limited
to birds inscribed within thombuses. The cases of Mopsouestia and Dag Pazari,
partially different from the previous ones as their scenes have no references to
the “Peaceful Kingdom of Isaiah” but show animals peacefully living together,
were located in the centre of the nave and along the entire narthex, respectively.
In fact, in Mopsouestia the animals surrounding the ark are meant to recall the
theme of salvation, a central motif of the building. In Dag Pazari, on the other
hand, the mosaic slowly introduces the visitor to an idyllic world, one where
animals are enveloped by plant elements originating from a central kantharos.

Therefore, for the examined case studies from Cilicia and Isauria the relationship
to baptism should be excluded. Their favoured position indeed is not in a
baptistery, which would be accessed on the side of the nave at only certain times
of the year. In Elaiussa Sebaste and Anemourion, for example, the eastern side
rooms housing baptismal fonts do not feature scenic mosaics; they are covered
in limestone slabs, as in Elaiussa, or mosaics with geometric patterns and
inscriptions, as in Anemourion.

Instead, these paradisiacal mosaics were placed in prominent positions within the
church: in the bema, in the apse, or in the nave. They welcome the faithful with
a motif recalling earthly peace and the hope for a future, paradisiac peace. In the
case studies of Karlik, Korykos (most probably in Elaiussa) and Anemourion,
visitor who approached the bema of the church would have associated the
visual image of the animals in Paradise, coexisting harmoniously or moving
peacefully in an idyllic landscape, with the corresponding biblical texts about
eschatological peace read in the liturgy. The combination of text and image, thus,
reinforced the association both with an earthly peace, guaranteed by the faith,
and with a heavenly paradisiacal peace. This topic of paradisiacal peace was
already familiar to the late antique visitor, who would have been accustomed to
seeing such portrayals of animals peacefully living together or grouped around
a figure (Orpheus or a shepherd). In the church, these images take on a new,
Christian, meaning. Therefore, the “Peaceful Kingdom of Isaiah” depictions-
centrally located in the nave or near the altar-were images of peace that were
meant not just for specific liturgical occasions, but rather to be contemplated by
the faithful at all times of the year.
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Edessa Mozaiklerindeki Mitolojik Unsurlar Uzerine Degerlendirme

Evaluation on Mythological Elements in Edessa Mosaics

Secil COKOGULLU*

(Received 10 July 2024, accepted after revision 29 September 2024)

Oz
Edessa (Sanlwurfa, Tiirkiye) Seleukoslar tarafindan kurulmus bir kenttir. Seleukoslarin zayifladigi dénemde
10 132 - IS 242 yillar: arasinda Oshroene bolgesinde hiikiim siiren Edessa Kralligi'min baskentidir. Kent bir

taraftan yerel kiiltiirel ozelliklerini korurken bir taraftan da konumu sebebiyle dogusundaki ve batisindaki
kiiltiirlerin etkisinde kalmistr:

Bugiine kadar ele gecen mozaikler. Edessa ve cevresinde IS 2. - 7. yiizyillar arasinda bir mozaik geleneginin
oldugunu agik¢a gosterir. Mozaiklerin ¢ogunlugu figiiratif olmakla birlikte genis bir konu ¢esitliligine sahiptir.
Bu mozaiklerde bélgeye 6zgii gelenekler ve inang sistemlerinin yami sira aslinda kurulusuyla baslayan Roma
hakimiyetiyle ve Hristiyanligin yayimasiyla devam eden bati mitolojisinin yansimalar: dikkat ¢ekmektedir.

Bu ¢alismada Edessa 'min Hristiyanlik oncesi yerel inang ve dil ozellikleri ile Hellen ve Hellen kokenli Roma
mitolojisinin Edessa’nin yayinlanmis mozaiklerinde kendini gésteren ozellikleri ikonografik agidan ortaya
konmugtur. Bu unsurlarin tarihsel siire¢ i¢indeki ele alinig bigimleri ve farkliliklar: ile Edessa’nin inang
sistemindeki degisimin mozaiklerdeki yansimalari iizerine genel bir degerlendirme yapilmistir.

Anahtar Kelimeler: Edessa, Roma Donemi, figiiratif mozaik, mitoloji, ikonografi.

Abstract

Edessa (Sanliurfa, Turkey) is a city founded by the Seleucids. It was the capital of the Kingdom of Edessa, which
ruled in the Oshroene region between 132 BC and 242 AD, when the Seleucids weakened. While preserving its
local cultural characteristics, the city was influenced by the cultures to the east and west due to its location.

The mosaics recovered to date clearly show that there was a mosaic tradition in and around Edessa between
the 2" and 7" centuries AD. Although the majority of the mosaics are figurative, they have a wide variety of
subjects. In these mosaics, in addition to the traditions and belief systems specific to the region, the reflections
of western mythology, which actually began with the foundation of the city and continued with the Roman
domination and the spread of Christianity, draw attention.

In this study, the pre-Christian local beliefs and language features of Edessa and the Hellenic and Hellenic-
origin Roman mythology manifested in the published mosaics of Edessa are presented iconographically. A
general evaluation was made on how these elements were handled and their differences in the historical process
and the reflections of the changes in the belief system of Edessa on the mosaics.

Keywords: Edessa, Roman Period, figural mosaic, mythology, iconography.
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Edessa giiniimiizde Sanliurfa merkezinde, cografi kosullar1 ve yakinlarindaki
onemli yol glizergahlar sayesinde kesintisiz birgok kiiltlire ev sahipligi yapmis
bir bolgede yer alir. Kentin ilk kurulusuna dair bilgiler ve arkeolojik veriler
oldukga yetersiz olmasina ragmen Arapca ve Siiryanice yazili kaynaklardan
anlasildig1 kadariyla, kent, Orhay ya da Urhay adiyla kurulmustur (Harrak 1992:
211-213). Kesin olmayan efsaneler de kentin kurulusunun olduke¢a eskiye gittigini
diistindiiriir (Segal 2002: 20-34). Kentin Edessa adiyla yeniden kurulusu ve bu
adr almasi ise Seleukoslar donemine denk gelir (Harrak 1992: 209-210; Segal
2002: 35-36) ve 10 304 yilina dayandirilir. J. B. Segal, Seleukoslar’in erken
donemlerinde Mezopotamya’da kentler disinda ¢ok sayida koloni kurduklarini
ve bu kolonilerden bir kisminin Edessa’da bulundugunu belirtir (Segal 2002:
39; Giindiiz 2005: 88- 89). Bu da Arami kokenli Edessa halkinin yani sira gogle
gelmis Hellen kokenli bir grubun varligini gosterir.

Seleukoslarin ~ Mezopotamya’daki  etkisinin  zayiflamaya baslamasiyla
Edessa’daki yerel giicler, bolgede giiclenen Part Kralliginin da destegini alarak
10 132 yilinda, bdlgenin en 6nemli giicii haline gelen Edessa Kralligi’n1 kurarlar
(Drijvers 1980: 10; Segal 2002: 47). ileriki yillarda Diocletianus déneminde
(IS 285-302) Oshroene olarak adlandirilacak bélgede! kurulan Edessa Krallig,
hem kurucu hanedan hem de sonrasinda hiikiim siiren krallar agisindan yerel
ozelliklerini korumustur. Partlar ve Romalilar arasindaki konumu sebebiyle
zaman zaman askeri ve siyasi miidahalelerine maruz kalsa da, B. Salman’in
da belirttigi gibi, “kiiltiirel doku” ¢ok uzun siire korunabilmistir (Salman 2007:
29). IS 165°te fiili olarak Roma hakimiyetine giren Edessa, IS 242°de ise Roma
kolonisi haline gelmistir.

Edessa kenti ve ¢evresindeki yerlesimlerden bugiine kadar ¢ok sayida mozaik ele
gecmistir. Bu mozaiklerin bir kismi1 kurtarma kazilarinda ortaya ¢ikartilmis olup
ait oldugu mimariye dair veri neredeyse yoktur. IS 2.-3. yiizyil kaya mezarlarina
ait aile mozaikleri olarak tanimlanan grup disinda ele gecen mozaikler IS 6.-7.
ylizyila kadar giden Hellen kiiltiiriiniin de izlerini tasiyan orneklerin yaninda
Hristiyanlik ikonografisi barindiran tasvirlere sahiptir. Bu genis yelpaze, kent
ve c¢evresindeki mozaik geleneginin varligint gosterdigi gibi stil 6zellikleri de
kentteki en azindan IS 2. yiizyildan IS 3. yiizy1l sonuna kadar mozaik iiretimini
kanitlar niteliktedir (Salman 2007: 243-244).

Edessa Kentinin Dinsel Yapisi

Edessa kentinde, Hristiyanligin resmi din olmasina kadarki siirecte daha ¢ok
Asur-Babil temelli paganizmden séz etmek miimkiindiir. Edessa ve ¢evresinde
yildiz ve gezegen kiiltlerinin IS 3. yiizyila kadar varhgmi ve énemini korudugu
anlagilir (Glindiiz 2005: 95). Ancak Hristiyanlik 6ncesinden kabartma ve yazitlar
(Giindiiz 1992: 150-154) disinda giiniimiize kadar korunmus ¢ok fazla buluntu
ele gecmemistir.

Edessa’nin da i¢inde bulundugu Oshroene bolgesi dinsel yapisint hem Edessa
hem de kentin yakinlarindaki Harran ve Sogmatar’dan ele gecen kabartma ve
yazit gibi buluntulardan anlamak miimkiindiir. Kisaca deginmek gerekirse bu
buluntular ¢ergevesinde Edessa panteonun ilk siralarinda Jiipiteri sembolize eden
ve “hakim tanr1” Bel (Ba’al) ile Merkiir’ii sembolize eden -ayn1 zamanda Bel’in
oglu- katip ve bilge tanr1 Nebo (Nabu) yer alird1 (Giindiiz 1992: 149). Ayrica
Atargatis (Istar-Veniis) verimlilikle iliskilendirilmis (Giindiiz 1992: 149-150) bir

1 Oshroene bolgesi genel olarak Euphrates ve Habur Nehirleri arasinda kalan bolgedir: Salman 2007:
27-28.
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tanrigaydi. Bunun yaninda 6zellikle Harran ve Sogmatar olmak iizere bolgede en
fazla tapim goren ve Stimer uygarligindan itibaren Mezopotamya’nin en dnemli
tanrilarindan biri olan Sin’in (Mutlu — Albayrak 2018: 134-140) de kentte kabul
gormedigini diisiinmek miimkiin degildir. Ancak Tanri’nin Edessa’da Nabu, Bel
ve Atargatis (Tar’ata) kiiltlerinin gerisinde kaldig1 belirtilir (Giindiiz 2005: 97).

Diger taraftan Edessa’nin Hellenistik donemde kurulmas: sebebiyle o donemde
cok sayida Hellen kokenli insanin burada yasadigi bilinmektedir. Ayn1 zamanda
Roma Imparatorlugu’nun bu bolgedeki IS 165 tarihlerinde artan etkisini de goz
ard1 etmemek gerekir. Bu baglamda Roma’nin “Hellenistik krallarin mirasgisi”
olmasi (Dunbabin 1999: 160) sebebiyle Edessa halkinin Hellenlerle ice ige
oldugunu diisiinmek yanlis olmayacaktir. Ancak Hellen tanr1 ve tanrigalarinin
tasvirlerine dair veriler olsa da kiiltlerinin varligin1 kanitlayabilecek arkeolojik
bir buluntu bugiine kadar ele gegmemistir. Bu buluntulara Sanliurfa Miizesi’nde
korunmakta olan ve tamamen yerel bir iislupla yapilmis olan Nike heykeli ile
Eros ve Psykhe kabartmasi 6rnek verilebilir. Bunun yaninda mozaiklerde de
Artemis, Amazonlar, Akhileus tasvirleri gibi 6rnekler karsimiza ¢ikmaktadir.

Edessa’da Yahudi toplulugundan da s6z edilir. Hatta IS 1. yiizyilda Edessa krali
V. Abgar Ukkama (Kara Abgar) ve Hz. Isa arasinda gecen mektuplasma sonrasi,
kralin Hristiyan olmasindan sonra bu dini ilk kabul edenler ve yayilmasini
saglayanlar olduklar1 ifade edilir (Salman 2007: 57).

Bu ¢alismada Edessa iiretimi olan/oldugu diisiiniilen yerel inang¢ unsurlart ve
Hellen ve Roma mitolojisi etkili tasvirlere sahip, daha 6nce yayinlanmis olan
mozaikler yeniden ele alinmis ve ikonografik olarak degerlendirilmistir.

Atargatis

Atargatis (Tar’ata ya da Siiryanice ‘Ata) bereket tanrigasidir (Segal 1967: 297).
S. Giindiiz Atargatis’i Istar ve Veniis ile iliskilendirir (Giindiiz 1992: 149-150).
Atargatis, bitkilerin, hayvanlarin ve insanlarim yeniden dogusunu sembolize
eden bir 6zellige sahiptir. Atargatis kiiltii ve ritiiellerine iligkin bilgileri Edessa
Kralligi’nin 6nemli yazar1 Bardaysan ve Addai doktirininde gormek miimkiindiir
(Drijvers 1980: 76-78). Hierapolis’in (Mabbug) tanrigas1 olan Atargatis’in daha
sonra Edessa’da da tapim gormeye basladig1 (Segal 1967: 297; Drijvers 1980:
76), hem Hierapolis hem de Edessa’da kutsal baliklarla dolu havuzlarla anildig:
belirtilir (Segal 1967: 297; Giindiiz 2005: 104-108). Sanlhurfa’da giiniimiizde de
kutsalligin1 koruyan Balikligdl, belki de Atargatis kiiltiinlin glinlimiize ulasmis
kanitidir. Segal, Atargatis’in sembollerinden bir digerinin yaprak oldugunu
belirtir. Hatra’da bulunmus Atargatis’in bir kabartmasi ve heykellerinde tanrica
biri sag elinde digeri sol elinde olmak iizere iki yaprak tutmaktadir (Segal 1967:
297).

Edessa’daki IS 2. 3. yiizyila ait kaya mezarlarindan ele ge¢mis iki mozaik, bu
noktada Atargatis kiiltii igeren bu sembolii barindirmaktadir. Bunlardan biri
Tripod Mozaigi olarak adlandirilir (Res.1) (Segal 1967: 293-297). Aslinda
Edessa’nin mezar mozaikleri repertuarina uygun bir konuya sahip olan bu
mozaikte, ayakta duran aile bireyleri ve onlerinde {izerinde bir kap bulunan
uzun ayakli tripod tasvir edilmistir. Segal, bu kabin bir ritiielle iliskili olmas1
gerektigini, kutsal su ya da tiitsii i¢in kullanildigini diigiiniir (Segal 1967: 296).
Bu mozaikte 6len kisinin sag elindeki yesil yapragi Atargatis’le iliskilendirir.
Aile Portresi Mozaigi (Salman 2007: 197-199) ya da Mukimi Mozaigi (Onal
2017: 46-47) olarak bilinen mozaikte de benzer bir uygulama ile karsilasmak
mimkiindiir (Res. 2). Ailenin biiyiigii ve 6len kisi oldugu diistiniilen erkek
figiiriin elinde yaprakl bir dal bulunur.



48 Secil Cokogullu

Maralahe

Bu noktada Sogmatar’da ele ge¢mis Siiryanice yazitlarda da adina rastladigimiz
hatta kutsal sayilan tepeye adina anitlar dikildigi anlasilan Maralahe’den s6z
etmek gerekir (Segal 1953: 102; Drijvers 1973: 4-5, 125-126; Giindiiz 1992:
151-152;). Sanlhurfa’nin merkezindeki Kirkmagara’da bulunmus olan bir yazit
Maralahe’nin adinin gectigi bir mezar yazitidir (Segal 1953: 115-116; Segal 1963:
217-218; Drijvers 1980: 75). Kald1 ki Maralahe’nin Siiryanice “Tanrilarin lideri”
anlamma geldigi bilinse de kimligi, kdkeni ve ritiielleri {izerine bilgi yoktur.
Arastirmacilar bu durumu ancak yorumlayarak agiklamaya calismislardir. J. B.
Segal’in, Palmyra bdlgesinin en biiyiik tanris1 Ba’al Shamin ile 6zdes oldugu
(Giindiiz 1992: 153) ve Maralahe’nin Ortagag’da Harran pantheonundaki
Samal’in bir ismi olabilecegine dair goriisleri bulunur (Giindiiz 1992: 154-155).
Ayni zamanda Hatra’dan ele gegen sikkeler {izerindeki “Sin Marilaha” ibaresi
ile Sin’in sembolii olan sivri uclar1 yukar: bakan hilal tasvirini 6rnek gosteririr
ve bu noktada Sin’in, “Marilaha” ifadesiyle yiiceltildigi ya da Sin’in Ba’al
Shamin? ile es tutuldugu konusunu tartisir. Elbette bu Sin ile Maralahe’nin de
aslinda ayn1 kimlige sahip tanrilar olduklar fikrini de beraberinde getirmektedir.
S. Giindiiz, Harran ve Sogmatar’dan ele gegen yazitlardaki Sin i¢in kullanilan
“tanrilarin lideri, tanrilarin krali” gibi ifadeler ile Asurca ve Arapga sahis
isimlerinin Sin’i yiicelten ifadelerden olugmasindan yola ¢ikarak, Siiryanice
“Tanrilarin lideri” anlamina gelen Maralahe’nin, “Tanr1 Sin”i hatirlattigina

2 B. Salman, Ba’al Shamin’in, Zeus’un Kuzey Suriye’deki 6zdesi olabilecegini belirtir: Salman 2007:
44,

Resim 1 (sol)
Tripod Mozaigi (Onal 2017: res. 6).

Resim 2 (sag)
Aile Portresi Mozaigi (Mukimi Mozaigi)
(Onal 2017: res. 63).
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Resim 3
Prometheus Mozaigi (Maralahe Mozaigi)
(Onal 2017: res. 44).

dikkat ¢eker. Maralahe isminin Sin i¢in kullanilan Asurca “bel ilani” ve Arapga
“rabb Al-alihah” isimlerinin Siiryanca karsiligi oldugunu belirtir (Glindiiz 1992:
155). Dolayistyla Tanr1 Sin ile Maralahe bu noktada birlesmektedirler.

Sogmatar ve Harran buluntularindan yola ¢ikilarak yapilan bu yorum elbette
Edessa kenti i¢in de gecerli olabilir. Ancak New York’ta 6zel bir koleksiyonda
oldugu diigiiniilen ve Edessa iiretimi oldugu kabul edilen bir mozaik tizerindeki
tasvir, Tanr1 Sin ve Maralahe’nin 6zdes oldugu konusunda soru isaretlerini
giindeme getirir.3 IS 3. yiizyila tarihlenen Maralahe Mozaigi ya da Prometheus
Mozaigi olmak tizere iki farkli adlandirmaya sahip bu mozaik {izerinde Hellen
ve Roma mitolojilerinde yer bulmus insanin yaratilis mitosu tasvir edildigi
anlasilir.

Mozaik panoda bir kline iizerinde ii¢ figlir yan yana oturmakta, onlarla ayni
hizada biri kadin digeri erkek figiir ise ayakta durmaktadir (Res. 3). Tanrisal
Ozellikte tasvir edilmis olan bu figiirlerin dordiiniin baglarinin yanlarinda isimleri
Siiryanice harflerle yazilidir. Isimler sahnenin solundan sagma dogru Maralahe,
Hera, Kronos ve Prometheus’dur (Onal 2017: 33-34; Albayrak 2022: 133).
Klinenin en basinda (sahnenin solunda) oturan erkek figiiriin adi Maralahe’dir.

Pozisyonu ve himationu sarig bigimi Hellen sanatindaki Zeus tasvirlerini andirir.
Diger figiirlerden daha 6n planda gosterilmesi, figiiriin kimliginin 6nemini
vurgular. Basinin ¢evresindeki hale, Zeus’un IS 2. yiizy1l ve sonrasinda Tanri
Ba’al ve Mithra etkisiyle ortaya ¢ikan Helios kimligi ile iliskilendirilmektedir

3 S6z konusu mozaigin bulundugu yer belli olmamakla birlikte, B. Salman’in da belirttigi gibi,
mozaigin yazitlarin sahip oldugu karakter ile mozaik tasvirinin stil 6zelliklerinin Edessa mozaigi
oldugu diistiniiliir: Salman 2007: 217.



50  Segil Cokogullu

(Sahin 2001: 56; Salman 2007: 45). Yaninda oturan kadin figiiriin Hera olmasi da,
bu kimligin Hellen/Roma temelli oldugu fikrini gli¢lendirir. Bu durum aslinda
Sin ile Maralahe’nin 6zdes olup olmadiklar tartismasina katki sunar (Salman
2007: 44). Tanr1 Sin’in semboliiniin her zaman bir hilal oldugu diistiniildiigiinde,
buradaki Hellen ve Roma pantheonlarinin bas tanris1 Zeus/Jiipiter edasiyla oturan
tanrinin Sin olmadig anlasilabilir. Bu durumda baginin iizerinde de yazdig gibi,
Maralahe adindaki tanrinin, Sin’den farkli olmasi gerektigi siiphe gotiirmez. Bu
konuyu B. Salman, tarihsel siirele birlikte degerlendirmistir. Buna gore IS 117-
123 yillan arasinda Edessa Kralligi’ndaki siyasi bir karmasa ve Part garnizonu
hakimiyeti sonrasi IS 165 yilinda Roma komutan1 Avidius Cassius tarafindan
kugatilan Edessa, kendi istegiyle teslim olur. B.Salman bu tarihi Roma’nin
kiiltiirel anlamda Edessa’da varligini giiclii bir sekilde gostermeye basladigi tarih
olarak ele alir. Bu noktada Sogmatar’dan ele ge¢mis IS 165 yilma tarihlenen
Maralahe yazitlarda gecen ve yiiceltilen “kral”m Roma destekli Edessa krali
olmas1 gerektigini belirtir. S6z konusu mozaikteki Maralahe’nin Roma etkisiyle
olusturulmus ve Edessa pantheonunda yeni ortaya ¢ikan bir tanri olabilecegini
one siirer (Salman 2007: 46).

Hera’nin yaninda oturan yash figiir Kronos’dur. Zamanla iliskili ashinda
zamanin dongiiselliginin sembolii olan tanr1 Aion’un zodyak c¢emberini
tutmaktadir (Onal 2017: 33). Hellen mitolojisinde Zeus ve babasi Kronos’un
arasinda dostca bir iligki olmamasina ragmen bu mozaikte birlikte oturuyor
olmalari, Roma Déneminde yaygin olan Orphik gelenekte baris iginde kabul
edilmeleri ile iligkilendirilebilir (Grimal 1990: 110).

Bu figiirlerin 6niinde ise, sahnenin sag alt kismina denk gelir sekilde kanatl
bir kadin figiirii tutan ve hafif éne dogru egilerek hamle yapmis bir bagka
erkek figiir bulunur. Bu ¢iplak ve pelerinli figiliriin tanrisal bir kimlige sahip
oldugu agiktir. Ismi yazmamasia ragmen ayagina giymis oldugu bot benzeri
sandaletten Hermes oldugunu diisiinmek miimkiindiir. Hermes’in yaninda,
sahnenin ortasinda ucar durumda kanatli ¢cocuk Eros tasviri bulunur. Diger ii¢
erkek figiiriin ise cansiz olduklar1 anlasilmaktadir.

Aslinda sahnenin alt boliimiindeki konu agiktir. Prometheus’un c¢amurdan
ya da kilden yaptig1 insan figiirlerine ruh vermesiyle insanin yaratilisi konu
edilmistir. Aesop’a verilen ve klasik doneme ait bir fablda Prometheus’un kili
su kullanmadan gozyaslar ile 1slatti§1 ve camur haline getirdigi anlatilmaktadir.
(Dougherty 2006: 17). Arkaik ve klasik donemde Prometheus insan yaraticisi
olarak bilinirken, donemin 6nemli edebi eserlerinde pek de yer bulmaz. Bunun
yaninda Prometheus’un anlatildigi en erken yazili eserler Hesiodos’a ait
“Theogonia” ve “Isler ve Giinler”dir. Theogonia’da, Prometheus’un, Zeus’u
oyuna getirip ates calmasi ve insanlara geri vermesi, Isler ve Giinler’de ise
Zeus’un insanlardan intikam almak i¢in ilk kadini, Pandora’y1 yaratmasi agirlikli
olarak konu edilmistir.> 10 4. yiizyilin Menander ve Philemon gibi komedi
sairlerince islenirken 10 3.-2. yiizy1l Etriisk ve Latin gemmalarinda tasvir edilir
(Dougherty 2006: 17). Augustus doneminde Ovidius Metamorphoses eserinde
Prometheus’tan s6z etmeden insanin yaratilisini bu tip bir hikayeye dayandirir
(Ov.met. 1.82-88). C. Dougherty Romal1 lirik sairlerden Catullus, Horace ve
Propertius’un da Prometheus’un insan yaratma hikayesini konu edindiklerini,
bunun yaninda Ozellikle mezarla iligkili eserlerde tasvir edildigini belirtir
(Dougherty 2006: 17).

4 B. Salman elinde ¢ember tutan figiirii Prometheus olarak tanimlamistir: Salman 2012: 196.

5 Bugalismada Prometheus’un tiim mitoslar1 ele alinmayacaktir. Detaylar i¢in: Dougherty 2006: 3-146;
World Mythology: 854-858.
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Ancak mozaik pano tasvirinde bilinen hikdyeden farkli bir durum s6z konusudur.
Prometheus, list boliimde tanrilarla birlikteyken, gamurdan insanlara ruh vermek
iizere olan Hermes’tir. Hermes, Psykhe’yi yani ruhu ¢camurdan insanlara dogru
gotiriir sekilde tasvir edilmisti. Burada Hermes’in varligi, hatta onemli
bir rolde tasvir edilmis olmasi Prometheus’u ilk anlatan yazar Hesiodos’un
eserlerinde gormedigimiz bir unsurdur. Bu durumu belki de Aeskhylos’la
aciklamak miimkiin olabilir. Aeskhylos’un “Zincire Vurulmus Prometheus™ adli
tragedyasinda, Prometheus dagda zincirlenmigken, yanina tanrilar gelir ve bunlar
arasinda Hermes de yer almaktadir (Aischyl.Prom. 1180-1340). Dolayisiyla,
yukarida da s6z edildigi gibi, hem Prometheus’un Romalilar tarafindan kabul
edilmesi ve tasvirlerinde kullanilmas1 hem de Hellen edebi eserlerinin Roma
kiiltiiriinde bilinmesi ve sevilmesi sebebiyle Aeskhylos’un s6z konusu eserinin
de o donemde bilindigi ve tasvir sanatina yansidigini diisiinmek miimkiindiir.
Bununla birlikte Aeskhylos’un Hermes ile birlikte hikayeye kattig1 diger isimler
Okeaenos ve lo’dur.

Sahnenin st boliimiinde oturan Maralahe, Hera, Kronos ve Prometheus’un
yanindaki kadin figiiriin ad1 yazmamaktadir. Peplos giyimli figliriin kimligi
tespit edilmemis olmamakla birlikte G.W. Boversock, ondan Athena olarak séz
eder (Boversock 2006: 36-37).

Azizos ve Monimos

Azizos ve Monimos, Kuzey Suriyede’ki “ikiz tanr1” olgusunun bir pargasidir.6
Roma Imparatoru Julian’m Hitabesinde “iki tanrisal varlik” Azizos ve
Monimos’un giines tanrist Helios’la birlikte Edessa’da tapinim gordiikleri
anlatilmaktadir (Drijvers 1980: 146; Green 1992: 61-62; Salman 2007: 46). Bu
baglamda Azizos, Ares/Mars ile Monimos Hermes/Merkiir ile es tutulmaktadir
(Drijvers 1972: 356). Green, Azizos’un sabah yildizi, Monimos’un aksam yildiz1
olarak tapinim gordiiklerini belirtir ki genel goriis de bu yondedir (Green 1992:
61-62). L. R. Bailey ¢olde ilerleyen kervanlara yol gdsteren tanrilar olarak kabul
edildigine deginir (Bailey 1968: 344). Bu da hem sabah hem aksam gdriinen y1ldiz
olan Veniis’ii isaret eder. Tek bir gezegenin farkli zamanlarda goriinen hallerini
sembolize ettikleri i¢in de yukarida s6z edildigi gibi bolgedeki gelenege uygun
olarak, “ikiz tanrilar” olarak ortaya ¢ikmislardir. Semitik kiiltlirlerde Veniis’iin
hem disi hem erkek olabildigi goriiliir. Azizos ve Monimos’un erkek olarak
tasvir edilmesi, Kuzey Arabistan’da kabul edildigi haliyle Veniis’iin “savas¢i ve
koruyucu” erkek kimligi ile iliskilendirilir (Drijvers 1980: 150; Salman 2007:
48). Bu noktada T. Green Veniis’iin bolgede orijinalinin erkek oldugunu, daha
sonra ¢ift cinsiyetli olmak iizere doniistiigii belirtir (Green 1992: 62).

Julian’m hitabesinden bagka bu kiiltiin Edessa’daki varligim destekleyen tek
orek Edessa’dan ele gecmis ve su an Sadberk Hanim Miizesi’nde bulunan
bir mozaik panodur (Salman 2007: 183-184) (Res. 4). Yan yana ayakta duran,
muzrakli ve tanrisal kimliklerini gosteren sua taghi’ bu iki figiir neredeyse
birbirilerinin aynisidir. Asker goriiniimlerinin kiiltiin merkezi oldugu diisiiniilen
Palmyra’daki Azizu ve Mu’nim kabartmalar1 ile uyum i¢inde olduklar: belirtilir
(Drijvers 1980: 161-162). Semitik kokenli olan bu kiilte ait figiirlerin Romali
askerler seklinde giyimli olmalar1 da dikkat ¢eken bir 6zelliktir.

6 Bolgede Sin ve Nergal, Istar ve Nugku gibi ikiz kardes kiiltleri bulunur: Bailey 1968: 344; Green
1992: 30.

7 Sua tact hem Ontario Kraliyet Miizesi’nde korunan hem de Serrin’den ele gegmis Artemis figiirli
mozaiklerde gériiliir. IS 5.-6. yiizyilda Kuzey Suriye’de tanrisal bir simge oldugunu diisinmek
miimkiindiir. Ornekler i¢in: Balty 1990: res.II,1; Sahin — Unsal 2018: 247-248.
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Artemis

Hellen mitolojisinde Artemis, Roma mitolojisinde Diana, her zaman gen¢ bir
kiz olarak tasvir edilir. Aver kimligi 6n plana ¢ikarken okguluk, vahsi hayvanlar,
dogum yapan kadinlar, kiiciik cocuklar, hasat ve ayla iligkili farkli epitetlere
sahiptir (Grimal 1990: 60-61; World Mythology 2009: 111-114).

Edessa iiretimi oldugu anlagilan bir mozaik panoda Tanriga, aver kimligi ile tasvir
edilmistir.2 Parca halindeki bu panoda Artemis ayakta dururken cepheden tasvir
edilmistir (Res. 5). Avcl kimligine uygun olarak kisa khiton giymekte olup sol
elinde yay tutmakta sag elini de ok atmak iizere sirtindaki sadaga dogru uzatmis
durumdadir. Durusu sa¢ ve yiiz 6zellikleri, ayaklarinin tasviri, baglarindaki sua
bi¢imli tag gibi 6zellikleri agisindan Azizos ve Monimos mozaigi ile oldukca
benzerlik gosterir.

8 Ontario Kraliyet Miizesi’'nde sergilenmekte olan mozaigin bulundugu yer Dogu Akdeniz olarak
geemektedir. Bir mozaik panonun pargast oldugu, kesilerek ayrildig: ve gétiiriildiigi anlasilir. D. Sahin
ve N. D. Unsal yapnus olduklar stilistik karsilastirma sonucuna gére mozaigin Edessa firetimi oldugu
siiphesizdir: Sahin — Unsal 2018: 240, 247-251.

Resim 4
Azizos ve Monimos Mozaigi (Onal 2017:
res. 60).
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Resim 5
Artemis tasvirli mozaik pano (Sahin — Unsal
2018:9).

Bunun yaninda Edessa’nin giineybatisinda yer alan Serrin’den ele gegmis ve
IS 6. yiizy1la verilen Artemis mozaigi de stilistik ve ikonografik olarak oldukca
yakin bir drnektir (Balty 1990: 3-5, 74-75 pl.11,1). Bu iki Artemis mozaigi Erken
Bizans Donemi’nde Hellen- Roma mitolojik kimliklerinin bu bolgedeki varligini
gostermesi a¢isindan da dikkate degerdir.

Amazonlar

Efsanevi kadin toplumu olan Amazonlar savaggr kimlikleriyle Hellen
mitolojisinde ve sanatinda ¢ok yer tutmustur. Ata binme, savag ve savas aletlerini
kullanma becerilerinin yaninda, Hellen toplumunda erkeklere 6zgii olarak
goriilen yonetim, ¢iftgilik gibi bir¢ok isi yapiyor olabilmeleri, dolasiyla giiclii
ve cesur yapilari Hellen kiiltiirii icinde her zaman dikkat ¢ekmistir (Blundell
1995: 59). Amazonlar Hellen mitolojisinde genellikle savas olgusu icinde yer
almakta, Troia Savagi yaninda 6nemli mitolojik kahramanlar, 6zellikle Herakles
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ve Akhileus ile anilmaktadirlar. Adlarinin gectigi tiim sdylencelerde her zaman
erkek {istiinliigii vurgulanmugtir (Grimal 1990: 37-38; Uney 2015: 115-116).
Bunun yaninda belki de gizli hayranligin ifadesi olarak, kadin kimliklerinin
belirginlestirilmesi ve glizel kadinlar olarak tasvir edildikleri de dikkat
cekmektedir (Uney 2015: 115).

Edessa’daki Haleplibahce Amazonlar Villasi'nin bir mekaninda (2 nolu
mekan) ortaya ¢ikartilan mozaik iizerinde dort Amazon av kopekleri ile birlikte
avlanirken tasvir edilmistir (Res. 6) (Aydemir vd. 2008: 1-7). IS 5.-6. yiizyila
tarihlenen mozaikte sahneye simetrik olarak yerlestirilmis ikisi at tizerinde, ikisi

yaya olarak, mizrak, ok, kili¢ olmak {izere her biri bir aleti vahsi hayvan avlayan
siislii giysileri ve gosterisli takilariyla dort Amazondan tigiiniin Grekge yazilmis
adlar1 okunabilmektedir: Hippolyte, Melanipe ve Thermedosa (yarisi korunmus)
(Res. 7-8).° Mozaik sanatinda bu 6rnek disinda avlanan Amazon tasvirinin en
erken &rnegi IS 4. yiizyila tarihlenmis olup Antiokhia’dandir (Levi 1947: 337 pl.
LXIV,b). Digeri ise Apamea’dan IS 5. yiizyila verilen mozaiktir (Duliére 1968:
11).

Amazonlarla ilgili anlatimlar ve tasvirlerinde her zaman savas¢1 ozellikleri
on plana ¢ikartilmistir. Bunun yaninda Diodorus Siculus’un aktardigi,
Hippolyte’nin hizmetkarlaria savag sirasindaki becerilerinin giiclenmesi igin
yabani hayvan av1 yaptirdig: bilgisi de siiphesiz kabul edilebilir (Diod. 11.46.1-
4). Ayrica anaerkil bir topluluk olup biitiin islerini kendileri yapan Amazonlarin
beslenme gibi ihtiyaclarini karsilamak i¢in giinliik yasamlari i¢inde avlanmanin
olmamasi diistiniilemez.

Bununla birlikte Roma toplumunun av sahnelerine diskiinliigli, ele gegen
eserlerde sikca kullanilmis olmasindan anlasilabilmektedir. Roma’nin hem
dogu hem de bati topraklarinda Roma ikonografisinin de kullanildigr av
sahneleri kdkenini Hellen sanatindan alir (Parrish 2017: 269). Vahsi hayvan

9 Sahnenin detayli tanimlanmas1 ve sahnedeki dért Amazon’un isimleri ile ilgili detayl bilgi igin: Uney
2015: 116-117.

Resim 6

Avlanan  Amazonlar Mozaigi

Haleplibahge, Amazonlar Villasi
2015: giz. 1), Cizim: Ozcan Atalay.

Cizimi,
(Uney
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Resim 7

Avlanan  Amazonlar  Mozaigi, detay,
Haleplibahge, Amazonlar Villasi, Fotograf:
Secil Cokogullu.

Resim 8

Avlanan Amazonlar Mozaigi, Melanipe ve
Hyppolite, Haleplibah¢e, Amazonlar Villasi,
Fotograf: Se¢il Cokogullu.

av1 aristokratlar igin keyifli zaman gegirme yontemlerinden biri olup IS 4.
ylizyilla birlikte olduk¢a yaygin olarak islenmeye baglanir. Ayni zamanda Roma
toplumunda bir erkegi niteleyen kahramanlik, azim ve sabir gibi ozellikler
anlamina gelen virfus kavraminin (OLD: 2073-207) pratikteki gostergesidir
(Parrish 2017: 269). Bu kavramin Imparatorluk Déneminde kadin igin de
cesareti ifade ettigi belirtilmektedir (McDonnell 2006: 161-165). Bu baglamda
Duliére’nin de Apamea’daki Amazonlarin av sahnesinin bulundugu mozaik
icin belirttigi gibi (Duliére 1968: 12), oldukca rahat yiiz ifadeleri ve durus
icinde vahsi dogadaki giigleri ve yirticiliklar1 ile bilinen hayvanlarla karsi
karsiya gosterilmis olmalarinin, bir av sahnesindeki virtus anlamini arttirdigi
seklinde degerlendirmek miimkiindiir. Ayrica IS 4. yiizy1l sonrasina ait olan
mozaikler incelendiginde Amazonmakhia’nin yerini avlanan Amazonlarin
almaya bagladig1 anlasilir (Weis — Talgam 2002: 75; Eraslan 2014: 72). Lavin,
Antiokhia mozaiklerindeki ve Sasanilerin plastik eserlerindeki av sahnelerini
karsilagtirmis, Sasani eserlerindeki “krali av”” olgusunun dogalliginin aksine ayni
formal seviyedeki Antiokhia orneklerindeki “mytho-metaphorical” yaklagimi
ortaya koymustur (Lavin 1963: 202). Ayn1 zithigin Haleplibahce 6rnegi igin de
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gegerli oldugunu ifade etmek yanlis olmayacaktir. Bunun yaninda Haleplibahge
Amazonlarmin gosterisli, tagh aksesuarlari da dikkat ¢ekicidir. Degerli taglardan
olusan aksesuarlarmmin kraliyet hanedanina 6zgii olmasi, burada Amazonlara
krali bir 6zellik atfedildigini de diistindiiriir (Campbell 1994: 57).

Akhileus

Akhilleus, Hellen mitolojisinin en 6nemli ve en bilinen kahramanlarindan biridir.
10 8. yiizyildan itibaren, ilyada basta olmak iizere bircok edebi esere konu
olmustur. Ozellikle Troia Savast ile ilgili anlatilar1’® Hellen sanat: i¢inde vazo
ressamlar1, mozaik ustalar1 ve heykeltiraglarin da ¢ogu zaman ilgisini ¢ekmistir.
Cocukluguna iligkin konular Bizans sanatinda dahi kendini gostermistir
(Weitzmann 1951: 165-167).

Dogudaki mozaik sanatinda ise Karadeniz kiyisindan Akdeniz ve Suriye’ye
kadar genis bir cografyada Akhileus ve onun hayatinda ad1 gegen karakterlerin
tasvir edildigi ¢ok sayida mozaik, o donemdeki popiilerligini gosterir.l! Her ne
kadar az sayida ve Akhileus’un yagamindan birden fazla olayin tasvir edildigi
ornekler (Dunbabin 2018: 358 dn.5) arasinda Edessa’dan ele gegmis IS 5.-6.
ylizyila ait bir mozaik, figiirlerin isimlerinin Grekge yazilmasi1 ve Akhileus’un
hayatina dair dogumundan itibaren ¢ok sayida olayin tasvir edilmis olmasi
acisindan bugiine kadar bilinen tek mozaik 6rnegidir.

Akhileus Mozaigi, Haleplibah¢ce’de Amazonlar Villas1 olarak adlandirilan
yapinin girisinde yer alan 33 m uzunlugundaki koridorun tabanini siisler.12
Oldukga tahrip olmus olan bu mozaigin korunmus kisimlarindan iki friz halinde
tasarlandigi, her olaymn birer meyve agaci ile birbirinden ayrildigi anlasilir.
Mozaigin konusunu net olarak anlayabildigimiz, daha iyi korunmus olan kisim
tist frizdir. Genel olarak Hellen mitolojisinden farkli konularin islenmis oldugu
goriilir.

Romal1 Sair Statius’un Achilleis adli eserinin etkisiyle daha dnce mitolojide
yer almayan olaylarin veya birtakim degisikliklerin oldugu yeni bir ikonografi
ortaya ¢ikmistir. Buna gore Edessa 6rnegindeki bebek Akhileus’un bakicinin
kucaginda oldugu sahneyil3, “ilk banyo” sahneleri ile karsilastirmak miimkiindiir
(Snyder 1923: 61; Uney 2015: 146-147; Dunbabin 2018: 376) (Res. 9). Kékeni
Hellenistik Dénem’e dayandirilan ve Dionysos ile ortaya ¢iktigi belirtilen
“ilk banyo” tasvirleri, Akhileus ve Biiyiik Iskender’le devam etmis, Roma
Dénemi’nde de “Isa’nin ilk banyosu” seklinde Hristiyan ikonografisinde yer
bulmustur (Kitzinger 1963: 100-102). Bu sahnede korunmus olan perdeli kisim
ve benzer ornekler degerlendirildiginde Thetis’in de klinede uzaniyor olmasi
gerektigini tahmin edilir (Daszewski — Michaglides 1988: 72-76 fig. 36; Burgess
1995: fig. 1).

Sonraki bolimiin Akhikeus’un oOliimsiizlestirilmesi sahnesi oldugu agiktir.
Thetis, bebek Akhileus’u topugundan tutmus, su dolu bir banyo teknesine
daldirmaktadir (Res. 10). Hemen yaninda kaya {izerinde oturmakta olan ¢iplak

10 Akhileus sdylencelerinin karsilastiriimal incelemesi igin: Uney 2015: 136-144.

11 Amisos i¢in: Sahin 2004: 6-16; Sahin 2005: 413-415 res. 2-3; Dunbabin 2018: 379-381. Kibris i¢in:
Daszewski — Michaglidés 1988: 72-76 res. 36; Dunbabin 2018: 376-3778; Uney 2015: 146-148.
Zeugma igin: Eraslan 2013: 39-41; Onal 2013: res. 20-24.

12 Akhileus Mozaigi’nin detayl tanimu igin: Uney 2015: 37-64.
13 Figiiriin bakic1 yani Trophos olarak adlandirilmasi ile ilgili detayli agiklama icin: Uney 2015: 146-
147. Bakici olarak soziinii ettigimiz figiiriin baginin tizerinde “TPO®” harfleri ile “O” harfinin de bir

kismi korunmus durumdadir. Bir benzeri Zeugma Pasiphae ve Daedalos mozaiginde yer alir: Onal
2013: 33-34 figs. 30-32.
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Resim 9

Bebek Akhileus ve Trophos, Akhileus
Mozaigi, Haleplibahge, Amazonlar

Villasi, Fotograf: Secil Cokogullu.

Resim 10

Akhileus’un Oliimsiizlestirilmesi, Akhileus
Mozaigi, Haleplibahge, Amazonlar Villasi,
Fotograf: Se¢il Cokogullu.

kadin figiirii Styks Nehri’nin kisilestirilmesi olarak yorumlanir (Burgess 1995:
fig.1). Bu durumda erken donemlerde oliimsiizlestirme icin atesin kullanildigi
bilgisinden farkli bir durum ortaya ¢ikar. Bu konuya iliskin olarak J. Burgess,
Akhilleus’un Styks Nehri’ne daldiriimasiyla ilgili kaynaklarin 10 gec 1. yiizyilda
Statius ile bagladigini belirtirken diger yandan hikayenin Hellenistik Dénem’de
de bilindigi ve Statius’un o déneme ait yazili kaynaklardan esinlenmis oldugu
Onerilerden de s6z eder (Burgess 1995: 222 dn. 20).



58  Secil Cokogullu

Devamindaki sahnede ise, sonrasinda Khiron’un egitimlerinin tasvir edilmis
olmasi sebebiyle Thetis’in lizgiin durusu ve Akhileus’un sag elinin havada veda
eder pozisyonu, Akhileus’un Khiron’a ugurlandigina isaret eder. (Uney 2015:
150) (Res. 11-12). Hellen mitolojisinde genel olarak Thetis’in bebek Akhileus’u
atese tutarak ya da kaynar suyun i¢ine sokarak 6liimsiizliik kazandirma girigimini
babasi Peleus’un engelledigi, oglunu annesinin elinden alarak bilge Kenthauros
Khiron’a emanet ettigi bilinir (Erhat 2000: 25). Ancak bu mozaikte farkli olan iki
unsur vardir. Biri Akhileus’un bebek degil yetigkin bir erkek bi¢cimindeki tasviri,
digeri ise korunmus olan sahnelerinin hicbirinde, 6zellikle Khiron sahnesi
oncesinde beklenenin aksine, hi¢ Peleus tasvirinin bulunmayisidir. Bu noktada
“anne” figiiriiniin 6n plana ¢iktig1 sdylenebilir. Bunu da yayilmaya baslayan
Hristiyanligin etkisiyle kutsal anne ve ogul olgusunun karsilig1 Meryem — Isa ile
iliskilendirmek miimkiin olabilir (Uney 2015: 150-151).

Mozaigin alt frizinde korunmus olan migferli bas ve tizerindeki “OAYCEYC”
yazisi, bu mozaikte, Odyseus’un, Akhileus’u Skyros Adasi’nda bulmasi ile
ilgili bir sahnenin yer aldigim kanitlar (Res. 13). “Akhileus Skyros’da” sahnesi
Roma imparatorlugunun yayildigi her bolgede IS 2. yiizyil ve sonrasinda mimari

Resim 11

Akhileus’un Khiron’a ugurlanmasi, Akhileus
Mozaigi, Haleplibahge, Amazonlar Villasi,
Fotograf: Secil Cokogullu.

Resim 12

Khiron ve Akhileus’un aslan avi, Akhileus
Mozaigi, Haleplibahge, Amazonlar Villasi,
Fotograf: Secil Cokogullu.
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Resim 13
Odyseus, Akhileus Mozaigi, Haleplibahge,
Amazonlar Villasi, Fotograf: Secil Cokogullu.

Resim 14
Moirai, Akhileus Mozaigi, Haleplibahge,
Amazonlar Villasi, Fotograf: Se¢il Cokogullu.

stisleme unsuru olarak mozaiklerde karsimiza ¢ikmaktadir (Sahin 2005: 413-
415 fig. 2-3; Delbarre et al. 2008: 35-42; Eraslan 2013: 34-41).

Alt frizde bir baska sahne ip egiren iki kadin figiiriin oldugu sahnedir. Bu
figlirlerin Moirai oldugu belirtilir (Res. 14). Mitolojide insanlarin kaderiyle
iligkilendirilen bu ii¢ figiirden Lakhesis ve Klotho’nun korunmus oldugu ifade
edilmektedir (Onal 2017: 64). Akhileus’un hayatina iliskin eserlerde de tasvir
edilmis 6rnekleri bulunur (Dunbabin 2018: 386-387).

Genel olarak Haleplibah¢e Akhileus mozaiginin iist frizinde ¢ocuklugunun
alt1 frizde de Troia Savasi’na iliskin konularin tasvir edildigini sdylemek
miimkiindiir. Bu noktada iist frizde tahrip olmus olan alanda Khiron’un verdigi
egitimlere dair sahnelerin oldugu anlasilabilir. Alt friz ise, [lyada ve Statius’a
dayanan orneklerden yola ¢ikarak, Akhileus ve Hektor arasindaki miicadele ile
Hektor’u oldiirerek Patroklos’un ociinii alan Akhileus’un, Hektor’un cesedini
arabasina baglayarak Troia surlar1 ¢evresinde siiriiklemesi tasvir edilmis oldugu
disiiniilebilir (Dunbabin 2018: 358 dn.5). Capitoline Miizesi’nde korunmakta
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olan puteal pargasi olarak tanimlanmus bir dairesel formdaki kabartmali mermer
eser, Haleplibah¢e Akhileus Mozaigi'nin eksik kisimlarini tanimlamamiza
yardime1 olmaktadir (Snyder 1923: 56-68 pl.1).

Edessa kokenli oldugu diisiintilen Akhileus ve Toria Savasi karakterlerinin tasvir
edildigi bagska mozaikler de ele ge¢mistir (Dunbabin 2018: 382-384 res. 18-
21). IS 3. yiizyiln ilk yarisina tarihlenen bu mozaiklerde figiirlerinin isimleri
Siiryanice yazilmistir. Bu mozaikler i¢in se¢ilmis konularin heniiz yerel inancin
ve mozaik geleneklerinin devam ettigi bir siirecte olmasi, diger taraftan yerel
yazi dilinin kullanilmasi, Edessa’nin yer aldig1 bolgedeki kiiltiirel eklektizmin
bir 6rnegidir.

Sonug

Oshroene bolgesindeki eski Mezopotamya kiiltiirlerine dayanan kiiltler
devam ederken diger taraftan 10 4. yiizy1l ve sonrasinda kurulan kentler ve
garnizonlar sayesinde Hellen kiiltiiriiniin de etkilerinin oldugu yadsimamaz. IS
1. yiizy1lda Hristiyanlikla tamstig1 kabul edilen Edessa’da, IS 165 yilinda Roma
hakimiyetinin geri doniilmez bir sekilde baskin hale gelmesiyle, kokeni Hellen
kiiltiirline dayanan Roma etkisinin artig1 sylenebilir. Bu ayni zamanda Roma
ile 6zdeslestirilmis Hristiyanligin da paganizmin yani sira yayildigr anlamina
gelmektedir (Giindiiz 2005: 89). Bu siyasal ve kiiltiirel degisimi arkeolojik ve
epigrafik verilerle de ortaya koymak miimkiindiir.

Kuskusuz Edessa mozaiklerinde se¢ilen konular, konularin islenme bigimleri ve
yazitlar kiiltiirel degisimdeki farklilasmayla paralellik gostermektedir. Bereketle
iliskilendirilmis Atargatis sembolii olan yaprak, kaya mezarlarinin tabanlarini
siisleyen konu ve stil olarak Edessa iiretimi aile mozaikleri arasinda karsimiza
¢ikar. Mozaiklerin yapildigi diisiiniilen IS 2.-3. yiizyil, mezar geleneginin
degismeden devam ettigine ve bolgeye ait Atargatis killtiiniin varhiga isaret
eder.

Mezopotamya ve Kuzey Suriye’de yaygin “ikiz tanrilar” olgusunun bir drnegi
olan Azizos ve Monimos da bir mozaik iizerinde, yaygin goriise istinaden,
Veniis’iin gece ve giindiiz goriiniimleri olarak kabul gordiikleri i¢in kervanlarin
koruyucusu kimlikleri sebebiyle Romali asker giysileri i¢inde tasvir edilmis
olmalar dikkat ¢ekicidir. Bunula birlikte Harran, Sogmatar ve Edessa’dan ele
gecen epigrafik verilerden adini bildigimiz Maralahe’nin de Zeus’la paralel
durus ve giysi ozellikleri i¢inde tasvir edildigi Prometheus mozaigi, konu,
figiirler ve figiirlerin giysileri agisindan Hellen ve Roma &zellikleri gosterirken
mozaik iizerinde figiirlerin isimleri Siiryanice yazilmistir. IS 2.-3. yiizyila ait bu
iki mozaik Roma’nim IS 165 yil1 itibariyle etkisinin arttigin1, ayn1 zamanda yerel
inancin da devam etigini gosteren, yani hem dogu hem bati ikonografisi i¢eren
mozaiklerdir. Bunun diger drnekleri ise biri kayip, digeri ise Dallas Miizesi’nden
getirilmis ve su anda Halepllibahce Mozaik Miizesi’nde sergilenmekte olan
Orpheus Mozaikleridir (Salman 2007: 50-52, 187-190). Hellen mitolojisinde yer
alan Orpheus, Roma’da énem kazanmis ve IS 2. yiizyilla birlikte de, “6te diinya”
inancinin bir sembolii olarak Edessa mozaiklerinde yer bulmustur. Mezar tipleri,
mezarlardan ele gegen epigrafik veriler ve mezar mozaiklerinden paganist
Edessalilarin “ahiret inanc1” ile Orpheus’un Ortiistiigiinii s6ylemek miimkiindiir
(Yasar 2003: 114-117). IS 3. yiizyila verilen Edessa kokenli oldugu diisiiniilen
Akhileus ve Troia Savasi konulu mozaiklerde Siiryanice yazit kullanilmasi
dogu-bati1 6zelliklerinin i¢ i¢e gegmis diger 6rnekleridir.

Hristiyanlik unsurlari ile devam eden ge¢ Roma erken Bizans déoneminde Helen
unsurlarinin da ortaya ¢iktigi, bugiine kadar ele gegen mozaik buluntulardan
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izlenebilmektedir. Ozellikle IS 5.-6. yiizyillarda batmin mitolojik kimliklerinin
ve hikayelerinin islendigi mozaik sayisinin arttigi goriiliir. Edessa iiretimi
oldugu diigiiniilen Ontario Kraliyet Miizesi’ndeki Artemis tasvirli mozaik pano,
Edessa gibi Osrhoene bolgesinde yer alan Sarrin’den ele gecmis mozaikteki
Artemis ile tipoloji agisindan da yakindir. Haleplibah¢e’deki Amazonlar
Villasi’ndaki avlanan Amazonlarin tasvir edildigi ve Akhileus’un hayatinin
anlatildigr iki mozaik, hem konu, hem stil olarak, o tarihe kadar ele ge¢mis
Edessa mozaiklerinden ayrilir. Yukarida da belirtildigi gibi ge¢ Antik donemde
dogu sanatinda Troia savasina dair konular ve av sahnelerinin ¢ok yaygin olmasi
(Weiss 2008: 13) bolgeye 6zgli donemsel bir 6zellik olup Roma’nin bolgedeki
yayiliminin bir etkisi olarak goriiliir. Bunun yani sira Grekge yazitin kullanilmasi
ve her mekan1 mozaik tabanli olan bu gosterisli yapida bat1 mitolojisinin tercih
edilmesi de yerel kiiltiirel unsurlarin, siyasi degisimin de etkisiyle, farklilagtigini
gosterir. Edessa’nin Hristiyanlikla IS. 1. yiizyilda tanismasina ve IS 2. yiizyilda
hatir1 sayilir bir Hristiyan cemaatin var olmasina ragmen, arkeolojik ve epigrafik
veriler IS 5. yiizy1l sonuna kadar paganizmin varhigmi ortaya koyar.}4 Bunu
mozaik tasvirlerinde de izlemek miimkiindiir.

14 Addai, Isa’nin gonderdigi bir havari ve Edessa’ni ilk psikoposu olarak kabul edilir. Bu noktada
tartismalar vardir. Edessa’nin Hristiyanlasmasi ve Addai ile ilgili: Segal 2002: 101 vd.. Addai’nin
yazdig1 metinlerin IS 5. yiizy1l baslarinda derlendigi diisiiniiliir ve Addai Doktrini Ogretileri olarak
bilinir: Giindiiz 2005: 94.
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Abstract

As part of the RoGeMoPorTur international cooperation project and in parallel with the Inventory of Roman
Mosaics in Portugal, a catalogue of the different geometric motifs present on these pavements is being drawn
up. In the present work - the second in a series that began with the study of the meander (Duran Kremer 2016)
and is dedicated to analysing the meaning and iconography of the motifs chosen for the decoration of Roman
mosaics in the current territory of Portugal - we focus on one of the oldest motifs present in the decoration of
the pavement - the pelta.

Keywords: Roman mosaics, pattern, pelta, inventory, Roman villa, role of pattern in spatial planning.

Oz

RoGeMoPorTur uluslararasi isbirligi projesinin bir parcasi olarak ve Portekiz'deki Roma Mozaikleri
Envanteri’ne paralel olarak, mozaik désemelerde bulunan farkli geometrik motiflerin  bir katalogu
hazirlanmaktadir. Meander ¢alismasiyla baslayan ve Portekiz’in mevcut topraklarindaki Roma mozaiklerinin

dekorasyonu igin segilen motiflerin anlamlarini ve ikonografisini analiz etmeye adanmas bir serinin ikincisi olan
bu ¢alismada, déseme dekorasyonunda kullanilan en eski motiflerden birisi olan pelta motifi ele alinmaktadir.

Anahtar Kelimeler: Roma mozaikleri, desen, pelta, envanter, Roma villasi, mekansal planlamada desenin rolii.
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Introduction

Following on from the work to collect as many Roman mosaics as possible in
what is now Portuguese territory, it has proved necessary to draw up a parallel
catalogue of the geometric motifs present on them. This work is constantly being
updated, as it is being completed as new mosaics come to our attention.

For this purpose, it was established from the beginning that basic ,,archaeological
sites* would be established, through which the survey of compositions and
patterns would begin (Duran Kremer 2016: 135).

During the survey of the different patterns, the pelta became increasingly
individualised as one of the most frequent in the territory, integrated into
numerous mosaic compositions. In fact, this is a phenomenon that can be seen
throughout Hispania: as a pattern that can be easily adapted to the chosen
decorative grammar, we find it present in almost all its variants: in linear or
surface compositions and as a decorative element for other geometric figures?.

One of the most interesting aspects linked to the use of pelta in mosaic flooring
is undoubtedly the fact that we can find different variants of this pattern on the
same floor, integrated into the composition according to well-defined decorative
canons when drawing up the iconographic programme to be implemented.

For the final catalogue, we use all the examples of floors with peltas that we are
aware of and have access to, and which we will include in the final publication
as far as possible2. For the present study, we have chosen from among them
examples that are representative of most of the different variants of the use
of pelta as a decorative element and of its geographical distribution, in order
to outline a possible identification of the regionalisation of the motif or even
possibly of identifiable regional workshops in time and space, without, however,
proceeding to a stylistic analysis of the mosaic in which they appear - a study
that would go beyond the limits of the present work and which will be an integral
part of the respective Inventory sheets under preparations.

The Pattern Pelta

Identifying the origin of patterns used to decorate mosaic floors often leads us
back to a repertoire of motifs commonly used in textile production, which would
have served as a source for the creation of a pictorial or mosaic repertoire. This
assumption is certainly correct when it comes to many geometric motifs, such as
we can easily identify in archaic and classical Greek ceramics.

1 The presence of the pelta as element of roman mosaics compositions in Hispania was studied in detail
by Vargas Vazquez, whose work on geometric patterns in Baetica is today an obligatory stylistic and
chronological reference point (Vargas Vazquez 2013-2014, 2014, 2016, 2017).

2 For the Inventory of Roman Mosaics in Portugal, we have not only been covering the most recently
published mosaics in specialised books and magazines, but we have also, as far as possible, carried
out a bibliographical survey of the news about the appearance of mosaic pavements. The number of
mosaics depicting peltas is far greater than the examples chosen for the present study. However, many
of them are not published, nor do we have access to photographs of them, so we will not include
them in the Catalogue of this paper. For a description and interpretation of many of them from a floral
perspective, see Wrench 2005.

3 It should be emphasised that for the study of this motif, as we have been doing for the study of
geometric mosaics, we have taken as a benchmark Salies 1974 (outline diagrams), Décor I (ornamental
decoration) and Blanchard et al. 1973 (graphic repertoire). Likewise, in order to use as much as
possible a uniform linguistic register, we will use the definitions of motifs and compositions in Décor
1985. We should also emphasise the fact that whenever possible we refer to photographs that have
already been published in different articles and books, especially if they were taken with the quality
required for a good publication.
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Figure 1
The rape of Ganimed, House of Dionysos
(Paphos, Cyprus) © Duran Kremer.

Used as an ornament on mosaic floors from a very early date, this pattern took its
name from wéA1n - a light, flat, round or leaf-shaped shield made of wickerwork
or wood with light leather fittings, which served the Thracian light-armed
(meltaotal) as a protective weapon (Neumann 1979: 4, 610).

In fact, classical authors cite the half-shaped pelta (pelta lunata) as a weapon
used by the Amazons#: and it is precisely in archaic and classical Greek ceramics
that we find the first representations of the pelta/shield as a weapon used above all
in scenes from the Amazonomachy (Boardmann 1981: figs. 31, 127; Boardmann
1991: figs. 132, 159.1). However, when it comes to identifying the motif on the
mosaic pavements with the pelta lunata from the Amazonomachy, the scientific
community is not unanimous: while for some authors the identification of this
pattern with the pelta/shield is given® (Parzysz - Pessoa 2019: 40), for others there
is no clear relationship between the two8 (Kankeleit 1994: 4). In our opinion,
however, the first possibility cannot be dismissed out of hand: in the Hydria of
the painter Polychorus, the representation of shields is certainly very close to
the pelta as a pattern (Trendall 1991: fig. 27). Even closer is the representation
of the Ganymede’s shield in the mosaic “The rape of Ganymede by Zeus”, from
the House of Dionysos, in Paphos (Cyprus) (Fig. 1). This mosaic, dating from

the end of the 274 century, beginning of the 3 century AD, shows the abduction
of Ganymede by Zeus disguised as an eagle: wearing only a Phrygian cap as
his only item of clothing, his weapons are a spear in his right hand, the shield
attached to the eagle’s right wing by a strap. The shape of the shield is very close
to the shape later taken by the pelta with volutes and the central point ending in
a triangle. A mosaic from Conimbriga (Sales - Abragos 2019: fig. 22) that was
till recently exhibited on the floor of the Conimbriga Monographic Museum (the

4 Verg. Aen. 1, 490: “ducit Amazonidum lunatis agmina peltis Penthesilea furens mediisque in milibus
ardet”.

“The pelta was the small crescent-shaped shield worn by the Amazons” (translation by the author).

“Despite the name “pelta” and the apparent similarity with real Amazon shields there is no clear
connection between the ornament and the weapon. Depictions of pelta shields on Roman mosaics in
turn show no relation to the geometric pelta ornament (see, for example, pelta shields on mosaics in
Pompeii)” (translation by the author).
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so called cantharus and simpulum mosaic) shows an upright pelta decorating
one of the squares of the composition, occupying more than half of the square,
behind which is a two-bladed axe similar to the one found in the stamnos by the
painter Kleophrades (Boardman 1981: 102-105 fig. 137), allowing the pelta to
be identified as a shield.

The use of pelta as a decorative pattern on mosaic floors began with the
appearance of linear compositions in the Augustan era. The first known example
appears in Pompeii, where it is defined as an individual pattern used mainly to
decorate the thresholds of compartments, in number and distribution depending
on their size (Donderer 1986: 120, 2). As a motif to fill surface compositions, it
only appeared in Northern Italy in the last quarter of the same century (Donderer
1986: 141), from where it spread throughout the Roman Empire.

From then on, the pelta took on different roles in the spatial planning of the
floor: chosen as a sober ornament in the composition, with or without stylised
decoration, it was initially used above all in passageways and communication
areas, in porticos that opened up to uncovered areas (Musso 2016: 93) or even
as a frame pattern, for filling corridors or front carpets (Hoffmann et al. 1999:
60). In the territory of present-day Portugal we find the pelta very frequently,
framed in an extremely rich and varied descriptive syntax, which is also part
of the evolution of this motif recorded in the mosaic pavements of Hispania in
general”.

For a more structured analysis of the different variants, both in terms of form
and composition, we follow the definition of Blanchard et al. 1973: pelta as an
element, pelta in linear composition, pelta in surface composition (Blanchard
et al. 1973: 6-8). Thresholds are included here in surface compositions, as they
correspond to a surface delimited in space, without repetition.

In this paper we will focus mainly on the representations of peltae in linear and
surface composition: there are so many examples of peltae as a mere decorative
element to fill small spaces both in number and variation, the mere enumeration
of all would be beyond the scope of this article. It will be dealt with each one
in the inventory sheet for the floor in which they appear. However, we have
included a short list of few examples that we think are representative, even if
some of them have not been paralleled on Roman pavements in the territory
under consideration.

Pelta as a Decoration Motive in Roman Mosaics in Today’s Portugal

The use of pelta in linear compositions, defining spaces or compositions based
on a mostly geometric decorative grammar, although sometimes filled with
plant elements, appears for the first time in the roman mosaics in the considered
territory of today’s Portugal probably in the last quarter of the 2nd century of our
era8: this is the case of mosaic H from the Roman villa of Torres Novas (villa
Cardilio) (A3).

From a stylistic point of view, this mosaic belongs to a phase in which
polychromy, plant and figurative motifs are integrated into the geometric structure

7 “From Italy, the motif is passed on to the provinces, although the willingness to accept it varies from
region to region. The North African Mosaicists included it in their repertoire, as did those on the
Iberian Peninsula”. Hoffman et al. 1999: 60, 74-77 (translation by the author).

8 In Baetica, it is visible in a mosaic that dates to the end of the first - beginning of the second cen-

tury and decorates one of the halneum areas at the Fuente Alamo archaeological site (Puente Genil,
Cordoba) (Vargas Vazquez 2016: 275).
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of mosaic compositions, and when the tendency towards colour and repetitive
composition as a structuring feature is evident, but the simplification of forms
and the reduction of motifs not yet tangible. The fine drawing of the motifs, the
richness of colour, the variety of plant ornaments together with the introduction
of figurative motifs on the central carpet, assign this mosaic to the artistic trend
that made itself felt in the empire between the second half of the 2" century and
the first half of the 3" century. The stylistic proximity to the mosaic of Room
9 of the Casa dos Repuxos (A2), set in a stylistically comparable environment
and dated by Barrdo Oleiro to the end of the 2" century or the first quarter of
the 3 century (Bairrdo Oleiro 1992: vol. 1, 109) allows - with reference to this
dating - an initial chronological classification of the mosaic H. The identification
of the motif of half pelts inscribed in some of the squares of the composition of
the entrance carpet in the room with the motif of half pelts present in the side
carpets of mosaic H (C8, C10) (Bairrdo Oleiro 1992: vol. I, 107), as well as the
analysis of the motifs present in both carpets, allows us to identify a workshop
of mosaicists who would have worked in the region precisely during this period.

On the other hand, from a stylistic point of view, the mosaic from the villa
Cardilio shows greater perfection in its execution, a greater variety of shapes and
the use of tesserae of different sizes to create more perfect forms and nuances.
It is precisely this richness of form and colour, combined with a sophisticated
laying technique, that indicates that this mosaic predates those of Casa dos
Repuxos (Duran Kremer 1999: 122-124). It is also interesting to note that in
Villa Cardilio, the pelta is no longer found as a linear or surface compositional
motif in the pavements known to date: the only representation of pelta is in a
single square with rounded corners and concave sides, as a decorative element,
in Panel B of the peristyle (C9), in a composition for which we have found no
parallels to date in Roman mosaics of the territory considered® (Fig. 16).

The other mosaics analysed are generally chronologically attributed to the end
of the 34 and 4t centuries.

Based on the representative choice in the Catalogue, an initial analysis of
the known mosaics leads us to conclude that the use of pelta as the external
delimitation of the central composition is mainly present in the conventus
pacensis, while in the three examples chosen from the conventus scallabitanus
(A1, A2, A3) it takes the form of simple, traditional pelta, of Italian influence.
On the other hand, the majority of the examples considered in this convent
testify to a clearly decorative attribution to this element of the composition, with
the introduction of polychromy and plant elements that more or less determine
it (e.g. A9, All, Al12).

A similar observation can be applied to the introduction of pelta as a theme in
surface compositions: the use of polychromy and the plant element introduce a
note of light and movement into a decorative grammar that was initially sober
and structured. The importance of continuity in the composition is clear in the
mosaic B11), where part of the destroyed original flooring is recovered with
the same motif, albeit monochrome (probably carried out by another mosaic
workshop that reduced the original motif to the pelta drawn in black with a
triangle or small flower in the centre). The importance of the pelta as a motif is

9 This mosaic was deeply damaged when we first worked in the villa. Over the years the deterioration
process has continued, and today this fragment of mosaic no longer exists as far as we know. For
illustration purposes, we bring here a drawing made at the time.

10 The aim of this work does not include a chronological analysis of the pavements, so we respect the
chronologies advanced in the respective publications.
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even more emphasised also in Pisdes: the restoration of the pavement in room 3
(Duran Kremer - Serra 2022: fig. 9), which was badly destroyed and restored in
antiquity, shows attempts to recover the original motif (a red flower in the central
point and stems extending from the vertices).

In the mosaics considered, the pelta obeys above all to a “linear” semantics,
without the introduction of perspective in the decoration of the floor, even when
polychrome or on contrasting backgrounds. When used as a decorative element
for geometric figures created by the organisation of the surface to be decorated,
as is the case with the different variants of the Rautensternsystem (Salies 1974:
5-8), the pelta, alone or in composition, often introduces light and colour in
an often two-coloured composition. The territory of present-day Portugal is no
exception: whether as a Rautensternsystem or as Bandkreuzgeflecht 111, from
which the former derives (Salies 1974: 3-5), we find numerous pavements whose
decoration was arranged according to one of these schemes. However, it is in the
south of the conventus pacensis - the present-day Algarve - where we find the
greatest concentration of pavements whose decoration followed this geometric
scheme!l,

One of the most interesting features of the representation of the pelta in the
territories of present-day Portugal is the parallelism between the form chosen
by the Mosaics of North Africa and Hispania (Hoffman et al. 1999: 60)12, and
which then develops into a vegetal line, replacing the triangle of the central point
with tassels, leaves or flowers in bud or open, mono- or polychromatic, with or
without volutes, with or without stems in the extensions of the vertices. On the
other hand, we find in this conventus a multiplicity of representations of this
motif that are strictly decorative.

The analysis of this catalogue undoubtedly reinforces the identification of a
workshop of mosaicists working in the territory to the south of the conventus
pacensis, which we had already identified when studying the mosaics of Abicada
and the role they played in the context of the Roman mosaics of the Algarve
(Duran Kremer 2011). The cataloguing and analysis of the other motifs present
in the mosaics of present-day Portugal and their comparative-analytical study
in the context of the Inventory of Roman Mosaics in Portugal will undoubtedly
provide us with more information about the period in which this workshop
operated and its geographical field of action.

11 For a more global analysis of the organisation of the surface to be decorated in the south of the
conventus pacensis, see Teichner 2008: vol. 1-2.

12 “The north-african mosaists include it in their repertoire, as do those on the Iberian Peninsula, by
adding small triangles at the tips” (translation by the author).
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Catalogue (Selection)3

A -Linear Composition

1. Conimbriga: (variation of Blanchard et al. 1973: 85 fig. 454) Casa
dos Repuxos, east wing of the peristyle, a line of black peltae on white ground,
facing outwards, two-coloured interspersed with two-coloured lozenges on the
tip, to delimit the composition. (Bairrdo Oleiro 1992: vol. I, 52-54, vol. 11 pl.13).

2. Conimbriga: Casa dos Repuxos, south wing of the peristyle, a line
of black peltae facing outwards, of different sizes according to the space they
fill created by the geometric scheme of the central composition. (Bairrdo Oleiro
1992: vol. I, vol. II pl.4).

3. Torres Novas: villa Cardilio, room H: a line of black peltae on a
white ground, facing outwards, interspersed with black losanges recumbent
black lozenges on a white ground, to delimit the geometric composition on both
sides of the central composition. (Duran Kremer 2008a: 71-72 fig.11).

4. Milreu (Décor I: 108, 58a): undulating row of alternately inverted
peltae framing the central composition, the shape outlined in black, on a white
background, with a serrated triangle on the central point. (Lancha - Oliveira
2013: nr. 30 pl. XC).

5. Milreu (Décor I: 108, 58b): undulating row of alternately inverted
peltae framing the central composition, in black on a white background, with a
pair of tassels on the central point. (Oliveira 2010: nr. 28 b, vol. Il pl. XLVII).

6. Milreu (Blanchard et al. 1973: 49 fig. 234): undulating row
of alternately inverted peltae framing the central composition, on a white
background, in counterchanged colours. (Lancha - Oliveira 2013: nr. 30 pl.
XLII).

7.Monte de S. Salvador (Campo Maior) (Décor I: 108, 58a): undulating
row of alternately inverted peltae framing the centre composition, two-coloured,
on a white background, with a serrated triangle on the central point14.

8. Milreu (Décor I: 107, 57f): row of quasi-tangent pairs of backed two-
coloured peltae, alternately upright and recumbent, in counterchanged colours,
here the peltae with a pair of tassels on the central point and on the interspaces
between the vertices (Oliveira 2010: nr. 33A pl. LXVI 1, 2, LLXVII 1).

9. Boca do Rio (Décor I: 108, pl. 58b): undulating row of alternately
inverted peltae framing the central composition, two coloured, on a dark
background, with a pair of tassels on the central point (Fig. 2).

10. Boca do Rio (Décor I: 109, pl. 59a): enclosure framing the central
composition, row of upright peltae facing each other in pairs across a poised
square, of two alternating colours (Duran Kremer 2011: 359 fig.14) (Fig. 3).

11. Cerro da Vila (Décor I: 108 pl. 58, b): enclosure framing the centre
composition, two-coloured, on a white background, with a pair of tassels on the
central point (Lancha - Oliveira 2013: nr. 75 PICLXX b).

13 See footnote 3.

14 The mosaics from the Roman villa of S. Salvador have not yet been published: the photographs we
have for the Inventory sheets were kindly provided by DRC Alentejo, who also gave us access to the
excavation reports, and whom we thank very much for the support they have given to the “Inventory
of Roman Mosaics in Portugal” project from the first moment on. Unfortunately, the technical quality
of the photos does not always allow them to be published: so we will only include one or two examples
necessary to document a variant of the pelta.
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Figure 2

Roman villa of Boca do Rio, in Museum
Dr. José Formosinho (Lagos)

© Duran Kremer.

Figure 3

Roman villa of Boca do Rio, in Museum
Dr. José Formosinho (Lagos)

© Duran Kremer
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Figure 4
Revised plan of the roman villa of Abicada
© Duran Kremer.

Figure 5
Roman villa of Abicada, room C1
© Duran Kremer.

12. Cerro da Vila, Nr. 73, undulating row of alternately inverted
peltae framing the central composition, two coloured, with scrolls on the central
point in counterchanging colours, on two conterchanging coloured background
(Lancha - Oliveira 2013: nr. 80 pl. CLXXIX a-b).

13. Abicada, room C215, (Décor I: pl. 59, a) enclosure inside the
composition, variant of 59 a, the peltac with scrolls and the central point
developed into a lily, the flower in yellow tone (Décor I: pl. 58, d). Alternates
with a circle filled with a square in the corners (Duran Kremer 2008b: 221 fig. 9).

14. Abicada, room C1, much destroyed, the mosaic fragments that still
exist point to an enclosure probably like A 13 (C2) (Fig. 5).

15. Abicada, room F, two coloured, with scrolls (Blanchard et al.1973:
34 fig. 329) and a poised square on the extending of the central point: they delimit
a subfield with two coloured scallops flanking a field filled with superposed

15 The updating of the villa’s floor plan has led to a reordering of the identification of the rooms: in the
bibliography cited, room C2 appears as C4) (Fig. 4).
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scales, forming half-scales, the colours counterchanged (variation of Décor I:
106, pl. 56e) (Fig. 6).

Figure 6
Roman villa of Abicada, room F
© Duran Kremer.

16. Braga, casa daroda (Décor I: 108, 58¢), undulating row of alternately
inverted peltae, with a coloured hedera leaf in the central point (Wrench 2019:
114 fig.61).

17. Santa Vitoria do Ameixial, Ulisses mosaic, (Décor I. 107 57g,
variation) polychrome row of swastika-peltae with a central knot, alternatively
reversed (fig. MNA Ulisses mosaic, detail) (Fig. 7).

Figure 7
Ulisses mosaic (detail), Roman villa of
Santa Vitoria do Ameixial © MNA, Lisbon.

18. Faro, mosaico do Oceano, a broken line of spindles with a line of
juxtaposed tangent pelts, in two coulours (Lancha - Oliveira 2013: 205 nr. 27b
pl. XI1I1).

19. Monte de S. Salvador (Campo Maior), a line of three coloured
pelts with scrolls facing outwards, joined by the extension of the outer vertices,
a triangle, or a flower in the prolongation of the central point. Juxtaposed with a
line of two coloured hearts, the tip of which touch the prolongation of the lines
of the vertices!® (Fig. 8).

16 The photographs we show for the roman villa of Monte de S. Salvador were kindly provided by
DGPCAL. This archaeological site has not yet been published.
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Figure 8
Roman villa of Monte de S. Salvador
© DGC Alentejo.

B - Allover Pattern

1. Conimbriga, Casa dos Repuxos, landing of the latrine stairs: over-
lapping lines of black peltae on white ground (Bairrao Oleiro1992: nr. 14 vol. I,
138, vol. 1l pl. 50).

2. Santiago da Guarda (Blanchard et al. 1973: 85 fig. 455), corridor:
orthogonal pattern of quasi-tangent polychrome swastika-peltae on a white

ground, a serrated triangle on the central point (Marques Pereira 2017: nr. 7 289-
290 fig. 6).

3. Santiago da Guarda (Blanchard et al. 1973: 85 fig. 455), corridor:
orthogonal pattern of quasi-tangent polychrome swastika-peltae on a white
ground, a serrated triangle on the central point (Marques Pereira 2017: nr. 8, 290
fig. 7).

4. Santiago da Guarda, northwest corner of the peristyle: composition
in upright peltae facing each other in pairs across a recumbent lozenge, filling
the spaces outlined by a meander, alternately upright and recumbent (Marques
Pereira 2017: nr. 18, 294-295 fig. 13 fig.14).

5. Rabagal: pairs of backed tangent peltae, which alternate horizontaly
and verticaly (Ravara Mendes et al. 2019: room (a), 161, figs. 11, 13).

6. Pévoa de Cos, (Blanchard et al. 1973: 85 fig. 455), panel: orthogonal
pattern of quasi-tangent black swastika-peltae on a white ground (Duran Kremer
2022: 3 fig. 3).

7. Casa da Medusa (Alter do Chéao) (Blanchard et al. 1973: 85 fig.
455): orthogonal pattern of quasi-tangent swastika-peltae on a white ground, in
three colours, a pair of tassels on the central point (Anténio 2017: room 32, 58
figs. 30-31).
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8. Casa da Medusa (Alter-do-Chao) (variant of Blanchard et al. 1973:
85 fig. 456): orthogonal pattern of swastika peltae joined together to form
concave squares, which alternate horizontally and vertically (Antonio 2019: nr.
59,210, 2.2.1 figs. 6, 28).

9. Fonte dos Frades, (Baleizao) (Blanchard et al. 1973: 85 fig. 455),
room C: orthogonal pattern of quasi-tangent two coloured swastika-peltae on a
white ground (Duran Kremer 2017: 167 fig. 8).

10. Pisdes (Beja) (Blanchard et al. 1973: 85 fig. 455), room 46 - panel:
orthogal pattern of pairs of black outlined peltae on white ground alternately
recumbent and upright (Duran Kremer - Serra 2022: 212-214 fig. 27).

11. PisBes (Beja) (Blanchard et al. 1973: 85 fig. 455); panel 45 c. The
composition has two different pelt motifs, due to an old pavement repair: 1)
the original pavement, with orthogal pattern of pairs of black peltae alternately
recumbent and upright, on a white ground, the central point developed into a
flower in red alternately in red or yellow; 2) the ancient repairs, with just in black
outlined peltae on white ground, with a serrated triangle on the central point
(Duran Kremer - Serra 2022: 216-217 fig. 30).

12. Pisbes (Beja) (Blanchard et al. 1973: 85 fig.456); (Décor 1. 348
pl. 223a), room 9: orthogonal pattern of quasi-tangent black outlined swastika-
peltae with a central polychrome knot (Duran Kremer - Serra 2022: 202-203 fig.
15).

13. Pisdes (Beja) (Décor I: 109 pl. 59b), room 9 - panel 9 A (threshold):
upright black outlined peltae on white ground, facing each other across a
recumbent lozenge, the peltae with scrolls (Duran Kremer - Serra 2022: 202-203
fig. 16).

14. Abicada (Blanchard et al. 1973: 85 fig.458), room E: grid of spindle
lines (two shades of red and yellow) with pelta quatrefoil at intersections (blue,
two shades of grey), with inscribed circle in the intervals (two shades of grey,
with a small grey and red circle and a white button in the centre) (Duran Kremer
2011: 355 fig. 3) (Fig. 9).

15. Abicada (Décor I: 107 pl. 57 f), room C 4, threshold: composition of
quasi-tangent pairs of backed two coloured peltae on a white ground, alternately
upright and recumbent (Fig. 10).

16. S. Pedro do Pulgédo (Blanchard et al. 1973: 85 fig. 457) (variation
of Décor I: 359 pl 230d): polychrome pattern of quasi tangent circles and
quadrilobes of peltae on white ground tangent to an inscribed square (Duran
Kremer 2011: 360 fig. 19).

17. Monte de S. Salvador (Campo Maior) (Blanchard et al. 1973: 85
fig. 457) (Décor I: 359 pl 230d): polychrome pattern of quasi tangent circles and
quadrilobes of peltae on white ground tangent to an inscribed square with knot,
the interspaces bearing a spindle inscribed transversely (Fig. 11).
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Figure 9
Roman villa of Abicada, room E
© Duran Kremer.

Figure 10
Roman villa of Abicada, room C4
© Duran Kremer.

Figure 11
Roman villa of Monte de S. Salvador
© DGC Alentejo.
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C — As Decorative Element

1. Abicada, room H, decorating a square: polychrome pelta with volutes
and extensions of the vertices into a stem on a white ground, the centre point
extended into a closed flower bud (Fig. 12).

Figure 12
Roman villa of Abicada, room H
© Duran Kremer.

2. Abicada, room H, decorating a rectangle: tangent pair of upright grey
peltae facing each other across a pair of yellow recumbents peltae, the vertices
tangent (Fig. 13).
Figure 13

Roman villa of Abicada, room H
© Duran Kremer.
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Figure 14
Roman villa of Pisdes, room 9
© Duran Kremer.

Figure 15
Roman villa of Monte de S. Salvador
© DGC Alentejo.

3. Abicada (or Boca do Rio?), Lagos Museum, polychrome pattern
of quadrilobes of peltae on white ground tangent to an inscribed square with a
swastika cross, the interspaces bearing a spindle (Duran Kremer 2011: 358 fig. 16).

4. Milreu, mosaic 52 b, pl. XCII (Lancha-Oliveira 2013) decorating a
trapeze: pairs of polychromes backed upright peltae the vertices tangent and a
pair of tassels at the centre points.

5. Pisdes, room 9, decorating a square at the top, with concave sides:
composition of pairs of upright and recumbent peltae in opposite colours, the
central point extended to form a cross, the tangent vertices forming a flower on
the outside, with a lanceolate leaf on the inside. On the outside of the peltaes,
opposite to each centre point, a flower (Fig. 14).

6. PisOes, peristyle, decorating a square, black outlined backed
recumbent peltae (Duran Kremer - Serra 2022: fig. 11), which is repeated several
times in the composition.

7. Monte de S. Salvador (Campo Maior): composition of two upright
polychrome peltae, facing each other and tangent at the vertices, a flower in the
circles thus drawn (Fig. 15).
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8. Torres Novas, villa Cardilio, room H: decoration of square in the
composition that borders the central carpet, half black peltae in the corners of
the square, in the centre a quatrifolium (Duran Kremer 1999: fig. 8).

9. Torres Novas, villa Cardilio, peristyle, Panel B: decoration of a
square with rounded corners and concave sides, two pairs of backed peltae facing
outwords, in opposite colours on a white ground, the outer vertices tangent to
the sides of the square, at the prolongation of the centre points a crosslet of 5
poised tesserae. Inserted in a mosaic that was initially badly destroyed but has
deteriorated over the years: this figure has since disappeared completely, so that
and we reproduce here only a drawing (Fig. 16).

10. Conimbriga, Casa dos Repuxos, Room of the deer hunting:
decoration of squares decorating squares on the carpet at the entrance to the
room, 4 half-peltae placed inside one on each side of the square, a small circle
in the centre of it. In red or yellow on a white ground, alternating from square to
square (Bairrao Oleiro 1992: 104, 107 pl. 37).

11. Conimbriga, mosaic of the scuta crosses: decoration of a square
two pair of backed black peltae on a white ground facing outwords, a red four-
petalled flower in the centre (Sales - Abragos 2019: 147-148 fig. 13).

Figure 16
Roman villa of Torres Novas (villa Cardilio),
Panel B © Duran Kremer.
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Konya A.R. Izzet Koyunoglu Miizesinde Bulunan Fildisi Mozaik
Stislemeli Ahsap Rahle ve Kur’an Mahfazasi

Wooden Lectern and Qur’an Case with Ivory Mosaic Decoration
from Konya A.R. Izzet Koyunoglu Museum
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Oz
Calismanin konusunu Konya A.R. Izzet Koyunoglu Miizesinde bulunan ahsap eserlerden bir rahle ile bir
Kur’an mahfazast olusturmaktadir. Calismanin amaci, teknik ve siisleme ozellikleri bakimindan birbirine

olduk¢a benzeyen ve aymi zamanda islevieri yoniinden de iligkili olan bu iki eserin ayrintili incelemelerini
vaparak eserleri tanitip benzer érnekler ile karsilastirarak tarihlendirme onerisinde bulunmaktir.

Eserler, ahsap iizerine tarsi ve boyama teknikleriyle stislenmistir. Kur’an mahfazast ve rahlenin teknik,
renk, siisleme ve is¢ilik yoniinden benzer ozellikler gostermesi, eserlerin ayni dénem ve hatta ayni usta ya
da atélye iiretimi olabilecegi konusunu diisiindiirmekte ve bu konuda éneri yapmamiza imkdan vermektedir.
Eserler hakkinda tarihlendirme yapabilmek i¢in yapilan miize arastirmalart ve yayinlarda benzer bir Kur’'an
mahfazasi, bir cekmece ve ii¢ rahle tespit edilmistir. Tespit edilebilen benzer orneklere dayanarak eserlerin 17.
yiizyihin ikinci yarisina tarihlendirilmesi miimkiin goriilmiistiir.

Anahtar Kelimeler: Ahsap sanati, Osmanl sanati, tarsi teknigi, Kur ‘an mahfazast, rahle.

Abstract

The subject of the study is a lectern and a Qur an case from wooden artworks in the Konya A.R. Izzet Koyunoglu
Museum. The aim of the study is to make detailed examinations of these two works, which are very similar in
terms of technical and ornamental features and are also related in terms of their functions, to introduce the
works and to make a dating suggestion by comparing them with similar examples.

The works are decorated with tarsi and painting on wood. The fact that the Qur’an case and the lectern
show similar characteristics in terms of technique, color, decoration and workmanship makes us think that the
works may be produced in the same period or even by the same master or workshop, and allows us to make
suggestions on this subject. A similar Qur’an case, a drawer and three lecterns were identified in various
museums and publications conducted in order to make a dating suggestion about the works. Based on similar
examples that could be identified, it was deemed possible to date the works to the second half of the 17" century.

Keywords: Wooden art, Ottoman art, marquetry, Qur’an case, lectern.
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Giris

Ahsap, saglikli olmasi, sicak goriintiisii ve kolay islenebilirligi nedeniyle
malzeme olarak sanat eserlerinde ve mimaride ¢ok sevilerek kullanilmistir.
Osmanli Dénemi sanati igerisinde ahsabin yeri ve Onemi biiyiiktiir. Gerek
mimaride gerekse kii¢iik el sanatlarinda pek ¢ok alanda yer bulmus bir malzeme
olarak ahsabin kolay sekillendirilmesi de bu malzemeyle yapilan zengin
siislemelere katki saglamistir.

Calismaya konu olan Konya A.R. Izzet Koyunoglu Miizesinde! bulunan ahsap
Kur’an mahfazasi ve rahle, boyal fildisi tarsi teknigiyle siislenmistir. Ayrica
eserlere uygulanan fildisi tarsi tekniginde mozaik parcalarin aralarina ince teller
gerilmistir. Tlave olarak rahle ve mahfaza az da olsa ahsap iizerine boyama
teknigiyle de siislenmistir.

Osmanli Dénemi ahsap sanatinda kullanilan siisleme teknikleri arasinda dnemli
bir yere sahip olan tarsi, ahsabin yiizeyinin oyularak algak, diiz bir zemin
olusturulmas1 ve buraya Onceden belirlenen bir kompozisyonu olusturacak
sekilde hazirlanmis sedef, fildisi, kemik, baga ya da baska cins ve renkten ahsap
malzemelerin geometrik bir kompozisyon halinde mozaik bi¢ciminde yan yana
getirilerek yapistirilmasiyla olusturulan bir tekniktir. Bu malzemeler dnceden
hazirlanan zemine bir mozaik goriintiisii olusturarak yerlestirilirler. Teknik, bu
acidan kakma teknigi ile ayrilir (Kerametli 1961: 10-11; Bozer 2006: 540).

Ahsap tizerine kalem isi teknigi ise hem el sanatlari hem de mimaride genis bir
yer edinmistir. Riistem Bozer, bu teknikte ahsabin sadece zemini olusturmasi
nedeniyle teknigi, ahsap silisleme teknikleri arasinda ele almamaktadir (Bozer
2006: 533 dipnot 3). Goniil Oney, teknigi Ahsap iizerine boyama teknigi adi
altinda incelemistir (Oney 1970: 147-149). Selguklu Dénemi’ndeki varligindan
s0z ederek gec devirde natiiralist bitkisel siisleme tarziyla geliserek Anadolu’da
kullanilmaya devam ettigini belirtmektedir (Oney 1970: 149). Teknikte, agirlikli
olarak kirmizi, koyu mavi, sar1, beyaz, altin yaldiz renkleri kullanilmistir.

Osmanli Donemi el sanatlarindan ahsap eserler, kullanim yerlerine gore de
cesitlilik gostermektedir. Bunlar arasinda rahleler ve Kur’an mahfazalari 6nemli
bir grubu olusturmaktadir. Rahle, “Genelde diz ¢okerek veya bagdas kurarak
ontine oturulup tiizerinde kitap okunan agilir kapanir yahut iizerinde yazi da
yazilabilen diiz tablali, sabit ayakli (ders rahlesi) sekillerde yapilan kiiciik bir
kiirsii, masa tliriidiir.” (Bozkurt 2007: 413) bi¢iminde tanimlanmaktadir. Osmanli
Donemi rahlelerinde genellikle oyma, delik isi, kakma ve tarsi teknikleri
uygulanmigtir (Bozkurt 2007: 414).

Kur’an ciizlerini saklamak i¢in kullanilan Kur’an mahfazalar, dikdortgen,
diiz kapakli bir kutu formunda olabildikleri gibi ayakli ya da ayaksiz kare,
cokgen prizma formunda da olabilmektedirler. Cokgen prizma govdeli olan
orneklerde genellikle altigen prizma govde formu tercih edilmistir. Kare ya da
cokgen prizma govdeli olanlarda {ist kapak bazen diiz iken bazen kubbeli olarak
tasarlanmistir. Baz1 eserlerin igleri boliimlere ayrilmistir. Kur’an mahfazalari,
oyma, delik isi, kakma, tarsi ve ahsap iizerine boyama teknikleriyle siislenmistir2.
Kakma tekniginde sedef, baga, fildisi gibi malzemelerin yaninda bazi érneklerde

1 Bu ¢alisma i¢in tarafima izin veren sayin miize miidiirii Coskun Bilgi ve miizeyi eser incelemek
ve fotograf ¢ekmek igin her ziyaret ettigimde eserleri depodan ¢ikarip ve her tiirlii destegi saglayan
uzman Muhammet Yasar Cuhadar’a ¢ok tesekkiir ederim. Ayrica miizedeki c¢aligmalar sirasinda
fotograf ¢ekimine yardimei olan Sanat Tarih¢i Mert Karaman’a tesekkiir ederim.

2 Osmanli Dénemi’ne ait ¢esitli form ve siisleme tekniklerine sahip Kur’an mahfazasi 6rnekleri i¢in bk.
Akinay 2019: 58-93.
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Resim 1
Konya A.R. {zzet Koyunoglu Miizesinde yer
alan rahlenin genel gorinimii.

degerli taglar ve miicevherler (Yiicel 1977: 67) de kullanilmistir. Rahleler ve
Kur’an mahfazalari, Osmanli Dénemi’nde iiretildikleri yiizyilin getirdigi iislup
ozellikleriyle stislenmislerdir (Yicel 1977: 64-67; Bozkurt 2007: 414-415;
Katild1 2019: 129-134).

Calismaya konu olan Konya A.R. Izzet Koyunoglu Miizesinde bulunan tarsi
teknigi ile siislemeli rahle ve Kur’an mahfazasi ile ilgili daha 6nce hi¢bir ¢aligma
yapilmamistir. Bu ¢aligsma ile eserleri literatiire kazandirmak ve eserler iizerine
tarihlendirme Onerisinde bulunmak amaglanmistir. Rahleler {izerine yapilmis
birkag lisansiistii tez ve yayimn (Culpan 1968; Senyurt 1993; Bozkurt 2007: 413-
415; Katild1 2019) bulunmakla beraber; Kur’an mahfazalari, rahlelere kiyasla
daha az yaymda (C1g 1962: 101-119; Bilirgen 2004: 76-84; Akinay 2019) ve
sayica daha az drnekle yer almaktadir.

Konya A.R. izzet Koyunoglu Miizesinde Bulunan Tarsi Teknigi ile
Stislemeli Ahsap Rahle ve Kur’an Mahfazasi

Rahle

Calismaya konu olan ahsap rahle (Res. 1) Konya A.R. izzet Koyunoglu
Miizesinde 8662/1488 envanter numarasiyla kayithidir. Eser, miize deposunda
muhafaza edilmektedir. Eserin boyu, 43.5 cm, genigligi 18.5 cm’dir. Malzemesi
miize envanter kayitlarinda maun tahta olarak gecmektedir. Benzer 6rneklerine
bakildiginda bir 6rnekte malzeme belirtilmezken diger iki drnegin aragtirmaci
tarafindan ceviz agacindan yapildig: belirtilmistir (Katildi 2019: 95). Ancak
eserlerin uzun siire hava ve nemin etkisiyle 6zgiin renklerini kaybederek
karardiklarini da g6z oniinde bulundurarak bu konuda kesin bir bilgi vermek
dogru olmayacaktir.

Rahle acilir kapanir tiirde olup yekpare ahsaptan gegme tekniginde yapilmistir.
Yedi disli olan rahlenin Kur’an okuma amacl yapildig: anlasilmaktadir. Kitaplik
ve ayak bolimii olmak tizere iki boliimden olugmaktadir. Kitaplik boliimii kare,
ayak boliimii dikdortgen formda diizenlenmistir. Eser, tarsi teknigi ile boyali
fildisi mozaik seklinde siislenmistir. Fildisi mozaikle yapilan kompozisyonda
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mozaik siislemeyi olusturan parcalarin aralarima altin renginde ince teller
gerilmistir. Eserin kitaplik bolimiiniin i¢i ve disi, mentese digleri ile ayak
bolimiiniin dis1, tamamen fildisi mozaik teknigi ile siisliidiir. Ayak boliimiiniin
i¢ yiizeyinde siisleme yer almamaktadir. Rahlenin yan yiizleri de aynmi sekilde
fildisi ile tarsi tekniginde siislenmistir. Rahlenin siislemelerinde yesil, altin
yaldiz, kiremit kirmizisi, kahverengi ve fildisinin kendi rengi olan kremsi beyaz
renkler kullanilmistir. Fildisi hem kendi renginde hem de boyanarak diger
renklerde kullanilmig ve tiim bu renkli parcalarin bir araya getirilerek mozaik
seklinde yerlestirilmesi ile kompozisyonlar olusturulmustur.

Rabhlenin kitaplik béliimiiniin i¢ yiizeyinde (Res. 2-3) kare pano distan ice dogru
farkli genislikte cergevelerle siirlandirilmistir. En dista sade fildisinden ince
bir serit, ardindan kirmizi boyali ince serit ve devaminda bu iki seridin ayni
sirayla tekrar goriilmektedir. Igeriye dogru ilerlerken sonraki sirada genis bir
bordiir icerisinde tarsi teknigi ile yapilmis geometrik bir kompozisyona yer
verilmistir. Kompozisyonun merkezinde sade fildiginden alt1 kollu bir yildiz yer
almaktadir. Alt1 kollu y1ldizin kollarinin aralari, kahverengi eskenar dortgenlerle
doldurulmustur. Bu siislemeyi disaridan, kollarmin her biri {i¢ tane sade
fildisinden iiggenin arasina yerlestirilen kahverengi birer iggenden olusan daha
biiyiik bir alt1 kollu yildiz kapsamaktadir. Bu biiyiik yildizin kollarinin arasina
yesil boyali fildisinden genis agili birer tlicgen yerlestirilerek yildiz, altigene
doniistiiriilmiistiir. Kompozisyon yan yana yerlestirilip kenarlar1 birbirine bitisen
altigenlerden olugmaktadir. Altigenlerin aralarinda, birbirlerine degdikleri
noktanin alt ve iist kisminda geometrik formun geregi liggenler olusmaktadir.
Bu {iggen alanlar da yine sade fildisi ve kahverenginden olusan tiggenlerin ters-
diiz yerlestirilmesi ile olusturulmustur. Geometrik siislemeli bu genis bordiiriin
ardindan en distaki gibi kirmiz1 boyali ve sade fildisinden olusan ince seritler
art arda yerlestirilmistir. Sirastyla, kirmizi, sade fildisi, yine kirmizi, kahverengi
ve kirmizi renkteki ince seritlerin ardindan bu kez geometrik siislemeli dar bir
bordiir gelmektedir. Bu bordiirii siisleyen kompozisyonun ana motifi eskenar
dortgenlerdir. Yatay olarak yan yana dizilmis eskenar dortgenler kahverengi
ve yesil renkteki tiggenlerden ve kiigiik eskenar dortgenlerden olusmaktadir.
Merkezinde birbirine temas eden iki kahverengi liggen ve onlarn etrafina
yerlestirilmis yesil renkte liggen ve eskenar dortgenlerden olusan eskenar
dortgenler yatay bordiir halinde yan yana siralanmislardir. Aralarinda kalan
kisimlara ise yine yesil ve kahverengi farkli acilarda liggenler yerlestirilmistir.

Resim 2
Rahlenin kitaplik béliimiiniin i¢ yiizeyi.
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Resim 3

Rahlenin kitaplik bolimiiniin i¢ yiiziinin

¢izimi
Dogan).

(Cizim:

Sanat

Tarihgi

Mehmet

Bu bordiirden igeriye dogru dnce bir kirmizi ardindan da bir kahverengi olmak
tizere iki ince serit devam etmektedir. Bu seritlerden sonra kare formundaki
kitaphik boliimiiniin i¢ yilizeyinin merkezini olusturan asil kompozisyonun
cergevesi gelmektedir. Bu ¢ergeve sade fildisinden kalin bir serit halinde kare
alan1 sinirlandirmaktadir. Seritlerin dort kosesinde yine sade fildisinden genis
acil birer iiggen bulunmaktadir (Res. 3-4). Bu iicgenlerin ortalarina altin yaldizla
merkezinde biiyiik bir dairenin yer aldig1 ve etrafini gevreleyen ¢esitli sayilardaki
beneklerden olusan stilize gilines ya da ¢igek sembolii boyanmistir. Bu kare alanin
merkezinde sade renkte fildisinden olusan kalin bir seritle sinirlandirilan altigen
yer almaktadir. Altigenin etrafi, alt1 kollu y1ldizlardan gelisen altigenlerin siirekli
olarak yan yana tekrartyla meydana gelen yatay kusaklar halinde doldurulmustur.
Yatay kusaklardaki altigenlerden olusan kompozisyonlar, altta ve iistte her
sirada biraz kaydirilarak yerlestirilmistir. Boylece renk ahengi ve motiflerin
vurgulanmasina dikkat edilerek altigenlerin alt ve iist siralarda ayni renkten
altigenlerle degil, altigenlerin aralarindaki farkli renkte yapilmig {icgenlerle
yan yana gelmeleri saglanmistir. Bu en alt ve iist seviyelerde basarili olsa da
merkezde yer alan biiyilik altigen alanin basladigi seviyede kompozisyonun bu
diizeninde yer yer hafif kaymalar oldugu gézlemlenmektedir. Bu kompozisyonu
olusturan altigenlerin merkezinde kirmizi ve sade fildisinden {iggenlerin yan
yana dizilerek 6nce kii¢lik bir altigen, sonra kirmizilarin disina tersten tekrar
birer kirmiz: tiggen eklenmesiyle alt1 kollu yildiz olusturulmustur. Alt1 kollu
yildizlarin kollarmin aralarma sade fildisinden eskenar dortgenler eklenerek bir
altigene doniisen motif, altigenin her bir kenarina eklenen yesil ve kahverengi
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icgenlerle tekrar biliylik bir alti kollu yildiza doniistiiriilmiistiir. Alti kollu
yildizlarin kollarmin aralarina da kirmizi ve sade fildisinden tiggenler eklenerek
bu kompozisyonun ana motifini olusturan altigenler yapilmistir. Altigenlerin
yan yana dizilip yanlardan birbirine degdikleri noktanin alt ve {ist kisimlarinda
kahverengi ve yesil renkteki iicgenlerin birlesiminden olusan biiyiik birer iiggen
bulunmaktadir. Bu kare alanin merkezinde distan kalin bir fildisi seritle ¢evrili
altigen icerisinde yine kare alani distan ¢evreleyen ince seritler ve bordiirler
tekrar edilmistir. Buradaki altigen alanin igerisinde kahverengi ile ¢ergevelenmis
lic tane bliylik altigen bulunmaktadir (Res. 5). Bu altigenler merkezde altin
yaldizli bir altigenden geliserek kahverengi iicgenler eklenmesiyle yildiza,
ardindan sade fildisi ve kirmizi renkte eskenar doértgenler eklenerek yeniden
altigene doniistiiriilmiistiir. Icteki bu altigenlerin kenarlar1 kahverengi ve
altin yaldizli liggenlerle yildiza ve sade fildisi, kahverengi ve yesil renkler
kullanilarak tekrar altigene donistiiriilmistiir. Bu {i¢ bliyiik altigenin etrafini
ise yine sade fildisi, altin yaldiz, kirmizi, kahverengi tonlarinda yapilmis minik
altigenler doldurmaktadir. Bu alan kahverengi seridin i¢inden altin yaldizla ince
bir serit halinde boyanmis; ancak zamanla bu renk bazi bolgelerden silinerek
yok olmustur. Rahlenin kitaplik boliimiiniin i¢ yiiziinii olusturan bu siislemeler
iki i¢ yiizde de aynidir.

Rabhlenin kitaplik boliimiintin dis yiiziindeki (Res. 6) kare pano yine i¢ yliziinii
cerceveleyen sade fildisi, kahverengi, kirmizi seritlerle sinirlandirilmis ve bu
seritlerin aralarina i¢ yiizde goriilen eskenar dortgenlerden olusan dar bordiiriin
aynist islenmistir. I¢ yiizeydeki kare alanin merkezini bir altigen olustururken
burada merkeze alt1 kollu biiylik bir yildiz yerlestirilmistir (Res. 7-8). Yildizin
merkezinde kirmizi, kahverengi ve yesil renkteki kiiclik tiggenlerle yapilmig bir
altigen yer almaktadir (Res. 9). Altigenin alt1 kenarina, merkezinde yildizlardan
gelisen altigenlerin oldugu ve her altigenin kenarlarma ticer minik altigen
yapilmig olan farkl renkteki altigenler yerlestirilmigtir. Kullanilan siislemeler
tamamen altigenler ve alt1 kollu yildizlarin kii¢iiklii bityiiklii ve farkli renklerde
olusumlariyla tasarlanmigti. Bu kompozisyon diizenleri yapilirken renkler

Resim 4
Rahlenin kitaplik boliimiiniin i¢ yiiziiniin
kosesinden detay.
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Resim 5
Rahlenin kitaplik boliimiinlin i¢ yiiziindeki
merkez kompozisyon.

Resim 6
Rahlenin kitaplik bolimiiniin dis yiizeyi.

arasindaki kontrasttan faydalanilarak bir motiften baska bir motife gecis
vurgulanmistir. Altigenlerden olusan bu kompozisyonun etrafina kare alani
distan gerceveleyen ince seritler ve aralarina yerlestirilen ince bordiiriin tekrari
yapilmistir. Merkezdeki bliylik yildizin etrafini yine yildiz merkezli kirmizi,
kahverengi ve sade fildisinden olusan ve koselerinden birbirine bitistirilen
yildizlardan olusan bir kompozisyon doldurmaktadir. Kitaplik boliimiiniin diger
dis ylizii de ayn1 kompozisyonla siislenmistir.
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Rahlenin dikdortgen formdaki ayak bolimiinii distan, kitaplik boliimiinde
de goriilen, sade fildisi, kirmiz1 ince seritler ve eskenar dortgenlerden olusan
ince bordiir ¢evrelemektedir. Cercevenin icinde ayaklarin iist kismina yatay
dikdortgen bir tepelik kismi yapilmistir (Res. 10). Bu tepelik distan sade fildisi
ile gercevelendirilmistir. Altta ve istte ince birer serit halinde olan gerceve,
yanlarda cilt sanatindaki semse ve kosebentleri andiran tarzda verilmistir. Fildisi
gergevenin igerisindeki kompozisyon yanlarda ortadakiler daha biiylik olmak
iizere ii¢ dilimli olarak sonlandirilmistir. Kompozisyon ise kitaplik boliimiiniin

Resim 7
Rahlenin kitaplik béliimiiniin dis yiiziiniin
¢izimi (Cizim: Sanat Tarihgi Mehmet
Dogan).

Resim 8§ (sol)
Rahlenin kitaplik boliimiiniin dis ylizeyindeki
yildiz kompozisyonu.

Resim 9 (sag)
Rahlenin kitaplik béliimiiniin dis yiizeyindeki
yildizin i¢ siislemeleri.
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Resim 10
Rahlenin ayak bdoliimiiniin  tepeliginden
detay.

Resim 11 (sol)
Rahlenin ayak boliimiiniin dis yiizeyi.

Resim 12 (sag)
Rahlenin ayak bolimiiniin dis yiizeyinden
detay.

i¢ ylizeyindeki altigenin etrafin1 g¢evreleyen ve genis bir alant kaplayan
kompozisyonun aynisidir. Renkler ve motifler bu iki alanda birebir ayn1 sekilde
kullanilmustir. Ust tarafa yapilan bu yatay dikddrtgen tepelik kisminin altinda
kareye yakin bir alan olugmustur (Res. 11). Burasi da diisey halde ortadaki
daha genis olmak iizere ii¢ panoya boliinmistiir. Yanlardaki iki dar dikdortgen
panoda kirmiz1 ve sade fildisi renkleri ile yer yer yesil renk kullanilarak kiigiik
ticgenlerden alt1 kollu yildizlar ve onlarin disinda da altigenler olusturulmustur.
Altigenlerin aralarinda ise yine ayni renklerle yapilmis tiggenler yer almaktadir.
Rahlenin ayak boliimii acik olarak yapilmamistir. Ortadaki genis panonun {ist
ortasina ters duran bir palmet (Res.12) ve devaminda alt tarafta iki yana uzanan
birer rumi motifi yapilmistir. Bu palmet ve rumilerin iki yan1 delik isi teknigi ile
oyularak bosaltilmistir. Rumilerin alt tarafi da delik isi teknigiyle bosaltilmistir.
Buradaki delik isi kisim, rumilerin oldugu siislemeyi, balik kuyruguna benzer
bir forma sokmustur. Ortadaki panoyu cevreleyen bordiir, palmet ve rumilerin
tam ortasindan diisey bir hat halinde inerek bu bitkisel siislemeleri ortadan ikiye
bdlmektedir. Bu alandaki geri kalan tiim yiizey yine alt1 kollu yildizdan geligen
sade fildisi, kirmizi, yesil ve kahverengi altigenlerle doldurulmustur.
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Rahlenin mentese disleri, yanlardan sade fildisi birer serit ile sinirlandirilmig
olup dislerin hem alta hem tiste bakan tiim yiizeyleri sade fildisi, kirmiz1 altin
yaldiz ve yesil renkteki yildizlardan gelisen altigenlerle kaplanmistir (Res. 13).
Rahlenin yan yiizleri, boydan boya kalin sade fildisi birer serit ile iki yandan
sinirlandirilip bu seritlerin i¢ kismina da kitaplik bolimiiniin i¢ yiizeyinde dig
cergevede goriilen ince seritlerden ve ince bordiirden olusan kenar suyunun

tekrar1 yapilmistir (Res. 14). Resim 13

Rabhlenin iizerinde herhangi bir tarih ve usta bilgisi yer almamaktadir. Rahlenin mentese disleri.

Resim 14
Rahlenin yan yiizleri.

Kur’an Mahfazasi

Caligma kapsaminda incelenen diger eser olan Kur’an mahfazasi (Res. 15),
Konya A.R. Izzet Koyunoglu Miizesinde 8661/310 envanter numarasi ile
kayithidir. Eser miize deposunda muhafaza edilmektedir. Eserin boyu 34 cm,
eni, 25 cm ve yiiksekligi 13.5 santimetredir. Eserin malzemesi, miize envanter

Resim 15
Kur’an mahfazasi 6n yiizii.
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Resim 16
Kur’an mahfazasinin kapagi.

Resim 17
Kur’an mahfazasinin kapaginin ¢izimi
(Cizim: Sanat Tarih¢i Mehmet Dogan).

kayitlarinda maun tahta olarak belirtilmistir. Yine rahle ile ilgili ifade edildigi
gibi bu eserde de ahsabin rengi zamanla koyulagsmistir. Bu nedenle ahsabin cinsi
ile ilgili kesin bir bilgi vermek dogru olmayacaktir. Ancak eserin mevcut rengi,
ceviz agacindan yapilmis olma ihtimalini de diigiindiirmektedir.

Eser, dikdortgen prizma formunda, kapakli bir kutu seklindedir. Kapaginin
On yliziinde bir kilit bulunmakta olup 6zgilin anahtar1 da iizerindedir. Eserin
kapaginin iist ve yan yiizleri ile kutunun 6n, arka ve yan yiizleri tamamen
boyali fildisi mozaik (tarsi) teknigi ile siislenmistir. Fildisi mozaik teknikli
kompozisyonda ti¢genler ve altigenlerin aralarina ince teller gerilmistir. Gozle
gorilir durumdaki altin rengindeki teller, el ile de hafifce hissedilebilmektedir.
Kur’an mahfazasinin kapaginin iist yiizeyi tipki kitap kapaklarindaki gibi

kenarlar1 bordiirlii, ortasi semse, salbek ve kosebentlerden olugan bir diizenlemeye
sahiptir (Res. 16-17). Kapak distan sade fildisi ince bir seritle ¢cergevelendirilmis
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ardindan karsilikli yerlestirilmis kahverengi ve kirmizi geritlerin arasina sade
fildisi kii¢iik dikdortgen pargalarin diisey eksende yan yana kaydirmali olarak
dizilmesiyle eskenar dortgenler olusturulmustur. Bu eskenar dortgenlerin
merkezine kahverengi bir dikdortgen parga yerlestirilerek, zemin rengi ile bir
uyum saglanmis ve dortgenlerin ortasi delikmis gibi bir goriintii olusturulmustur.
Bu bordiirden sonra igeriye dogru kahverengi ve kirmizi seritler arasinda bu
kez genis bir bordiire yer verilmistir. Bu genis bordiiriin i¢inde merkezini altin
yaldizli bir alt1 kollu yildizin olusturdugu ardindan yesil renkle bir altigene,
sonra kirmizi ve altin yaldiz rengindeki tiggenlerle tekrar yildiza ve devaminda
beyaz, altin yaldiz ve kahverengi iicgenlerle tekrar olusan altigenler yan yana
dizili olarak verilmistir. Bu dista beyaz renkle vurgulanmis altigenlerin dis1 da
kahverengi ve altin yaldizli iggenlerden olusturulan altigenlerle ¢evrelenmistir.
Boylece altta ve iistte yer alan kirmiz1 seritlere kadar olan genis yiizey biiyiik
altigenlerin yan yana birbirlerine ug¢larindan degecek sekilde dizilimiyle
doldurulmustur. Altigenlerin aralarinda kalan iiggen kose kisimlara da altin
yaldiz, yesil ve kahverengi kullanilarak yapilan yildiz merkezli altigenlerden
ticer tane yerlestirilmistir. Bu renkli ve genis bordiiriin ardindan distaki
eskenar dortgenlerden olusan kahverengi ve sade fildisi rengindeki bordiir
tekrar etmektedir. Sirasiyla kirmizi, kahverengi ve kirmizi ince seritlerden
sonra merkezini altin yaldizli alt1 kollu yildizlarin olusturdugu ve etrafini yer
yer sade fildisi yer yer de altin yaldizli eskenar dortgenlerin ¢evreledigi ve
bu sayede altigenlere doniisen motiflerin yan yana dizilimiyle olusturulmus
bir kompozisyona sahip bordiir gelmektedir. Bu bordiir kapagin iist yilizeyini
siisleyen ana kompozisyonun hemen disinda yer almaktadir.

Ana kompozisyon, distan kalin bir sade fildisi seritle dikdortgen bir ¢ergeve igine
almmustir (Res. 18). Bu kompozisyonu, sade fildisinden, i¢te eskenar dortgen,
dista dilimli bir semse, semsenin u¢ kisimlarinda palmet goriiniimiinde dilimli

birer salbek ve bu salbekli semseyi distan ¢ergevelendiren dilimli kdsebentler
olusturmaktadir. 4 oraninda simetrik olarak uygulanan kompozisyonda semsenin
i¢ yiizeyi, semse ve koOsebentlerin arasinda kalan alan ve kosebentlerin dig
kdoseleri, tamamen tarsi teknigi ile yildiz ve altigen motifleriyle doldurulmustur.
Semsenin i¢indeki (Res. 19) ve kosebentlerin disindaki kompozisyonlar,
kullanilan renkler ve motifler bakimindan aynidir. Semse ile kdsebentler arasinda
kalan kisimda renk ve kiigiik detaylar bakimindan farkliliklar goriilmekle birlikte
kompozisyonun temasi aynidir. Kosebentlerin disinda kalan kose alanlarda altin
yaldizli bir altigene kahverengi tiggenler eklenmesiyle olusturulan alti kollu

Resim 18
Kur’an mahfazasinin kapagindan detay.
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Resim 19
Kur’an mahfazasinin kapagindaki semsenin
icerisinde yer alan kompozisyon detay1.

yildizlar ve onlara eklenen altin yaldizli eskenar doértgenlerle tekrar altigene,
ardindan sirastyla yesil iiggenler eklenerek altigene, altin yaldizli ve kahverengi
ticgenler eklenerek alt1 kollu y1ldiza ve sade fildisi ve kirmizi iiggenler eklenerek
altigene doniistiiriilen motiflerden olusan bir kompozisyon yer almaktadir.
Bu altigenlerin aralarinda kalan iiggen alanlarda kahverengi ve altin yaldizli
t¢genlerin ters diiz dizilimiyle olusturulmus {iggenler yer almaktadir. Bu
kompozisyonun aynisi semsenin i¢erisinde tekrarlanmigtir. Semse ve kdsebentler
arasinda kalan alanda merkezini altin yaldizli alt1 kollu yildizlarin olusturdugu
ve yine altigen ve alt1 kollu yildizlarin art arda dizilen farkli renklerle meydana
getirilmesinden olusan bir kompozisyon yer almaktadir. Burada merkezdeki
beyaz renkle ¢evrili altin yaldizli alt1 kollu yildizlarin olusu, bu motifi diger
iki kompozisyonun merkez motifine gore daha sade yapilmistir bu da diger iki
boliimdeki kompozisyonlara gére vurgulu goriinmesini saglamistir.

Kapagin kenarlarinda 6n, arka ve yan yiizleri boyunca ayni bordiirler devam
etmektedir. Kapagin {ist kisminda distan c¢evreleyen sade fildisi serit, kapagin
kenarlarimda en iist sirada da goriilmektedir. Ustten alta dogru kirmizi, kahverengi
ve kirmizi ince seritlerin ardindan altin yaldiz, yesil ve kahverengi ile yapilmis
eskenar dortgenlerin yan yana dizilmesinden olusan bir bordiir yer almaktadir.
Bu seritler ve bordiiriin aynist kenarlarin alt seviyesinde de goriilmektedir. Bu
bordiirlerin arasinda ise daha genis bir bordiir icerisinde merkezini alti kollu
yildizlarin olusturdugu, disinda yesil renkle altigene gecilen ve kahverengi ile
altin yaldizli iiggenlerle alt1 kollu yildizlara doniigen motifler yer almaktadir. Bu
yildizlarin etrafi da yine diger kompozisyonlardaki gibi kirmizi ve sade fildisi
ticgenlerle ¢evrelenerek altigene doniistiriilmiistiir. Altigenlerin aralarinda
kalan tiggen alanlara ise kahverengi ve altin yaldizli ii¢genlerin ters diiz
dizilimiyle olusturulmus biyiik ii¢genler yerlestirilmistir. Kapagin kenarinin
6n kisminda, kutunun anahtar deliginin hemen iistiine denk gelen hizada bronz
dilimli bir rozete tutturulan bronz bir halka bi¢iminde tutamak yer almaktadir.
Kapagi kolayca agip kapatmaya yarayan bu tutamaga, giiniimiizde mahfazanin
anahtarinin kaybolmamasi i¢in bir iple baglandig1 goriilmektedir.

Kutunun 6n yiiziinde etrafi digtan cevreleyen bordiir, kapagin kenarlarini
cevreleyen ortadaki genis bordiiriin aynisidir (Res. 20). Kutunun 6n yiiziinde
bu bordiiriin etrafi distan ice dogru sirasiyla kirmizi, sade fildisi ve kahverengi
ince seritlerle sinirlandirilmistir. Ardindan kapagin iist kismini distan gevreleyen
eskenar dortgenlerden olusan bordiiriin aynisi, yine ayni renkler kullanilarak
burada tekrar uygulanmigti. Devaminda gelen kirmizi, kahverengi ve sade
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fildisinden ¢ercevelerin ardindan olugan dar enine dikdortgen alana beyaz
renkte boya ile salbekli semse goriiniimiinde bir kartus yapilmistir (Res. 21).

Kartus, enine dikdortgen alana uygun bir sekilde alttan ve istten hi¢ bosluk
birakilmadan ¢ergevelere yaslanarak devam etmis, uglara dogru hafif bir egimle
uzanmugtir. Kartusun igerisi 6n yiiziin kenarini ¢ergevelendiren genis bordiirde
goriilen yildizli ve altigenli kompozisyonun aynisi ile doldurulmustur. Kartus
ve onun yer aldig1 merkez alani ¢cevreleyen bordiir lizerine denk gelecek sekilde
fildisinden kesilen bir parga ile kilit boliimii yapilmistir (Res. 22). Kartusun
koselerinde kalan kahverengi ahsap zemin {izerine mevcut hali ¢ok silik oldugu
i¢in tam olarak anlasilamayan bir bitkisel kompozisyon, boyanarak iglenmistir
(Res. 23-24). Kullanilan boyanin acik renkli goriiniimii, kahverengi {lizerine

Resim 20
Kur’an mahfazasimin kapaginin 6n yiiziinden
detay.

Resim 21 (sol)
Kur’an mahfazasinin kutusunun 6n yiizii.

Resim 22 (sag)
Kur’an mahfazasinin kutusunun ve kapaginin
on yiiziinden detay.

Resim 23 (sol)
Kur’an mahfazasinin yan yiiziinden detay.

Resim 24 (sag)
Kur’an mahfazasimin  kutusunun  yan
yiiziinden detay.
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Resim 25
Kur’an mahfazasinin yan yiizii.

Resim 26
Kur’an mahfazasimin arka ytizi.

altin yaldizli ya da krem tonlarinda olabilecegini diisiindiirmektedir. Koselerden
merkeze dogru uzanan ince dallar ve yapraklar goriilebilmektedir.

Kutunun yan yiizeylerinde 6n yiizdeki siislemelerin aynist ayni renklerle ve ayni
diizende islenmistir. Yalnizca yan yiizlerin 6n yiize gore dar olusundan kaynakli
olarak kartus yanlarda daha kisa yapilmistir (Res. 25).

Arka yilizde ise aym1 kompozisyonlar yine tekrar etmektedir (Res. 26).
Merkezdeki alanda kompozisyon 6n ve yanlardaki ile ayni da olsa kullanilan
renklerde farkliliklar olmus, bu da goriintiiyii az da olsa etkilemistir.

Kur’an mahfazasi iizerinde herhangi bir tarih ve usta bilgisi yer almamaktadir.

Degerlendirme

Calismada Konya A.R. izzet Koyunoglu Miizesinde bulunan ahsap bir rahle
ve Kur’an mahfazasi incelenmistir. Eserler, teknik, malzeme ve siisleme
oOzellikleri ile detaylica ele alinarak anlatilmistir. Eserlerin ikisi de ahsap lizerine
fildisi mozaik teknigi ile siislenmis ve mozaik parcalarin aralarina ince teller
gerilmistir. Fildisi parcalar, bazi alanlarda beyaz renkte sade olarak birakilirken;
kompozisyonu renklendirmek i¢in ¢ogu alanda boyanarak kullanilmislardir.
Boyali parcalarda, yesil, kirmizi, altin yaldiz ve kiremit kirmizisi tonlari
goriilmektedir. Bu 6zellikler iki eserde de ayni sekilde uygulanmistir.

Eserler iizerinde islenen kompozisyonlar, geometrik olup yalnizca Kur’an
mahfazasinin kutu boliimiiniin 6n, arka ve yan yiizlerindeki kdsebentlerde boya
ile yapilmis bitkisel siislemelere yer verilmistir. Geometrik siislemenin hakim
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oldugu eserlerde merkezinde kimi zaman yildizin kimi zaman da bir ¢okgenin
yer aldigi, merkezden gelisen kompozisyonlar goriilmektedir. Eserlerde
kullanilan ahsap malzemenin benzerligi ile siislemesinde tercih edilen teknik
ve kompozisyonlarin, hatta is¢iligin de ayn1 olusu dikkati ¢cekmektedir. Bu iki
eserin iretim yeri ve tarihi konusunda fikir sahibi olabilmek adina tarafimizca
benzer 6rnekler incelenmeye ¢alisilmis ve bu amacla cesitli miize koleksiyonlari
ve yayinlar taranmistir.

Caligma kapsaminda ele alinan Osmanli Donemi’ne ait iki ahsap eserin,
doneminin olduk¢a ince is¢ilikli, kaliteli ornekleri oldugu aciktir. Eserler
hakkinda tarihlendirme 6nerisinde bulunabilmek i¢in Tiirkiye miizelerindeki
benzer oOrnekler aranmis ve konu ile ilgili yayinlar incelenmistir. Miize
aragtirmalar1 ve yayinlarda calisma kapsamindaki eserlere benzer bir Kur’an
mahfazasi, bir cekmece ve li¢ rahle tespit edilmistir.

Caligmada ele alman rahlenin teknik ve siisleme agisindan benzer iki 6rnegi,
Istanbul Tiirk ve islam Eserleri Miizesinde3 bulunmakta olup (Istanbul Tiirk ve
Islam Eserleri Miizesi, Envanter numarasi: 75, 76) Katild: tarafindan hazirlanmus
olan yiiksek lisans tezinde 19.ylizyila tarihlendirilmektedir (Katild1 2019: 95,
105). Bu rahleler ceviz agacindan agilir kapanir tarzda yapilmis ve fildisi mozaik
teknigi ile slislenmistir (Katildi 2019: 95, 105). 76 envanter numarali rahlenin
kitaplik boliimiimiin dis yiiziinde kompozisyonun merkezini diisey yonde uzanan
bir eskenar dortgen olugturmaktadir. 75 numarali rahlenin kitaplik boliimiimiin
dis yiiziinde ise kompozisyonun merkezinde alt1 kollu bir yildiz bulunmaktadir.
Bu iki rahle arasindan 75 envanter numarali eser, kompozisyonun diizenlenisi ve
kullanilan ana motifler agisindan ¢alismamizda incelenen rahleye daha yakindir.
Ucgiincii benzer rahle ise Istanbul’da Bay Hiiseyin Kocabas 6zel koleksiyonunda
olup Cevdet Culpan tarafindan 19. yiizyila tarihlendirilmistir (Culpan 1968: 48).
Bu rahlenin de kitaplik béliimiiniin dis yliziindeki kompozisyonun merkezinde
diisey yonde uzanan bir eskenar dortgen vardir. Katildi, tezinde inceledigi, 76
Envanter numaral, Tiirk ve Islam Eserleri Miizesinde yer alan rahleyi, Cevdet
Culpan tarafindan 19. yiizyila tarihlendirilen rahle ile form, teknik ve siisleme
ozellikleri yoniinden benzer olmalari sebebi ile aynit doneme tarihlendirmistir
(Katild1 2019: 95).

Kur’an mahfazasina benzer g¢ekmece Ornegi (Res. 27), Topkapi Sarayi
Miizesinde 2/4719 envanter numarasiyla yer almaktadir. Bilirgen tarafindan
incelenen Cekmece’nin Veziri Azam Mustafa Paga®’ya ait oldugu, eserin
kapagina fildisi ile yazilmis isimden anlasilmakla beraber eser, 17. yiizyilin
ikinci yarisina tarihlendirilmistir (Bilirgen 2004: 80). Dikdortgen sandik
formunda olan eserin biitiin yiizeyi beyaz ve boyali fildisi par¢alardan mozaik
teknigiyle geometrik diizende islenmistir. Profilli dort ayak iizerine oturmaktadir.
Eserin kapag tstiinde tipki ¢alisgmamiza konu olan mahfazanin kapagindaki
gibi fildiginden salbekli bir semse ve etrafinda yine fildisinden kdsebentler
ile dikdortgen cergeveler yer almaktadir (Res. 28) (Bilirgen 2004: 80). Eserin
kompozisyonunda goriilen geometrik detaylar, mahfazadakiler ile ortak
ozellikler gostermektedir. Burada da merkezden gelisen yildiz ya da ¢okgen
merkezli geometrik kompozisyonlar, kii¢iik fildisi pargalarin mozaik tekniginde
yan yana getirilmesiyle olusturulmustur. Ayrica iki eserin kompozisyonlarinda

3 Tiirk ve Islam Eserleri Miizesinde yer alan bu iki rahle, Senyurt tarafindan hazirlanmis olan yiiksek
lisans tezinde bulunmamaktadir (Senyurt 1993).

4 Merzifonlu Vezir-i Azam Mustafa Pasa (1634-1683), Kopriili Mehmed Pasa’nin yaninda yetismis,
gorevi sirasinda onemli basarilar gostermis bir devlet adamidir. Viyana seferinde basarisiz olmasi
nedeniyle Sultan IV. Mehmed’in emriyle Belgrat’ta idam edilmistir (Bilirgen 2004: 80).
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Resim 27
Vezir-i Azam Mustafa Pasa’nin ¢ekmecesi,
Topkap1 Saray1 Miizesi (Bilirgen 2004: 84).

Resim 28
Vezir-i Azam Mustafa Pasa’nin cekmecesinin
kapagi, Topkapi Sarayr Miizesi (Bilirgen
2004: 84).

kullanilan boyali fildisi pargalardaki renkler de aynidir. Bazi alanlarda ayni
renkler farkli gekillerde yan yana getirilmisken bazi alanlarda iki eserde de ayni
renklerle birebir ayn1 kompozisyonun islendigi dikkati ¢gekmektedir. Ornegin
¢ekmecenin On yiiziindeki genis bordiirde ve kapagindaki semse ile kdsebentler
arasinda kalan kisimda yer alan yildizli kompozisyonun diizeni ve kullanilan
renkler birebir ayni sekilde mahfazanin kapaginin semsesinin igerisinde de
islenmistir. Ayn1 kompozisyonun ayni renk ve sekildeki parcalarla bu denli iyi
is¢ilikli bir sekilde islenmis olmasi, eserlerin ikisinin de usta ellerden ¢iktigini
ve muhtemelen de ayni atdlye ve sanat¢1 tarafindan iiretilmis olabileceklerini
destekler niteliktedir. Ayrica Bilirgen, Tiirk ve Islam Eserleri Miizesinde bulunan
ve Coban Mustafa Pasa’ya (?- 1529) ait Kur’an mahfazasini da tarsi tekniginin
kompozisyon semalar1 bakimindan Veziri Azam Mustafa Paga’nin ¢ekmecesine
benzetmektedir (Bilirgen 2004: 80).

Eserleri iireten sanat¢i konusunda herhangi bir bilgi tespit edilememistir. Bu
konuda en kapsamli arastirmay1 yapan Kemal Ci1g, yazmis oldugu makalesinde
16. ylizyihn basindan 20. ylizyilin basina kadar 15 ahsap sanatc¢isini ve
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tespit edilebilen eserlerini kisaca tanitmistir (C1g 1962: 104-119). Ancak bu
calismada adi gecen sanatgilarin eser trettikleri donemler, tarafimizca ele
alman ve Topkap1 Saray1 Miizesinde bulunan Vezir-i Azam Mustafa Pasa’nin
cekmecesi ile ayn1 doneme tarihlendirilmesini uygun gordiigiimiiz eserlere
yaptigimiz tarihlendirme onerisi ile uyusmamaktadir. Kemal Cig’mn yapmis
oldugu caligmada Topkap1 Saray1r Miizesinde bulunan bu c¢ekmece de yer
almamaktadir. Kiigiik el sanatlarinda eserler iizerinde yazili olmadigi siirece
eseri yapan sanat¢iy1 belirlemek ve dolayisi ile eseri tarihlendirmek oldukga zor
hatta cogunlukla imkansizdir. Calismamiz kapsaminda incelenen ahsap rahle
ve Kur’an mahfazasi, siisleme ozellikleri yoniinden incelendiginde kismen
bir donem oOzelligi gostermekle birlikte tarafimiza eserleri tarihlendirmede
asil yol gosterici olan unsur, tarihi bilinen benzer 6rnek tespit etmek olmustur.
Teknik, motifler ve kompozisyonlar yoniinden neredeyse ayni 6zellikte olan
Vezir-i Azam Mustafa Pasa’nin ¢ekmecesi, ¢alismamizda inceledigimiz ahsap
Kur’an mahfazasina tarihlendirme onerisinde bulunmamizi saglamistir. Kur’an
mahfazasinin ilgili ¢ekmece ile neredeyse birebir Ortiismesi, tarihlendirme
konusunda yalnizca mahfaza i¢in yardimci olmamis ayni teknik ve siisleme
ozelliklerini gdsteren rahlenin de liretim donemi konusunda dogrudan fikir
vermistir. Calismamiz kapsaminda incelenen rahle, hem kompozisyon hem de
teknik bakimindan mahfaza ile ayni1 6zellikleri gosterdigi i¢in mahfaza iizerine
yaptigimiz tarihlendirme Onerisi, rahle i¢in de gegerlidir.

Bu iki eseri tarihlendirme konusunda 6nemli 6lglide katki saglayan Vezir-i Azam
Mustafa Pagsa’nin ¢ekmecesi disindaki drneklerde goriildiigi tizere herhangi bir
tarih ya da yaz1 yer almamaktadir. Bu 6rnekler, arastirmacilar tarafindan siisleme
ozelliklerine bakilarak ve daha once yapilmis calismalardaki tarihlendirme
onerileri drnek aliarak tarihlendirilmistir. Bu gibi durumlarda eserlerin siisleme
ve teknik Ozelliklerine bakmak donem hakkinda fikir verebilmekle birlikte,
ahgap sanatinda kullanilan bazi teknik ve motifler de donem smirlandirmada
ayirt edici olabilmektedir.

Osmanli Dénemi ahgap sanatinda klasik dénemin bitiminden itibaren baglayan
islup farki hem eserler iizerindeki motif ve kompozisyonlar incelendiginde
anlasilabilmekte hem de arastirmacilar tarafindan vurgulanmaktadir. Kerametli,
calismasinda 17. yiizyilin ikinci yarisina tarihlendirilen Vezir-i Azam Mustafa
Paga’nin ¢ekmecesi ile 19. yiizyila ait iki ahsap besik arasindaki tislup farkim
ornek gostererek Osmanli Klasik Donemi’nin bitiminden itibaren beliren {islup
farkin1 vurgulamaktadir (Kerametli 1961: 13). Yiicel, 16 ve 17. yiizyillarda
Topkap1 Sarayi’nda ahsap isc¢iligini 0greten atdlyelerin kuruldugunu ve bu
atolyelerde ¢ok sayida sanat¢inin yetistigini belirtmektedir (Yiicel 1977: 64). 17.
yiizyilda ozellikle sedef ve fildisi mozaik (tarsi) teknigi ile geometrik diizende
ahsap eserlerin yiizeylerinin kaplanarak renkli bir goriiniime kavustuklar1 da
bilinmektedir (Kerametli 1961: 12-13; Yiicel 1977: 64). 19. yy ahsap isciliginde
ise Avrupa’nin Barok ve Rokoko iisluplarinin etkileri goriilmektedir (Kerametli
1961: 13; Yiicel 1977: 67). Kara’nin ¢alismalarinda ele aldigi Konya Mevlana
Miizesinde bulunan g¢ekmece kapaginda (Kara 2022: 114-115) ve Ankara
Etnografya Miizesinde bulunan hattat sandig1 kapaginda (Kara 2021: 52-53)
boya ile yapilmis salbekli semselere 6rnekler bulunmaktadir. Kapakta semse
olmasi yoniinden ¢aligmamizdaki Kur’an mahfazasi ile ortak 6zellik gosterse
de yine donem farkindan kaynakli bir iislup 6zelligi devreye girerek boya ile
yapilmig ve bitkisel siisleme ile doldurulmus semselerin bulundugu eserleri,
¢alismamiza konu olan mahfazadan ayrigtirmaktadir. Bahsi gegen ¢ekmece Kara
tarafindan kompozisyon 6zelligi itibari ile 18-19. ylizyillara, hattat sandig1 ise
19. yiizyila tarihlendirilmistir (Kara 2022: 114-115). Osmanli Dénemi 17. ve 19.
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ylizyillardaki ahsap is¢iliginin iislup 6zellikleri goz 6nilinde bulunduruldugunda
yine ¢alisma kapsaminda ele alinan iki eserin Vezir-i Azam Mustafa Pasa’nin
cekmecesi ile ayn1 doneme tarihlendirilmeleri akla yatkin gelmektedir. Yalnizca
teknik ve stisleme iisluplarina dayanarak bir tarihlendirme onerisinde bulunmak
yerine lizerinde isim yazan bu ¢ekmece, calismamiz kapsaminda incelenen
eserleri tarihlendirme konusunda somut bir destek olusturmaktadir.

Caligma kapsaminda ele alinan ahsap rahle ve Kur’an mahfazasi iizerine
yukarida tarihlendirme dnerisinde bulunulmustur. Bu iki eser, siisleme ve teknik
Ozellikleri itibari ile benzer Orneklerle iliskilendirilerek tarihlendirilmistir.
Ancak bu iki eserin siislemelerinde ayn1 malzeme, teknik ve kompozisyonlarin
goriilmesi ve eserlerin kullanim amaglar1 agisindan da iligkili olmalar1 sebebi
ile yalnizca ayni1 donemin eseri degil muhtemelen ayni atdlyenin iiretimi hatta
belki de ayni sanat¢inin eserleri olma ihtimalini de diisindiirmektedir. 17.
ylizyilda Topkapr Sarayi’'nda ahsap isciligini 6greten atdlyelerin kuruldugu ve
pek cok usta sanat¢inin bu atdlyelerde yetistigi (Yiicel 1977: 64) ve eser iirettigi
bilindigine gore bu iki eserin ve Vezir’i Azam Mustafa Pasa Cekmecesi’nin bu
atolyelerde tretilmis olmalar1 da ihtimal dahilindedir. Calismada ele alinan iki
eser de fildisi mozaik tekniginin iyi ig¢ilige sahip ¢ok basarili 6rnekleridir. Biitiin
ylizeylerini kaplayan geometrik kompozisyonlarin ¢ok kiiciik fildisi parcalardan
mozaik olusturacak bi¢imde yan yana getirilerek ve aralarina ince teller gerilerek
olusturulmasi eserlerin iyi bir geometri bilgisi ve basarili bir is¢ilik gerektirdigini
gostermektedir.

Eserler giiniimiize iyi korunarak gelebilmislerdir. Ozellikle mahfazada kullanilan
boyali fildisi pargalarin renkleri rahleye gore daha canli ve belirgindir. Rahlenin
belki de ac¢ilir kapanir olmasindan ve iizerine kitap koyularak kullanilan bir
eser olmasindan kaynakli, yiizeylerindeki boyali fildisi pargalarin renklerinin
daha soluk oldugu gézlemlenmistir. Ayrica mahfazanin 6zellikle kenar ve kose
kisimlarma denk gelen alanlarda oldukga kiiciik parcalar halinde de olsa mozaik
parcalarin dokiildiigii goriilmistiir. Baz1 kenarlarda ise ¢atlamalar mevcuttur.
Dokiillen mozaik pargalarin ve catlamalarin oldugu alanlarin bazilarinda
onarimlar yapildig1 goriilmektedir.

Sonug

Konya A.R. Izzet Koyunoglu Miizesinde bulunan ahsap bir rahle ve Kur’an
mahfazasi, c¢alisma kapsaminda ayrintili bir sekilde incelenmistir. Eserler,
Osmanli Dénemi ahgap sanatinin detayci ve yiiksek kalitede iscilige sahip iki
ornegidir. Bu eserlerin tiretim yeri ve donemi hakkinda fikir sahibi olunabilesi
icin Oncelikle miizede yapilan yerinde incelemeler sirasinda eserlerin siisleme
teknikleri ve siislemelerinde kullanilan malzemeler tespit edilmis, siisleme
kompozisyonlari iyi bir sekilde ¢oziimlenmistir. Bu iki eserin de ayni teknik
ve malzemelerin kullanilmasi ile ayni kompozisyonlarla siislenmis olmalari
eserlerin bir takim olabilecegini ya da ayni atdlyede belki de ayni sanat¢inin
elinden ¢ikmis olabilecegini diisiindiirmektedir.

Bu iki eserin benzerligi, bize iki eserin ortak bir iiretim yeri ve tarihine sahip
olabilecegi hakkinda fikir vermekle beraber, kaliteli iscilikleri de Saray
atolyelerinden ¢ikmig olabilme ihtimalini de akla getirmektedir. Eserlerin
tarihlendirilmesi konusunda yapilan arastirmalar sirasinda benzer malzeme,
stisleme teknigi ve kompozisyonlara sahip bir Kur’an mahfazasi, bir ¢ekmece
ve li¢ rahle tespit edilmistir. Bunlar, ¢esitli ¢aligmalarda bahsi gegen ve ilgili
kisilerce tarihlendirilen eserlerdir. Bu calismalar ve eserler incelendiginde
Ozellikle Vezir-i Azam Mustafa Pasa’ya ait cekmecenin ¢alismamizda ele alinan
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eserler ile dogrudan bir benzerligi oldugu tespit edilmistir. Cekmecenin, teknik,
renk ve siisleme kompozisyonlari, ele aldigimiz iki eserler yiiksek oranda
benzerlik gostermektedir. Ozellikle mahfaza ile gekmecenin form itibari ile de
benzer 6rnekler olusu, listlerine iglenen siisleme kompozisyonlarinin diizenlenisi
acisindan da benzerligi agikga gostermektedir. Kapak tasarimlarinda yer alan
fildisi salbekli semseler fildisi kdsebentler, fildisi ¢ergeveler, boyali fildisinden
mozaik tekniginde kaplanmig olan yiizeyler ayni goriintiileri sunmaktadir.
Yalnizca ¢ekmecenin kapagi ilizerindeki semsenin ortasinda yer alan Vezir-i
Azam Mustafa Pasa’nin adinin gectigi fildisinden yazi, kapak tasarimindaki
farklilig1 olusturmaktadir. Bu da ¢alismadaki eserleri tarihlendirme Onerisinde
bulunmamiza yardimci olan bir unsur olmustur.

Eserlere, ¢esitli miizelerdeki benzer 6rnekler ve ahsap sanati hakkinda yapilan
caligsmalar incelenerek bir tarihlendirme 6nerisinde bulunulmustur. Vezir-i Azam
Mustafa Pasa’nin ¢ekmecesi ile ayni doneme tarihlendirilmesi uygun goriilen
eserlerin muhtemelen ayni1 atdlyeden ¢ikmis olma ihtimali de belirtilmistir.

Bu calismada Osmanli Donemi ahgap sanat eserleri arasinda doneminin basarili
iscilige sahip kaliteli drneklerinden olan ve Konya A.R. izzet Koyunoglu
Miizesinin deposunda korunan ahsap rahle ve Kur’an mahfazasiin tanitilmasi
ve literatlire kazandirilmasi amaglanmistir.
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Anadolu Duvar Resmi Geleneginde Gliniimiize Ulasamamis Bursa

Ornekleri

Examples of Anatolian Wall Painting Tradition from Bursa that

have not Survived to the Present Day
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Oz

Batililagma siireciyle birlikte Osmanli Imparatorlugu nun degisen mimari siluetine, Bati’dan alinan ogelerin
kaynaklik ettigi yeni bir mimari siisleme dili de dahil olur. Geleneksel kalem isi sanatindan nitelik ve icerik
olarak farklilagan bu duvar resimleri, baskent tizerinden sekillenen yeni bir iislup baglatirken es zamanlt
olarak Anadolu’da da kendini gosterir. Anadolu ekoliiniin en erken tarihli 6rnegine ev sahipligi yapan sehir ise
Bursa olur. Kendi i¢ dinamikleriyle kendine has sekillenen bu yeni siislemeyi konutlarina ekleyen sehir, gerek
giiniimiize gelmeyen gerek ise giiniimiize gelebilen yapilariyla bu gelenegin énemli bir pargasini olusturur.

Bu ¢alismada, 56z konusu yeni resimleme programinin Anadolu gelenegine bagh olan ve giiniimiize gelmeyen
Bursa yapilarinda yer alan duvar resmi orneklerinden bahsedilerek sehrin Osmanlt duvar resmi gelenegindeki
veri degerlendirilecektir.

Anahtar Kelimeler: Anadolu duvar resmi gelenegi, Bursa, sivil mimari, boyali nakis, duvar resmi.

Abstract

With the process of Westernization, a new architectural decorative language, influenced by elements borrowed

from the West, becomes part of the changing architectural silhouette of the Ottoman Empire. Differentiating
themselves from the traditional art of calligraphy in terms of quality and content, initiate a new style shaped
through the capital while simultaneously making their presence felt in Anatolia. The city that hosts the earliest
example of the Anatolian school would be Bursa. The city, which has added this new decoration, which is
uniquely shaped with its own internal dynamics, to its residences, forms an important part of this tradition with
its structures that have not survived to the present day or that have survived to the present day.

In this study, the place of this new painting program in the Ottoman mural tradition of the city will be evaluated
by mentioning the examples of wall paintings in Bursa buildings that are connected to the Anatolian tradition
and have not survived to the present day.

Keywords: Anatolian mural painting tradition, Bursa, civil architecture, painted embroidery, mural painting.
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Giris

18. yiizyila kadar, geleneksel kodlara sahip kiiltiir ve sanatini tiim dis
faktorlerden koruyabilen Osmanli sanat ortaminda, bu yiizyilin ikinci yarisi
itibartyla mimarlik, resim sanati, el sanatlari, miizik ve edebiyatta batili bigimler
kendine yer edinmeye baglar. Bu Batililagma olgusu da Osmanli’da yeni bir
sanat ortami olarak karsilik bulur. Tiim bu ¢esitlilik dagilimina ragmen biiyiik
resme baktigimizda Osmanli batililagmasinin ne rasyonalist ne de pozitivist bir
sekilde gerceklestigi sdylenebilir (Berkes 2003).

Batililagma paradigmasinin da temeli olarak nitelendirilen bu siirecin baslangici
Sultan III. Ahmed’in saltanat yillaridir (1703-1730). Lale Devri olarak da
tanimlanan bu dénemin 6niinii agan gelismeler ise Avrupa’ya el¢i gonderilmesi
ve matbaanin Osmanli’ya gelisidir. Bat1 ile kurulan ilk diplomatik temas
olarak kabul edilen Yirmisekiz Celebi Mehmed Efendi’nin Paris’e elg¢i olarak
gonderilmesi (1720-1721), ayn1 zamanda Batililagsma fikirlerinin uygulanmasi
noktasinda atilan en 6nemli adim olarak gdsterilebilir. XV. Louis Donemi’nde
Marsilya’dan Paris’e kadar yaptigi bu seyahatte gordiiklerini tiim ayrintilariyla
kaleme alan Yirmisekiz Celebi Mehmed Efendi, elinde mimari ¢izimler, yapi
planlar1 ve bilim kitaplariyla yurda donmiistiir (Rado 2018; Veinstein 2002).
Hazirladig1 sefaretnamede; opera, rasathane, hastane, hayvanat bahgesi, konak
ve saray gibi birgok yapinin yani sira Fransa’nin sosyo-kiiltiirel yagamina dair
aktardiklariyla da, Osmanli baskentinde batiya olan ilginin artmasi ve bati
modasinin yayilmasina da aracilik etmistirl.

Bati ile kurulan yeni iliski bigimi, 18. ve 19. yiizyillarda Osmanli sanatina yeni
bir begeni getirmekle kalmamis, Avrupa unsurlarinin geleneksel tslupla ilging
bir sekilde harmanlanmasina da neden olmustur. Osmanli’nin sosyal yasamina
dogrudan yansiyan bir yenilesme programima doniisen bu etkinin bu denli
yayilmasinda kuskusuz en 6nemli etken saray tarafindan desteklenerek himaye
edilmesidir. Osmanli mimarisinin 6n plana ¢ikan 6zelliklerinden birinin bir
imparatorluk ve saray sanati oldugu (Yenisehirlioglu 1999: 19) ger¢ekliginden
yola ¢ikarak sarayin onciiliigii ve himayesinde varligini ortaya koyan s6z konusu
yeni hareketin, siirecin dogal bir yonelimi oldugu da sdylenebilir.

Bu donemde Istanbul’a davet edilen birgok yabanci sanat¢i ve mimar esas
degisimin sanat, mimarlik ve sehircilik alanlarinda yasanacagmin sinyali
verirken, geleneksel sanatlar ve mimari de kendi degisim siirecini yasar. Sivil
mimari drnekler kadar su yapilarinin da 6n plana ¢iktig1 bu donemde Kéagithane,
Hali¢ ve Bogazi¢i ¢cevresinde yeni mimari bigimlerin ilk denemeleri goriillmeye
baslanir. Yogun imar faaliyetlerine ev sahipligi yapan bdlgede, bu faaliyetlerin
altyapis1 kentin tamamini kapsayan bir imar hareketi olarak degil, padisahin liiks,
bat1 kaynakli yenilik isteklerini karsilamaya yonelik bir anlayis olarak karsimiza
cikar. Oyle ki Lale Devri’ni tamimlayan eglence ve zevk diiskiinliigiine uygun
bir dekor hazirlamaya yonelik bir faaliyet olarak kaldigi dahi sdylenebilir (Arel
1975: 35).

Bati kaynakli mimari yaklagimlar ¢ercevesinde degerlendirildiginde bu yeni
bicemlerin Osmanli’da sistematik bir bicimde uygulanmasi ancak 1740 yili
sonrasinda miimkiin olur (Okguoglu 2020: 13). Burada da tercih edilen Barok
ve Rokoko formlarin birebir aktarilmasi degil devsirilerek uygulanmasidir. Bati

1 Yirmisekiz Celebi Mehmed’ in heyetinde, ayni1 zamanda kethiidas1 olan oglu Mehmet Said Efendi de
yer almugtir. Daha sonraki yillarda Said Efendi, Ibrahim Miiteferrika ile birlikte matbaanin Osmanli’ya
getirilmesinde 6nemli rol oynayan figiirlerden biri olmustur. Celebi Mehmed’ in Fransa’dan gelirken
yaninda getirdigi kitaplar, Avrupa tarzi kiyafetler, tablolar, mobilyalar baskentte bati modasinin
baslamasinda etkilidir (Afyoncu 2003: 524-526).
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temelli Gisluplar olarak Osmanli sanatina eklemlenen bu lisluplar, Osmanli sanati
igerisinde kendi mirasiyla yeniden yorumlandigi i¢in “Tiirk Rokokosu” ve “Tiirk
Barogu” olarak ifade edilir (Eyice 1981:165). Bu siiregte, Arel’in (1975: 11-12)
de bahsettigi gibi geleneksel sanatin ifade bicimlerinden olan “mukarnaslarin
voliitlere, silmelerin Barok profillere, rumilerin arabesklere doniistiigii; Rokoko
ayna cergeve siislerinin” de mimari cephelerde yer buldugu bir doniigim
gergeklesir. Her iki iislubun bagkentteki yansimasinin karsilik buldugu yer ise
i¢ mimaridir (Tekinalp 2002: 442). “Hatta Rokoko tislubu 1760’lardan itibaren
Osmanli bezeme sozligiinii dyle etkisi altina alir ki 19. ylizyilin baglarma kadar
neredeyse baska bir bezeme tislubuna” rastlanmaz (Okguoglu 2020: 13). Bu da
bu yeni iislup ve bicimlerin geleneksel Osmanli sanatlarina siisleme yoluyla
girdiginin bir gostergesi olarak aciklanabilir.

Bu yiizyilla birlikte, geleneksel kalem isi desenlerinin bagrolii olan kaseleri
dolduran meyveler ve vazo icindeki ¢igcekler hacim kazanirken manzaral
panolar da bu siislemelerle birlikte duvar yiizeylerinde yerini almaya baglar. Bu,
ayn1 zamanda 18. ylizyilinin ikinci yarisindan itibaren yayginlik kazanan yeni
bir resimleme programinin da baslangicidir: Duvar Resmi. Istisnasiz her yapi
tiirlinde karsilik bulan bu yeni tezyinat bigimi 6nce yonetim merkezi olan saray
ve dolayisiyla Istanbul basta olmak iizere, Rumeli ve Anadolu’da da siisleme
programlarina dahil olurken?, Imparatorlugun smirlar1 iginde kalan hemen her
bolgede zamanla kendine yer edinir3.

Duvar Resimli Bursa Evleri

[k uygulamalarinin baskentte goriilmeye baglamasindan kisa bir siire sonra
Rumeli’de ve Anadolu’da da, manzarali panolara doniisen duvar resimleriyle
karsilagilir. Cografi dagilimi 6yle gesitlidir ki Anadolu’nun hemen her bolgesinde,
konu ve yapi tiiri ayirt etmeksizin boyali nakiglarla birlikte duvar resimleri
orneklerine rastlamak miimkiindiir. Bu siislemelerin birbirinden farkli bolge
ve sehirlerde goriiliiyor olusu, bu resimleme dilinin Anadolu’da ne kadar kabul
gordiigiiniin de bir gostergesidir. Bunlar her ne kadar mimari tasarimin pargasi
olarak on plana ¢iksalar da, bir toplumun sosyal ve kiiltiirel yapisin1 yansitan,
toplumsal degisimlerin ve sanatsal iisluplarin farkli evrelerini de ortaya koyan
unsurlardir (Renda 1998: 103).

Istanbul’la baslay1p Anadolu’ya uzanan bu yeni bezeme programu, siirecin olagan
ilerleyisiyle birlikte duvar resmi tezyinatlarinin Baskent ve Anadolu iislubu
olarak ikiye ayrilmasiyla sonug¢lanir. Anadolu ekoliinde Baskent 6rneklerinde
oldugu gibi ortak bir resimleme dili ve programiyla karsilasilmaz. Aksine bunlar
her bolgede birbirinden farkli Gislup ve anlayiglarin takip edilebildigi, kendine
has boyali nakis ve duvar resimleridir. Bu 6rnekler arasinda sayica sinirli da
olsa bagkent iislubuna benzeyen bezemelere rastlanmaktadir. Goriinen o ki ilk
uygulanigi ve gelisimi bagkent {izerinden tanimlanan duvar resimleri, kendinden
sonraki uygulamalara da bir esin kaynagidir.

Bagkentteki saray etkisine karsilik, Anadolu’daki gelenegin ortaya ¢ikmasinda
ve devamliliginin saglanmasinda ayanlar ve esraf onemli bir rol oynar. Bu niifuz
ve kudret sahibi insanlarin basta kendi yasam mekanlar1 olmak lizere, sehir ve
kasabalarda yaptirdiklar1 biiyiik ve gosterisli evler ve konaklari bezemek i¢in
cogu kez baskentten sanat¢1 getirttikleri, sonralari ise giderek yerel ustalarin da

2 Anadolu’daki 6rneklere dair ayrintili bilgi i¢in bk. Renda 1998; Arik 1999; Kuyulu 2000; Ok¢uoglu
2000; Tekinalp 2007; Ozbek 2011.

3 Orta Dogu orneklerine dair bk. Labeyrie 1991; Daskalakis Mathews 1997; Giirgaglar 2002; Weber
2002; Soufan 2014.
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bu bezeme programini benimsedikleri bilinmektedir (Arik 1976; Renda 1977;
Renda 1998; Weber 2002).

Birlestirici bir odak noktasi olan ayanlar ve esraf etkisi ile birlikte, farkliliklariyla
da bu gelenegin pargasi olan Anadolu kentlerinden biri de imparatorlugun ilk
baskenti Bursa’dir. Duvar resmi geleneginin Bursa yapilari lizerinden gelisimine
bakmadan evvel, bu yapilarin iislup analizinde kullanilan kaynagi belirlemek
gerekir. Gerek glinlimiize gelemeyen gerek ise meveut durumda olan tiim Bursa
yapilari, ilk kez Riichan Arik (1976: 136) tarafindan ortaya koyulan siniflandirma
lizerinden degerlendirilebilir (Otiing 2021: 299-304). Arik ¢aligmalarinin
sonucunda tiim ayrintilariyla ele aldig1 Anadolu duvar resmi gelenegini ii¢ farkl
gruplamayla ¢oziimler; “minyatiir 6zellikleri (veya geleneksel anlayis) agir
basan resimler, hem geleneksel hem de batili 6zellikler gosteren resimler ve
dogrudan dogruya Batili nitelikte resimler” (Arik 1976: 136).

Anadolu’da tarihlenebilen en eski duvar resmi orneklerine (Renda 1977:124)
Bursa’nin ev sahipligi yapmasi, kenti bu yoniiyle diger Anadolu kentlerinden
ayirir. Abdal Mahallesindeki 1768/1769 tarihli* ev, ilk payitahtin yeni resimleme
gelenegindeki konumuna isaret etmesi bakimindan 6nemli bir yere sahiptir. Bu
ornek giiniimiize gelebilen 6rneklerden ¢ok daha fazlasinin kentteki yapilarda
uygulama alan1 buldugunu diisiindiiriir ki bunlarin zamana yenik diismesindeki
en onemli sebep, kent tarihi boyunca yasanan depremler ve yanginlar olarak
gosterilebilir. 1978 yilina kadar ayakta kalabilen yapi, bazi kaynaklara gore
yanarak (Sener 2011: 267), Erhan’a gore (2016: 32) ise yikilarak yok olmustur.
Bu nedenle sadece arsiv fotograflari® iizerinden degerlendirebilecegimiz yapida,
duvar resmi ve boyali nakiglarin tamaminin basodada oldugu goriilmektedir.
Oldukga zengin bezemelere sahip olan yapida, siislemelerin tamami1 ayn1 odada
uygulanmugtir.

Dolap kapaklarindan baslayip dolap kapaklarinin alinliklarinda, ocak niginde ve
bu nigin dig ¢ergevesinde devam eden; nis ile tavan eteginin birlesme yerinin
her iki yaninda, duvarlarin {ist kisminda tavan eteginin tamamini dolagan seritte
boyali nakislarla birlikte manzarali duvar resimleri de yer almaktadir (Res.
1-2). Dikkatli bakildiginda bu manzaralarin uygulanan renklerdeki yogunluktan

4 Burada bulunan dolaplarmin birinin tizerindeki 1182 (1768/1769) tarihi yapinin insa tarihiyle birlikte
nakisli bezeme ve duvar resimlerinin de iglenme tarihini vermektedir.

5 Babhsi gegen arsiv M. Safiytiddin Erhan’in kisisel fotograf arsividir.

Resim 1
Abdal Mahallesi’ndeki Ev, basoda.
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Resim 2
Abdal Mahallesi’ndeki Ev, yiikliik.

kaynakli olarak, ilk bakista genel siislemeler arasinda fark edilmeyecek
sekilde kaybolmus ya da gizlenmis oldugu goriiliir (Res. 3). Her ne kadar kitap
resminin ¢izgici yaklasimimdan uzaklasmaya c¢alisan ifade dili dikkat g¢ekse
de, kompozisyonlarin arka planlarindaki doga betimlemelerine bakildiginda
alisilmigin diginda bir {islup denemesi olarak renk tonlamalar1 kendini gosterir.
Renda (1977: 124), olgun bir iislup olarak degerlendirdigi bu duvar resimlerinin
ayn1 zamanda Sultan I. Abdiilhamid Dénemi’nden once saray disinda yaygin
oldugunun da bir kanit1 oldugunu belirtir.

Resim 3
Abdal Mabhallesi’ndeki Ev, tavan etegindeki
ayrint1.

Serit halinde tavan etegini dolanan manzaralarda yapinin genele hakim olan
Barok etki agirlikta olsa da manzarayr tamamlayan unsurlarin geleneksel
kaliplarin disina ¢ikmadigi goriiliir. Barok kartuslar ve bunlarin i¢indeki meyve
natlirmortlarinda siirdiiriilen bu etki, ¢cesme ve kopriiler s6z konusu oldugunda
basarili oldugu kadar ¢ekingen bir perspektifie karsimiza ¢ikmaktadir.

[stanbul’dan hemen sonra ilk kez bir tasra kentinde yeni anlayisa sahip
resimleme tiiriine rastlanmasi, diger yandan bunlarin baskent tisluplu 6rneklere
olan benzerligi sasirticidir. Imparatorlukta tasra esrafinin ve Ayanlarin giiglendigi
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bu dénemde, ayn1 zamanda birer prestij alanlarma doniisen konaklarda, 18.
ylizyilin ikinci yarist itibariyla yasam alanlarinin duvarlarina, tavanlarina,
yiikliik dolap kapaklarina taginan resimler dénemin sartlarina uygun etkili birer
prestij nesnesi haline gelir. Buna bagli olarak buradaki yapilarin ve siislemelerin
Istanbul’a &ykiinme hatta onunla bir yarista oldugu sdylenebilir. Bu nedenle
baskent {islubunu yakindan taniyan nakkas ya da ressamin tercih edilmis
olmasi olasidir ki Renda’nin da (1977:124) bahsettigi iizere, yapilarda Baskent
iisluplu siislemelere rastlanilmasi sanatgisinin Istanbul’dan gelme ihtimalini
kuvvetlendirir.

Geleneksel anlayisin agir bastigi Alaaddin Mahallesi’ndeki Ev’de bes ayri
kompozisyon olarak panoya yerlestirilen ¢igek bezemelerine yer verilmistir
(Res. 4). Kemer bi¢imi verilen panolarda, biiylik saksilar i¢cinde birbirinden
farklh ¢icek demetleri goriilmektedir. Yapiya dair tek belge ise Bursa Kiiltiir
Varliklarin1 Koruma Bdélge Kurulu Miidiirligii arsivinde yer alan tescil fisi ve
bu fiste kullanilan fotograflardir. Bu nedenle yapiya dair degerlendirmeler ancak
bu veriler iizerinden yapilabilmistir. Fotograflardan, yapida olusan muhtemel
yipranmalardan kaynakli olarak tezyinatlari koruyabilmek adina duvar yiizeyine
suntalar yerlestirildigi nakisli bezemelerin de bu sunta iizerindeki levhalara
sabitlenmis oldugu anlasilmaktadir.

Arik’in simflandirmasindaki ikinci yonelim; temel esin kaynagi olan minyatiir
geleneginden uzaklagsmadan bati kaynakli tekniklerin denendigi, bir nevi gegis
donemini de temsil eden geleneksel-batili anlayistir. Ilk bakista batil etkilerin
gozlemlendigi bu kategoride asil islubu ele veren, ayritilarin gosterilme
bi¢iminde yatan gelenekselliktir. Bunlar ne ge¢misle olan bagimi koparabilmis
ne de batili olana tamamiyla uyum saglayabilmislerdir (Otiing 2021: 82).
S6z konusu bu yaklagimi Hamzabey Mahallesi’'ndeki Ev ve Veli Semseddin
Mahallesi’ndeki Ev 6rneklerinde gormek miimkiindiir.

Hamzabey Mahallesi’'ndeki Ev hakkinda kaynaklarda herhangi bir bilgiye
ulagilamamis olup, eldeki tek veri yine yapinin arsiv fotograflaridir®. Abdal
Mahallesi’ndeki Ev ile ayni tarihlerde insa ve tezyin edildigini diigiindiiren
yapida siislemeler basodadadir. Nisin oldugu duvarda, tavan etegi ile duvar

6 Bahsi gegen arsiv M. Safiyiiddin Erhan’m kisisel fotograf arsividir.

Resim 4
Alaaddin Mahallesi’ndeki Ev.
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Resim 5
Hamzabey Mahallesi’ndeki Ev.

Resim 6
Hamzabey Mahallesi’ndeki Ev.

ylizeyinin birlesiminde iki farkli kent tasviri goriiliir. Bunlar, duvar yiizeyinin
yaklasik olarak 1/3’inii kaplayan alanda, nisin saginda ve solunda yer almaktadir
(Res. 5-6). Ayrica duvar resimlerine boyali nakislar da eslik etmektedir. Bu
kompozisyonlarin bulundugu duvar haricinde, diger iki yiizeyde de siislemelerin
devam ettigi goriilmektedir fakat fotografin diisiik kalitesinden dolay1 bu
detaylarin ne oldugu tam olarak anlagilmamaktadir.

Burada yer alan her iki tasvirde de On plana ¢ikan &zellik; sanatcilarinin
minyatiiriin naif karakterinden kopmadan, yeni tamistiklart batili teknikleri
uygulamaya caligmis olmalaridir. Batili tekniklerin de kendini gosteriyor
olusu, bu yapida da Istanbul’dan gelen sanatgilarin ¢aligmis olma ihtimalini
diistindiirmektedir. Gerek kompozisyonun kurulusunda gerekse kompozisyonu
tamamlayan unsurlarmin yerlestirilmesinde uygulanan basarili perspektife
karsin, detaylardaki biitiin ve onun pargalar1 arasindaki perspektif agisindan
uyumsuzlugu da gbzden kagmaz.

Ayni gruplamada degerlendirebilecegimiz bir diger yapt Veli Semseddin
Mahallesi’ndeki Ev’dir. Bagsodada yiikliik iizerindeki alanda, iist kdselerinde
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S-C kivriml dallarin sardigi zarif bir gerceve igine yerlestirilen kompozisyon
dikkat ¢eker (Res. 7). Bitkisel diizenlemeler tavan sinirindaki serit boyunca yer
alirken bunlarin yedi farkli pano olarak diizenlenmis oldugu goriiliir. Baglangi¢
ve bitis panolar1 olan 1 ve 7 numarali panolarda’ madalyon igine birer ¢igek
buketi; 2, 4 ve 6 numarali panolarda, kaide {izerine oturan yayvan agizli bir
kasede envai gesit ¢icekler (Resim 7a) , 3. ve 5. panolarda ise oval bir madalyona
islenmis manzaralar uygulanmistir (Res. 7b-7c¢). Genel yerlestirme ve perspektif
acisindan degerlendirildiginde basarili bir deneme olarak kabul edilebilecek bu
bezemelerde uyumu ilk kompozisyonda goriilen kopriiniin verilisi bozarken;
ikinci kompozisyonda tepelere istiflenmis olarak yerlestirilen evler perspektifle
yaratilmaya ¢aligilan etkiyi bozmustur.

7 Burada bahsedilen numara siralamast, orijinal fotograf izerine daha dnce isaretlenmis rakamlardir.

Resim 7
Veli Semseddin Mahallesi’ndeki Ev.

Resim 7a-b-c
Veli Semseddin Mahallesi’ndeki Ev, ayrinti.
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Resim 8
Setbas1 Mahallesi’ndeki Ev.

Natiiralist bir Gislup sergileyen ii¢iincii grupta; desenden, renk kullanimina,
golgelemeden doga goriiniimlerine kadar kendinden emin ve geleneksel
kaliplarin disina ¢ikan bir yaklasim dikkat ¢eker. Batili 6zellikler gosteren bu
yaklasimin Setbasi Mahallesi’ndeki Ev ve Murad Emri Evi’nde uygulandig:
goriilmektedir. Setbagt Mahallesi’ndeki Ev (Res. 8) yalin bir peyzajla karsimiza
cikar. Ayn1 duvar yilizeyinde aralikli olarak yerlestirilen iki al¢1 ¢erceve icine
yerlestirilen peyzaj 6rnekleridir bunlar. Odanin bezeme diizeninde uygulanan
al¢1 siislemelerin, tavandan tavan eteklerinde devam eden bir pargasi gibidir.
Sadece tescil fisi lizerinden degerlendirme yapilabilen yapidaki bezemelerden
soldaki ilk resimde, kompozisyon iki yandan birer agagla sinirlanmis ve aradaki
alan deniz/nehir vs. ile %2 lik genis bir alan1 kaplayacak sekilde planlanmistir. Bu
kompozisyonun saginda yer alan ikinci ¢ergcevede ise solda tek bir agagtan sag
yone dogru agilan 2/3 liik manzara ile kompozisyon diizeni tamamlanmistir (Res.
8). Her iki kompozisyonun da al¢1 bir ¢erceve igine yerlestirildigi goriilmektedir.
Bu cergeveleme teknigi simdiye kadar Bursa’da tespit edilen ve baska hi¢bir
yapida rastlanmayan bir uygulama olma 6zelligini de gosterir. Yapida yer alan bir
stisleme 0gesi olmanin Stesinde adeta bir tablo gibi yerlestirilen kompozisyon,
iislupsal olarak daha batili bir anlayisin tirlinii olarak kargimiza ¢ikar.

Giliniimiize gelemeyen Ornekler arasinda degerlendirecegimiz bir diger yap,
Bursali gazeteci ve divan sairi olan Murad Emri Efendi’ nin Yesil semtindeki
evidir. Yakin bir gegmiste ¢ikan yangin nedeniyle yap1 bugiin mevcut degildir.
Boyali nakiglart yangindan evvel restorasyon igin yapidan ¢ikarilarak
restorasyonu yapacak olan mimarlik ofisinin denetiminde bir depoda muhafaza
edilmistir.

Eldeki bilgiler yapinin inga yilim 1882 ile 1885 arasi olarak isaret etmektedir®.
Yapinin tiim i¢ dekorasyonuna hakim olan boyali nakislar, birbirinden farklh
desenler olup yaklagik alt1 farkli bigemde karsimiza ¢ikar. Duvar yiizeylerinden
baslayarak tavan etekleri, pencere aralari ve ahsap tavanlara kadar uzanan

8 Oztahtali’ nin aktardigma gore (2009: 30), Murad Emri Efendi’nin 18 Kanunuevvel 1332/1335 (31
Aralik 1916)’da bu evde oldugii haberi Hiiddavendigar ve Ertugrul gazetelerinde yer alirken, Emri’
nin yakin dostu olan Semsi-i Misrl Efendi (Mehmed Semseddin Efendi) ise yazdig: iki dizede bu
tarihi 1335 olarak ifade eder. 1882 yilinda Bursa’ya gég ettigi bilinen ismin, 1885’te kendi matbaasini
kurmasi gibi argiimanlar onun bu tarihlerde yerlesik hayati oldugu sonucunu dogururken yapinin inga
tarihini de 1882-1885 arasi olma ihtimalini kuvvetlendirmektedir.
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siislemeler, Bursa yapilar i¢inde kendine has bir diizen ve bigceme sahiptir.
Sablon baski tekniginin de kullanildigi siislemeler farkli birgok motif ve ¢ok
renkli bir uygulamayla yapida kendini gosterirler.

Duvar yiizeylerinde olusturulan bitkisel formlu gergevelerle boyali nakislar,
tabak i¢cinde ¢oklu ya da tek olarak verilen meyveler ve ¢igek demetleri formunda
uygulanmistir (Res. 9- 10). Tavan gébeginde ise rengarenk ciceklerden olusan
bir ¢ember ve bunun tam merkezinde ahsap ¢italarda olusturulmus kare form
icinde ayni renk ve bicimlerde ¢igekler goriiliir (Res. 11). Burada dikkat ¢eken
onemli bir farklilik ¢emberin dort yoniine yerlestirilen stilize kus figiirleridir.
Manzara ve natiirmort agirlikli bir desen diline sahip olan Bursa yapilarindaki
tavan resimlerinde, bu az rastlanilan bir 6rnektir.

Resim 9
Murad Emri Evi, ayrint1.

Resim 10
Murad Emri Evi, ayrinti.
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Resim 11
Murad Emri Evi, tavan siislemeleri.

Uslup ve Sanatg1 Sorunu Uzerine Degerlendirme

Anadolu’nun su ana kadar bilinen en erken tarihli duvar resmi 6rnegine ev
sahipligi yapmasi nedeniyle Anadolu gelenegi; sehrin baskent Istanbul’la olan
fiziki yakinlig1 sebebiyle de Baskent gelenegi iizerinden degerlendirilme egilimi
gosteren Bursa duvar resimlerinin her iki ekolle de dogrudan tislupsal bir bag:
olmadig1 anlagilmaktadir. Daha olgun bir Gislup sergileyen Abdal Mahallesindeki
Ev ile Hamzabey Mahallesindeki Ev’de Baskent ekoliinii taniyan nakkas
ya da ressamlarin ¢alismis olma ihtimali 6n plana ¢ikarken, bu sanatcilarin
Bagkent’ten gelen isimler olma ihtimalini de gliglendirir. Giiniimiize ulasamayan
bu 6rnekler ile s6z konusu gruplamanin disinda kalan ve bugiin mevcut durumda
olan yapilardaki bezemeler birlikte degerlendirildiginde, duvar resimleme
geleneginde Bursa’nin tamamen kendine 6zgii bir siisleme karakterine sahip
oldugu goriilmektedir (Otiing 2021: 333-345). Bu gercekligi temellendiren
en onemli sebep ise yerel ustalarin naif iislubunda aranmalidir. Yapilardaki
bezemelerde herhangi bir sanat¢i imzasinin bulunmayisinin yani sira, yapilara
veya sanatcilara dair herhangi bir belge bulunmayisi da yerel ustalarin kimligi
konusundaki soru isaretlerini arttirmaktadir.

Kentteki tekke yapilarinda da boyali nakis ve duvar resimlerine rastlaniyor
olusu diger yandan dervislerin i¢cinde sanatkarlarin oldugunu akla getirmektedir.
Kara’nin (2019: 35) “Siir ve musiki basta olmak iizere giizel sanat dallarinin
hemen hepsi tekke atmosferinde gelisip giiclenmektedir” ifadesi tim Anadolu
cografyasina mal edilebilecek bir tespit olup, tarikatlarda yetisen dervis,
miirgit ve miritlerin iyi birer hattat, miizehhip oldugu konusunu, kuskusuz
hem kitap hem de resim sanatiyla ilgili olduklarint ortaya koymaktadir. Bu da
tekke kiiltiiriiyle arasinda gii¢lii baglar1 olan Bursa’da da yerel ustalar arasinda
dervislerin oldugunu ve yapilarin duvarlarimi siislemis olabilecekleri ihtimalini
kuvvetlendirmektedir. Tarikatlarda yetisen sanatkarlarin, mensup olduklar
tarikatin degerlerini eserlerine yansitma amaciyla calistiklart ve “isimlerini
eserlerine kaydetmedikleri icin hangi sanatkdrin neyi yaptigini tespit etmek son
derece gii¢ olmakta, cogu kere de faraziye yiiriitmekten ileriye gidilememektedir”
(Karamagarali 1976: 248). Ibadet yapilarmin yani sira konutlarda da sanatkar
dervislerin ¢aligmig oldugu ihtimali tizerinden baktigimizda duvar bezemelerinde
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neden sanat¢i imzasinin olmadig1 anlam kazanir. Tarikat kiltiiriindeki gelenek
ve saygiya uygun olarak bu yapilarda da ayni iisluplarini koruduklar1 ortadadir.

Sonug

18. yiizy1lin sonundan itibaren mimari dekorasyonun bir pargasi olarak Osmanl
yapilarina yansiyan boyali nakis ve duvar resimleri, baskentteki uygulamalarimin
hemenardindan Anadoluve Rumeli’de dekendine yerbulur. 1699’atarihlendirilen
Amcazade Hiiseyin Paga Yalis1? (Birol 2005: 451-462; Yildiz 2011: 404-433)
ve 1705 yilia ait siislemeleriyle III. Ahmed’ in Yemis Odas1 (Salbacak 2019:
512-518), bagkentte uygulanan bu yeni resimleme programinin habercisi olarak
degerlendirilebilir. Bu ilk Istanbul rneklerin ardindan Anadolu’daki en erken
tarihli 6rnek olarak karsimiza Bursa’da 1768 tarihli Abdal Mahallesi’ndeki Ev
¢ikar. Kentin Anadolu duvar resmi gelenegindeki yerini okuyabilmek adina
Onemli bir niive olan s6z konusu duvar resimleri, erken tarihli bir drnek olmasina
ragmen tslupsal acidan olgun olarak degerlendirilir. Diger yandan Abdal
Mahallesi’ndeki bu ev Bursa 6rnekleri icerisinde tarihi belli olan tek 6rnek olma
ozelligine de sahiptir. Sultan I. Abdiilhamid Doénemi’nden daha evvel saray
disinda bu tarz siislemelerin ne denli yaygin oldugunun, bir “tagra” kentinde
bunlarin yapilmis oldugunun da énemli kanitidir. Bahsi gecen yapida ve yakin
tarihlerde insa ve tezyin edilmis oldugu diisiiniilen Hamzabey Mahallesi’ndeki
Ev’de basgkentten gelen ustalarin ¢aligmis olma ihtimali giindeme gelirken, ayni
ihtimalin diger yapilar s6z konusu oldugunda gecerli olmadig1 goriiliir. Bu kez
ortaya sanatkar dervisler faktorii ¢ikar ki bu da siislemelerde neden bir sanatgi
imzasinin bulunmayisini agiklar.

Uslupsal ¢dziimleme bakimindan diger tiim Anadolu orneklerinde oldugu
gibi Bursa yapilarinda da ii¢ tip siniflandirma 6n plana ¢ikar. Bunlar minyatiir
anlayisinin devam ettigi Alaaddin Mahallesi’'ndeki Ev; bir gecis donemi temsili
olarak da tanimlanan, minyatiir geleneginin naif yaklasimindan vazgegmeden
batiya ait tekniklerinin de denendigi geleneksel ve batili {islubu yansitan
Hamzabey Mahallesi’ndeki Ev ve Veli Semseddin Mabhallesi’ndeki Ev;
tamamiyla batili teknikler iizerine kurgulanan Setbas1 Mahallesi’ndeki Ev ve
Murad Emri Evi’dir.

Abdal Mahallesi’ndeki Ev’de yer alan bezemelere dair ilk degerlendirmeyi
yapan Renda, Anadolu’da tarihlenebilen bu en eski duvar resimlerini {islup
acisindan Bagkent 6rnekleriyle olan benzerliginden yola ¢ikarak olgun 6rnekler
olarak nitelendirir. Buna kargin- yapim tarihleri tam olarak bilinmiyor olsa
da- Abdal Mahallesi’ndeki Ev ile yakin tarihlerde insa edildigi diisiiniilen
Hamzabey Mahallesi’'ndeki Ev ve Alaaddin Mahallesi’ndeki Ev’de goriilen
islup, bu olgun iislubun uzagindadir. Bu sebeple Abdal Mahallesi’ndeki Ev her
ne kadar tarihlendirme olarak bu iki yapiyla ayn1 donem igerisinde yer alsa da,
bu ¢aligmaya konu olan tiim drneklerle karsilastirildiginda kendine has bir 6rnek
olarak degerlendirilebilir.

Kentin Osmanli duvar resmi gelenegi i¢erisinde bahsi gegen bu {i¢ iisluba da dahil
olan bezemelere ev sahipligi yapmasi, kentin zengin bir yap1 tezyinat gelenegi
olduguna isaret etmesi bakimindan 6nemli olmakla birlikte, tiim Anadolu ve

9 Insa tarihinin tam olarak tespit edilemedigi yapida, aym belirsizlik bahsi gecen siislemelerin tarihi
konusunda da gegerlidir. Yillar i¢inde farkli sebeplere bagli olarak hasar goren yapi, 1765°ten
baslayarak 1766-1768, 1769, 1810, 1855, 1885, 1890, 1947, 1953-1954, 1971-1972, 1977-1978 ve
2004 yillarinda gesitli onarimlardan gecer (Yildiz, 2011:412-423). Bu yogun tadilat uygulamalar1
tezyinatlarin tarihini belirleme noktasinda islupsal agidan degerlendirme yapmay: giiglestirirken;
Birol (2005: 455) Catennaci’nin graviirlerinden yola ¢ikarak, yapilan tamirler sirasinda bazi
bezemelerin bozularak yenilendigini dile getirir.
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Baskent ekolii ile karsilagtirildiginda yapilardaki siislemelerde tslupsal bir dil
birligi olmadigi asikardir. Bu noktada hem Anadolu gelenegi hem de Baskent
geleneginden aldigi arglimanlarla kendine 6zgii bir resimleme dili olusturan
Bursa’dan bahsedilebilir. Uygulanma alani olarak kuru siva iizerine islenmesi
ve konu bakimindan bitkisel desenler basta olmak {izere, manzara tasvirleri ve
natlirmort tercihi, ortak paydada sz edilebilecek benzerlikler olarak kargimiza
cikar.

Mimarinin bir pargasi olan boyali nakis ve duvar resimlerinin Bursa’daki
karakterinde konu, teknik ve hatta sanat¢isinin, kentin manevi kimliginin ¢izdigi
ger¢evede bigimlendigi ve bu kaliplarin disina ¢ikma konusunda ¢ok da cesur
davramlamadig1 gozlemlenmektedir. Inancin temellendirdigi kiiltiirel kodlarda
tasvir algisinin degismemesi, manevi kimligi {izerine durulan Bursa’nin duvar
resimleme programinda figiirsiiz manzara resimleri ve boyali nakislara doniisiir.
Bu degerlendirme, giiniimiize ulasamayan yapilarda yer alan kompozisyonlar
bakimindan oldugu kadar mevut durumdaki 6rnekler i¢in de gegerlidir (Otiing
2021: 326).

Tamamen kendine has bir ¢izgi ve karaktere sahip olan bu boyali nakis ve
duvar resimleri, muhafazakar kimligiyle 6n plana ¢ikan kentin bu kimliginin bir
yansimast olarak yapilarda kendine yer bulur. Bu kimlik de bizi, yapilari sahip-
mekan iligkisi iizerinden okumaya ydnlendirir ki bu noktada da niifuz sahibi
ve ekonomik acidan giiclii olan ayanlar, iimera, ulema smifi, miiderrislerle
karsilasiriz. Kentin yonetiminde etkin rol oynayan bu aktorlerin yasam alanlarini
stisleme gibi bir estetik amagtan ziyade, bu mekanlari1 ayn1 zamanda birer prestij
nesnesi olarak kullanmis olmalar1 ihtimalini kuvvetlendirirl®,

18. ylizyilhn ikinci yarisi itibariyla minyatiir sayfalarindan evlerin duvarlarina,
tavanlarina, ylikliik dolap kapaklarina tagan bu resimler donemin sartlarina uygun
etkili birer prestij nesnesine doniigiirken, kente ait kiiltiirel kodlarin ve toplumsal
degerlerin c¢izdigi smurlar icerinde bir Ozgiirliikle islendigi goriilmektedir.
Kiiltiirel kodlart Osmanli’'nin ilk payitahti ve tasavvuf kiiltiiriiniin 6nemli
merkezi esasinda temellenen sehrin, duvara islenen bezemeleri de bu temel
tizerinden okunmaktadir. Anadolu duvar resmi geleneginde bu denli kendine has
Ozelliklere sahip olmasinin altinda yatan sebep de budur.

Gilintimiizde mevcut durumda olmayan bu yapilar, bir yandan kentin bu resimle
gelenegindeki varligimi ve potansiyelini ortaya koyarken diger yaniyla da
kendisinden sonra yapilan bezemeler ilizerindeki etkilerini belirlemek adina
Oonemli verilerdir. Bu veriler yoluyla sadece gelenegin pargasi olan bezemelerin
uslupsal ¢ozlimlemesine degil, kent bellegi ve kimligine yonelik bir alt metin
olusturmak da miimkiindiir.

10 Giintimiize kadar gelemeyen duvar resimleri ile birlikte mevcut durumda olan Bursa 6rneklerine dair
ayrintil degerlendirme igin bk. Otiing 2021.
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New Observations on the Dionysian Scene Mosaic Panels in
the House of the Triumph of Dionysus in Daphne-Antiocheia:
Iconographic Description of the Periaktos System in the Decorative
Architecture of the Theatre Stage Building

Antiocheia Dionysos Zaferi Evi’ndeki Dionysos Sahneli Mozaik
Panolar1 Uzerine Yeni Gozlemler: Tiyatro Sahne Binasinin Dekor
Mimarisinde Periaktos Sisteminin Ikonografik Betimlemesi
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Abstract

In the ancient settlement of Daphne in the Harbiye district of Antakya, excavations carried out by American
and French teams between 1932 and 1940 uncovered Roman ruins such as a theatre, church and villa. In the
publications on the mosaic, the objects on either side of the actors and masks in the L-shaped panels of the
Dionysian centre panel in the Dionysian Victory House have been interpreted as boxes and drawers. With
this study, it has been seen that the mosaic panel of the Roman villa called “The House of the Triumph of
Dionysus”, where a theatrical theme related to the god Dionysos is processed, is the first known iconographic
expression of the wooden, prismatic rotating decor system periaktos found in the theatre stage building. We
know about the periaktos from the accounts of Vitruvius. Since this decor system was made of wood, it was not
possible to find archaeological remains of'it. The only archaeological data on the periaktos system is the stone
platform on which the periaktos system sits in the stage building of the Kaunos theatre discovered by Prof.
Varkivang. With this study, the pictorial expression of the stage decor system on mosaics, which we know from
Vitruvius 'reports, has also been identified.

Keywords: Antioch-Daphne mosaics, Ancient Greco-Roman theatre, stage building architecture, periaktos,
stage decor.

Oz

Antakya’'min Harbiye ilgesinde bulunan Daphne antik yerlesiminde, 1932-1940 yullar: arasinda Amerikan ve
Fransiz ekipleri tarafindan yapilan kazilarda tivatro, kilise ve villa gibi Roma kalintilar: ortaya ¢ikarimistir:
Mozaik iizerine yapilan yayinlarda, Dionysos Zafer Evi’ndeki Dionysos merkez panelinin L bicimli panellerinde
oyuncularin ve maskelerin her iki yamindaki objeler kutu ve ¢cekmece olarak yorumlanmistir. Bu ¢alismayla,
tanrt Dionysos ile ilgili bir tiyatro temasimin iglendigi “Dionysos 'un Zafer Evi” adlt Roma villasinin mozaik
panelinin, tiyatro sahne binasinda bulunan ahsap, prizmatik dénen dekor sistemi periaktosunun bilinen ilk
ikonografik ifadesi oldugu gériilmiistiir. Periaktosu Vitruvius 'un anlatimlarindan biliyoruz. Bu dekor sistemi
ahsaptan yapidigi icin arkeolojik kalintisina rastlamak miimkiin olmamistir. Periaktos sistemine iliskin
tek arkeolojik veri, Prof. Varkivang tarafindan kesfedilen Kaunos tiyatrosunun sahne binasinda periaktos
sisteminin oturdugu tas platformdur. Bu c¢alismayla Vitruvius'un raporlarindan bildigimiz sahne dekor
sisteminin mozaikler iizerindeki resimsel anlatimi da tespit edilmistir.

Anahtar Kelimeler: Antakya-Daphne mozaikleri, Antik Yunan-Roma tiyatrosu, sahne binasi mimarisi, periaktos,
sahne dekoru.
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Daphne lies 6 kilometres from Antiocheia (Poccardi 2020: 13-26), in aregion rich
in water resources in the south-west (Wilber 1938a: 49-56, city map II and VIII).
Malalas mentions that the city of Daphne was founded outside the sacred grove
and the temple of Athena, and that the temple of Apollo was at the centre of the
sacred grove (Libanius, Or. 11.96, 11.236), and that this place was called
Daphnaean. (Malalas http://www.calameo.com/books/000675905f2f4bf509d49,
access date: 31.05.2014).

The excavations at Daphne, near Antiocheia Ad Orontes, were carried out by
a commission set up by American and French excavation teams in the years
1932-1940 (Kenfield 2014: 41; Meyer 2020: 35-70; Ozdilek 2014: 219-250).
During the excavations carried out in areas close to water springs at Harbiye
between 1932 and 1940, structures belonging to theatre (Wilber 1938b: 57-95)
and Roman villas were uncovered. The Daphne theatre, church (Downey 1934:
107-113; Kenfield 2014: 43;) and Roman villas were also excavated.

Libanius of Antioch speaks of Daphne’s sacrifices to Apollo, the Olympic games
and theatre festivals. According to Libanius, Daphne was the centre of festivals
and theatrical performances entertainment (Libanius, Or. 11.266). The growing
interest in the city in Roman times led to the region being urbanised according to
a regular plan. Already, Antioch, which enjoyed a high level of prosperity, was
one of the three great cities of the Empire - Rome and Alexandria - and was of a
high intellectual level at the time. One of the very few examples of amphitheatres
in Asia Minor, a propaganda tool for the Roman Empire, was built in Antioch in
Caesar’s time (Golvin 1988: 42). The presence of numerous Roman theatres in
Antioch and Daphne (Wilber 1938b: 57-95) indicates the existence of a dynamic
cultural life. Other structures that show its high intellectual level and wealth are
its villas adorned with mosaics that rival those of Rome (Michon 1934: 255-
256). Daphne is a seaside resort where the wealthy families of Antioch would
retire during the festivities. The information about life and buildings in the
city described on the border of the Yakto Megalopsychia mosaic is important
for showing the splendor of Roman life in Daphne (Levi 1947: 279-283). The
mosaics of Daphne provide us with information about everyday life. They also
provide information about the art and music of theatre in mythological stories,
particularly the Dionysian mosaics.

In this study, the mosaic found in the Roman villa “House of the Triumph of
Dionysus” near Daphne (Fig. 1), studied by Doro Levi, will be examined in
terms of periaktos arrangements in ancient theatre stage buildings. Two of
the figurative panels decorating the triclinium-plan reception room of the
House of the Triumph of Dionysus, contain Dionysian masks placed between
two triangular prisms, previously identified as drawers, boxes and half-open
doors. We propose to interpret these panels as periaktoi, a system of prismatic
decoration that changes according to the play.

Periaktoi Iconography in the Mosaics of the Dionysiac Scene?:

The pavimental decoration in the triclinium has a classic U + T configuration.
The central panel is badly damaged and surrounded by seven figured panels.
The bar of the T is a rectangular panel depicting a Dionysian procession (Levi

1 “Le system Periaktos dans la mosaique du Triomphe de Dionysos” was presented by the authors
as a poster at XV€ Colloque de 1’Association Internationale pour I’Etude de la Mosaique Antique
(AIEMA) in Lyon 2022. In this article, the mechanical decorations in the theatre stage buildings are
examined and comparisons are made with examples of theatre stage buildings and theatre plays on
vase paintings and mosaics in visual arts.

Figure 1
Plan of Daphne (Levi 1947: pl. III).
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Figure 2a
The mosaic of the House of the Triumph of
Dionysus in Daphne (© Hatay Archaeology
Museum).

Figure 2b
The House of the Triumph of Dionysus in
Daphne (Levi 1947: pl. III modified).

Figure 2¢
Pan and Silenus (Illustrated by N. S6nmez).

1947: 91-94; Cimok 2000: 90-93) (Figs. 2a, 2b, 3a, 3b and 4). It is dated second
century AD.

Thetriclinium had the figured panels arranged in a T-shape with the perpendicular
line of the T surrounded on three sides by geometric decoration (Figs. 2a, 2b).
The entire T-profile is framed by two rows of dentils enclosing a guilloché, a
frame that also forms the partitions between the panels.

Four of the seven panels surrounding the central panel survive. These are two
corner squares depicting female busts and two rectangular panels depicting
masks and heads framed on either side by prismatic elements described as
“doors, drawers, or boxes in which the theatre masks were stored” (Figs. 3a, 3b).
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The thick, short vertical line of the T is divided into a figured central panel and
seven decorative panels around it, three rectangular panels and four small square
corner panels (Fig. 2a). The figures on the perpendicular central panel and those
on the horizontal bar of the T show heads and masks, each facing its opposite
wall, while the individual heads on the four corner panels are placed obliquely
facing the corners (Fig. 2a).

The side panel facing the bottom of the room has four heads (Fig. 4); facing the
sides of the room, the other two, only one of which is preserved, three theatre
masks (Figs. 3a, 3b).

“Half-open door panels on the side of each indicate the caskets” by Doro Levi
(Levi 1947: 92) and “caskets” by Fatih Cimok (Cimok 2000: 91) are described
as drawers and boxes in which masks can be placed, whereas the objects in the
corners are thought to be periaktoi.

The only preserved head in the corner panels, the one to the right of the largest
rectangular panel, is a veiled female head, with dishevelled tufts of hair protruding
from her veil (Fig. 2a). The head is tilted slightly towards one shoulder and looks
to one side with a pathetic expression. The four neighbouring heads are cut off at

Figure 3a
Masks and periaktoi (after Ozdilek 2014:
230 fig. 10).

Figure 3b
Ilustration of masks and periaktoi
(A. Bereket and N. Sénmez).
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Figure 4
Actors and periaktoi (Ozdilek 2014: 230
fig. 11).

the neck, as if to represent masks (Fig. 4). One is a bearded head crowned with
tendrils, and the other three are women or teenage girls, one a darker colour than
the others as if to indicate a Negro servant (Fig. 4). The preserved panel on the
right shows three tragic masks, one representing a bearded man between two
female masks (Figs. 3a, 3b).

Only part of the left side has survived of the wide, low composition that formed
the horizontal bar of the T (Levi 1947: 91-94; Riistemoglu 1997: 31; Cimok
2000: 90-93) (Figs. 2a, 2b). It includes the central group of Dionysos on his
chariot pulled by tigers, but has not preserved the corner of the scene on the
left (Fig. 2a). Here, at least one figure is entirely lost, in addition to the one
whose hands can be seen and parts of the drapery near the edge of the break. The
chariot of tigers, as well as Dionysos himself inside, is depicted from the front,
which gives the whole its character as a highly centralised composition, in which
movement starts from the centre and gradually increases towards the sides. The
tigers are motionless. Only a chariot wheel is visible on the left, behind the paws
of a tiger. Dionysos, holding a rein with his bare right arm, is crowned with a
splendid crown of flowers and leaves, made from glass tesserae in many shades
of blue, green, red and orange (Fig. 2a). The god stares into space with fixed,
slightly melancholy eyes.

The woman may be a maenad standing next to the chariot and Dionysos. Her
head, facing Dionysos, is also adorned with a rich crown of flowers. Her left
foot is barely forward and at rest. Her bare right arm, emerging from the folds of
her cloak, holds a sceptre made of gilded metal. Her body is very damaged. The
woman wears a garment that reaches to her feet.

On the ground between the woman and the Silenus?, there is a cista and a
cylindrical box for storing sacred objects (Fig. 2a).

We think the figure next to it is Silenus. However, it was first interpreted as a
maenad by Doro Levi and then by Fatih Cimok (Levi 1947: 93; Cimok 2000: 92).
The upper part of the head, of which a small part is preserved, is bald and part of
his mustache and he is wearing satyric pant under his tunic. It is thought that this
figure cannot be a female maenad due to its bald and bearded appearance and the
physical characteristics of its clothing arrangement and legs. Silenus is depicted
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playing the tympanum, which he carries in his left hand, with his left foot crossed
and moving as if walking. In the figure’s right hand was a thyrse, or torch, the
tip of which was hidden behind an animal skin from Pan’s shoulders (Fig. 2c¢).

The next figure is the bearded Pan, his goat-hoofed legs spread in a bold stance,
probably because he is carrying a full and therefore heavy metal crater (Fig.
2¢). A crown of large leaves adorns his head around his high horns. His body is
shown leaning forwards, but his head is turned backwards and his gaze suggests
that he is drunk. He is shown wearing an animal skin around his neck, which
looks like a wing flapping behind him.

On the far left, near where the mosaic was smashed, a fragment of a dancing
maenad, holding a crater upwards with both hands - only the part described
here has been preserved. The shadows of the maenad and Pan beside him fall
obliquely backwards (Fig. 2a).

Analogy of Mosaic Examples with Expressions Related to Theatre
and Dionysos:

- In the *House of the Mysteries of Isis- from Daphne” masks in double and
single metopes are depicted on the sides of the panel preserved in the centre of
the second room, as in our example. However, there is no depiction of theatre
scenery (Levi 1947: XXXIII).

- In the House of the Masks-from Daphne” the emblema has series of squares
and rectangles with filling ornaments in accentuated rainbow style. Within the
six squares are a Silenus, female tragedy masks and a female bust. There is no
depiction of theatre architecture on the mosaic panel (Riistemoglu 1997: 25;
Cimok 2000: 239).

- In the “Drinking Contest mosaic-Atrium House from Daphne” Dionysos, lying
on a bed on the floor, and Herakles, opposite him, are engaged in a wine drinking
contest. The narrative takes place in nature and there is no description of the
theatre architecture (Cimok 2000: 26).

- In the “Drinking Contest mosaic-House of Drinking Contest” This mosaic from
Antioch is in the collection of the Princeton Museum. This mosaic also depicts
the drinking contest between Dionysos and Herakles. The contest is depicted in
the scaenae frons of the theatre, in front of the thyromata, in the logeion. In the
architectural arrangement in Aedicula style, it is seen that the curtain on the stage
was gathered up (Levi 1947: XXX; Cimok 2000: 135).

- In the “Dionysos and Ariadne- House of Dionysos and Ariadne from Seleukia
Pieria” The tragedy “Ariadne the Forsaken” is depicted in the logeion in front
of three thyromata in the skenefrons within the architecture of the theatre stage
building (Cimok 2000: 124).

- In the “Menander and Glykera-House of Menander” Menander’s Comedy
of Glykera is described without the architectural details of the theatre stage
building. The “new comedy writer” Menander and Glykera are lying on the kline
behind a trestle table in the symposium scene. Standing next to them is Komodia
holding a mask in her hand, and in front of her feet is a box called Scrinium, in
which the rolls with the theatre plays are kept. A mask and a roll are depicted on
the box (Cimok 2000: 180).

- In the panel from “The Villa of Zosimos from Zeugma”, with a description
of the play The Woman at Breakfast by the comedy writer Menander, there is a
description of a single- storey three-door stage building behind the stage with
three seated women and two standing maids next to them (Onal et al. 2007: 191).
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Figure 5
The periaktos system, https://www.facebook.

com/TPMTEATROPOPULAR/photos/a.518

197671896623/1207132599669790/?type=3
(04.07.2023).

Mechanical Decor Systems in Theatre Stage Buildings-Periaktos

This paper proposes that the objects in the corners of the proposed theatre
proscaena are periaktos. Therefore, let us talk about the mechanical decor
systems used in the theatre proscenium and their working principles (Fig. 5).

According to information from ancient literature, mobile and changeable sets
were used in theatrical stage buildings to create changing images.

Before explaining the stage decor systems, it is necessary to look at the typological
development of the stage building and the function of its architectural parts.
With the content of theatre plays, stage building architecture has developed and
decor systems have emerged. Since the decors were made of wood, they were
not preserved. We learn the working principle of the decor systems from written
sources, literary play narratives, vase paintings from visual arts, mosaics and
detailed traces on the stone blocks that the decor system works with.

The three basic elements of theatre architecture are cavea, orchestra and stage
building. Stage buildings are destructive with their complex, detailed, variable,
multi-storey and mobile architecture and have many questions to be asked
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(Ozdilek 2012: 301). Each subsequent phase in stage buildings causes the
structural details of the previous phase to be changed and removed (Varkivang
2016: 917).

Early examples of the stage building are wooden. In fact, the first theatres were
travelling stages, and the first known travelling actor who entered into dialogue
with the choir and went on tour during the Dionysian festivals in the 6! century
BC belongs to Thespis and his stage. In the development of theatre architecture,
first of all, while the plays were being played in the orchestra, benches called
ikria were made of wood in the cavea section. When the wooden benches were
demolished, the stone cavea section, which was statically strong and permanent,
was built instead. While the plays were played in the orchestra during the classical
period, gradually the scaena was included in the wooden plays in the form of
tents and over time it became the most vital architectural part of the theatre
architecture. We have information about the reconstruction of the wooden stage
building in theatre architecture, its function and the content of the plays, the
way they were played and the decor mechanisms in the stage building from the
surviving theatre texts and vase paintings.

The visual depictions of travelling wooden scaenae are generally known from
the red figure technique of vase painting in Southern Italy. On a crater from
Apulia, Italy, there is a two- storey scaenae frons depicting the birth of Helen,
and it is seen that a decor was created with a curtain in the proscaena. The
logeion on the 1%t floor depicts the birth of Helen, and there is a door opening to
the the back (https://www.bridgemanimages.com/ access date: 14.3.2024).

Another example is a comedy stage from Southern Italy. In the narrative of a
two-storey wooden stage building, the ascent to the logeion on the 1%t floor is
depicted with a wooden staircase (https://www.cambridge.org/core/books/abs/
theater-outside-athens/comic-vases-in-south-italy/ access date: 14.3.2024).

Especially on the ceramics of the Apulia Region, we obtain information about
the theatre stage buildings of the Classical period. In the analyses conducted,
there is no expression related to the ekkyklema or periaktoi system.

Another example from South Italy depicts Aischylos’ tragedy Europa and the
Carians, with a depiction of the Doric proscenium fagade in the background
(https://www.metmuseum.org/art/ access date: 14.3.2024).

The conversion of the stage building into stone coincides with the Nikias Peace
Treaty, Lycurgus period 421-415 BC (Towsend 1986: 421-438). Fiechter called it
the Skenotheke (Fiechter 1914: 29), Dorpfeld the colonnaded corridor (Dorpfeld-
Reisch 1896: 6-96), Pickard-Cambridge the “Hall” (Pickard-Cambridge 1946:
149-150), Dinsmoor the “Stoa” (Dinsmoor 1950: 248).

Demosthenes mentions for the first time the side sections of the stage building,
which are used as dressing rooms by the choir and actors and called paraskenion
in the terminology. The phrase “lower paraskenion” is mentioned in Delos
inscriptions.

In the Early Classical period the stage building was one-storeyed, and in the Late
Classical period it was designed by Dorpfeld in a two-storeyed reconstruction.

Archaeologically, we know that the development of the stage building continued
in the Hellenistic Period and was fully completed in the Roman Period (Dorpfeld
- Reisch 1896: 379 et seq.).

The theatre architecture of the Hellenistic Period consists of literary plays that
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constitute the theatre culture. Decorations are also used according to the types
of tragedy and comedy. The subject of the plays directly affected the decor
mechanism used in the stage building. Until the Roman Period, the cavea and
the stage building were designed as two separate units. The cavea and the stage
building were open, and since the stage building was low-rise, the natural
landscape visible from behind the scaena was a complement to the stage building
decor. There are not many architectural plastic decoration elements in the stage
building. Especially with the decorations, the subject of the play is explained.
In the Roman Period, the cavea and the stage building merge and the theatre
is covered. The stage building has 3 floors. It is decorated with architectural
decoration and sculptures and relief friezes.

According to information from ancient literature, mobile and changeable sets
were used in theatrical stage buildings to create changing images.

The most detailed information about stage decorations is given by Vitruvius.

Although the stage buildings were built of stone in the Middle and Late
Hellenistic Periods, the theatres were overhauled during the Roman Empire
period, modified in accordance with the traditions and needs of the period, and
sometimes completely dismantled and rebuilt.

One of the earliest and best preserved examples of the Hellenistic Period in
Anatoliais the Priene theatre. There are different opinions about the reconstruction
of the stage building of the Priene theatre. According to Dorpfeld, in its first
phase, the stage building was used as a backdrop and the plays were performed
in the orchestra. In the 2nd phase, dated to 300 BC, he proposes a reconstruction
of the stage building with 3 doors, the exit of which is from the thyromata in the
centre (Dorpfeld - Reisch 1896: 379 et seq.).

Gerkan thinks that the first phase of the stage building was built in 300 BC,
but the plays were not performed here in this period, and that the plays were
performed in the stage building in the 2" century BC (Gerkan 1959: 49-50).

According to Ferraro, the Hellenistic stage building has two storeys, the plays
were performed in the logeion and there are wooden pinakes in the proscenium
between the Doric columns (Ferraro 1988. 959).

Bulle (Bulle 1928: 250-253) and Fiechter (Fiechter 1914: 23) state that Scaenae
Frons developed from the thyromata of the Late Hellenistic period. Hellenistic
stage buildings are low. The proskenion is narrow, about 3 metres deep, and its
facade is decorated with decorations and painted pinakes.

Archaeologically, the moving mechanism from the stage buildings are the
door wings other than the revolving curtain periaktos in Kaunos (Varkivang
2016: 918). However, in ancient sources we learn from Plato, Polybios (XI:5),
Vitruvius (V, 6, 8) and Pollux about technical and mechanical arrangements in
theatres such as deus ex machina, ekkyklema, eiskylema, exostra and periaktos
(Varkivang 2015: 184).

These systems were mostly made of wood and metal, and since they were mobile
and portable, they have not survived to the present day. The stone blocks on
which these mechanisms were mounted were replaced and removed in the later
phases of the stage buildings (Varkivang 2016: 184). In the visual arts, the only
periaktos depiction identified so far is the depiction in the Dionysian Victory
House.

Ekkylema is a wheeled platform used to carry heavy loads such as actors and
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sculptures between the orchestra and the stage building. There are two proposals
for the reconstruction of the ekkyklema’s wood, the first is conceived as a
rectangular prism or cylindrical platform that can move in all directions. The
other proposal is a semi- or fully circular platform fixed to the opening in front
of the stage building, rotating around a shaft like a door leaf. The working
principle of the periaktos system is rotated on a vertical shaft placed in the upper
and lower slots like a door leaf. There is no clue about the shaft, it is not known
whether it was placed in the centre of the periaktos system or only at the top and
bottom (Varkivang 2015: 185).

Like the ekkyklema, the periaktos was also made of wood, and the suggestions
about its construction are controversial due to the lack of sufficient descriptions
and remains. Our knowledge about the periaktos increased thanks to the
narration of ancient sources and Varkivang’s discovery of the stone blocks in situ
in the proscenium of the stage building of the Kaunos theatre. Varkivang carried
out experimental archaeology to understand how the periaktos worked. In line
with Vitruvius’ description, Roman frescoes with three different themes satirical,
tragic and comic were printed on the wooden skeleton (Varkivang 2015: 201 fig.
14, 202 fig. 16).

It was observed that the only known pictorial depiction of the periaktos system
found in this study has similar characteristics to the periaktos created by the
experimental archaeological study with its pyramidal, wooden, retractable,
rotating architecture located on both sides of the proscenium.

Made of wood, this equipment could be easily transported and adapted, offering
the flexibility to create a stage atmosphere appropriate to the different subjects of
the plays. What’s more, by turning the other sides of the set towards the audience
as the play unfolded, new backgrounds could be created (Fig. 6).

From Vitruvius’ description below, it is thought that it was in the form of a vertical
prismatic screen that would not be fixed to an opening in the stage building, and
that it was in the form of a rotating screen in which three different subjects and
landscapes were narrated on each of its three sides. The narration on each of the
three sides of the prism was decorated with a single base katablemata-curtain on
a wooden skeleton. This system allowed the images to be changed quickly and
simply during the performance of the play.

Vitruvius describes periaktos as follows (Vitr. V-6):

“The scaena itself follows the pattern below. In the middle are ornate double
doors, like those of the royal palace. To the right and left are the doors to the
guest rooms. At the back are the places reserved for decorating the stage, which

Figure 6
Theatre sets (Smith 2003: 168).
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Figure 7
Kaunos theatre (Varkivang 2015: 197 fig. 2).

the Greeks called periaktoi, because they had three ornate faces and triangular
rotating machine parts. When this changes, or when the gods appear on the
stage accompanied by the sounds of sudden lightning, they are turned and a face
with a different decoration is shown” (Vitr. V-6).

“There are three kinds of scenes, the first tragic, the second comic and the third
satirical. The motifs of these scenes, which differ in their ornamentation, are not
alike either. The tragic scenes are determined by columns, pediments, statues and
other royal objects. The objects show windows of dwellings, while the satirical
scenes are decorated with various rural images such as the style of trees, caves,
mountains and landscapes” (Vitr. V-6; Smith 2003: 167-168) (Fig. 6).

Archaeological identification of the revolving curtain system (periaktos), one
of the scenic devices that has been studied for almost 200 years in the light of
ancient sources, is currently unique to the Kaunos theatre (Varkivang 2015: 181-
202; Varkivang 2017: 267-289) (Fig. 7).

The reason why we have not found traces of periaktos in the stage buildings
of theatres other than the Kaunos example so far is that the rotating curtain
system was used in the early stages of the stage buildings in the Classical and
Early Hellenistic Periods. The other important element, which we have not
seen on any other examples since there are changes in the development of stage
building architecture that destroy the previous phases, has been discovered to
be the substructure blocks associated with the periaktos system as a result of
Varkivang’s very meticulous and careful examination and interpretation.

Conclusion

Apart from the architectural arrangement on the floor stones in the Kaunos
example (Varkivang 2015: 181) (Fig. 8) and the descriptions of Vitruvius, the
only iconographic expression of periaktos in ancient painting, or mosaics, is that
of the House of the Triumph of Dionysos that we have presented.

Thus, the structures previously referred to as “doors, drawers or boxes” must,
according to our study, be periaktos.
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Figure 8
The Periaktos at Kaunos (Varkivang 2015:
200-202 figs. 9, 15, 17).

The periaktos system was described by the famous architect and engineer
Vitruvius. The periaktos system has no known expressions in ancient art or
iconography. With the exception of the presence of stone floor blocks showing
the periaktos mechanism in operation in the stage building of the Kaunos
theatre in western Anatolia, no archaeological data is known about the system
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Figure 9

Representation of periaktos on the mosaic

(Levi 1947; Ozdilek 2014: 230 fig. 11

modified).

Figure 10

Information panels on periaktos
Lugdunum Museum -Lyon

(photo: B. Ozdilek 2022).

from

mentioned. It is known that the stone and wooden architectural details used in the
theatre’s stage buildings are located on rotating triangular prisms, both in favour
of understanding the architecture and content of plays, satirical, tragic and comic
subjects. The operating principle of periaktos is similar to that of a door leaf.
Although the periaktos in wood, an organic material, has not been discovered
archaeologically, the presence of a pictorial description on this mosaic as the
only example known to date provides important information for understanding
this mechanism (Fig. 9).

Since the Hellenistic Period, the periaktos system is still preferred as a practical
mechanism for effective visual expressions on information and advertisement
boards (Fig. 10). The most important reason for its preference is that it is mobile,
has an easy mechanism, has three planar surfaces, and can quickly change the
desired subject and provide effective information.

It is known that the periaktos system was used in the Hellenistic Period with the
architectural development of the stage building. So far, apart from the accounts
of ancient authors, the stone platform associated with the periaktos system
identified by Varkivang in the Kaunos Theatre offers suggestions that reinforce
the working principle of the periaktos through experimental archacology. The
only known pictorial depiction of the periaktos system is the panels recovered
from the Dionysos Victory House. It is important in terms of increasing our
limited archaeological knowledge about the periaktos.
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Abstract

Music and the dance are an important theme represented in various artistic media of the Late Roman and Early
Byzantine periods, including mosaic pavements and decorative arts such as silver metalwork, woven textiles,
and carved ivories. A popular aspect of this theme is imagery of the Dionysiac thiasos, with members of the wine
god’s entourage making merry by dancing and sounding crotala or cymbal tongs, as we see in a fragmentary
mosaic from the House of the Dionysiac Thiasos at Augusta Traiana — Beroe. A similar effect occurs in either an
expanded or a somewhat reduced format in pavements from Argos and Madaba. Besides mosaics, this subject
also appears on Late Antique silver plate made for display, such as objects in the Mildenhall Treasure from
Roman Britain and related works. Coptic textiles used to ornament private houses as colorful wall hangings
feature lively dancers and musicians, and these figures may or may not have a mythological identity.

Other non-mythological representations of music and the dance appeared in domestic and public settings. An
outstanding example is the well-preserved Mosaic of Female Musicians that decorated a house in Mariamin,
Syria, and that assembles an impressive group of instrumentalists and a dancer. One observes a pipe organ
(hydraulis) along with a cithara, an aulos, and an acetabulum, consisting of a series of metal bowls struck
with a baton. Elsewhere there are depicted a pantomime performance with an organ accompaniment, visible
in a mosaic from Noheda, Spain, as well as music-making and dancing in the context of the circus. The latter
subject appears on a consular diptych, and on the base of the Obelisk of Theodosius in Constantinople. We
finally note that the pipe organ was later adopted for use in the church liturgy, reflected in an illustration in the
Utrecht Psalter of 9t-century date. If the latter work of art is a copy of a Late Antique manuscript, as some
scholars believe, then the pipe organ’s adoption for Christian ceremonial practice should be dated earlier than
originally thought.

Keywords: Music, dance, Dionysiac thiasos, Coptic textiles, siler plate, cymbals, pipe organ, acetabulum,
Mosaic of Mariamin, Obelisk of Theodosius (its base), Utrecht Psalter.

Oz

Miizik ve dans, mozaik dosemeler ve giimiis metal isleri, dokuma kumaglar ve oymalt fildisi gibi dekoratif
sanatlar da dahil olmak tizere Ge¢ Roma ve Erken Bizans donemlerine ait cesitli sanatsal ortamlarda temsil
edilen énemli bir temadw: Bu temamin popiiler bir yénii, Augusta Traiana — Beroe’deki Dionysos Thiasos
Evi’nden par¢ali bir mozaikte oldugu gibi, sarap tanrisinin maiyetinin tiyelerinin dans ederek ve crotala veya
zil masasi ¢alarak negelendigi Dionysos thiasos unun gériintiileridir. Argos ve Madaba désemelerinde de
benzer bir etki genisletilmis ya da biraz kiigiiltiilmiis formatta ortaya ¢ikmaktadr: Bu konu, mozaiklerin yani
sira, Roma Britanyasindan Mildenhall Hazinesi 'ndeki nesneler ve ilgili eserler gibi sergilenmek iizere yapilmig
Geg Antik giimiis tabaklarda da karsimiza ¢ikmaktadir. Renkli duvar siisleri gibi 6zel evleri siislemek igin
kullanilan Kipti kumaslarda canli dans¢ilar ve miizisyenler yer alir ve bu figiirler mitolojik bir kimlige sahip
olabilir veya olmayabilir.

Miizik ve dansin mitolojik olmayan diger temsilleri ev i¢i ve kamusal ortamlarda ortaya ¢tkmigtir. Goze ¢arpan
bir ornek, Suriye 'nin Mariamin kentinde bir evi siisleyen ve etkileyici bir enstriimantalist ve dans¢i grubunu bir
araya getiren, iyi korunmus Kadin Miizisyenler Mozaigi 'dir. Bir borulu org (hidraulis) ile birlikte bir cithara, bir
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aulos ve bir baton ile vurulan bir dizi metal kaseden olusan bir asetabulum goriilmektedir. Baska bir yerde, Ispanya nin
Noheda kentindeki bir mozaikte goriilen org esliginde bir pantomim gésterisinin yam swra sirk baglaminda miizik
icrast ve dans tasvir edilmektedir. Ikinci konu bir konsiil diptiginde ve Konstantinopolis teki Theodosius Dikilitasi 'nin
kaidesinde goriilmektedir. Son olarak, borulu orgun daha sonra kilise ayinlerinde kullanilmak iizere benimsendigini ve
bunun, 9. yiizyil tarihli Utrecht Mezmurlari 'ndaki bir illiistrasyonda yansitildigina deginilmektedir. Eger ikinci sanat
eseri, bazi bilim adamlarmmin inandig1 gibi, Geg¢ Antik Dénem elyazmasimin bir kopyasiysa, o zaman borulu orgun
Hristiyan téren uygulamalarina uyarlanmas, ilk basta diisiiniilenden daha eski bir tarihe ait olmalidur.

Anahtar Kelimeler: Miizik, dans, Dionysos thiasos, Kipti kumasglar, siler levha, ziller, borulu org, asetabulum, Mariamin
Mozaigi, Theodosius Dikilitast (kaidesi), Utrecht Mezmurlart

I wish to discuss a particular aspect of everyday life in Late Antiquity, namely,
performances of music and the dance, as we see them reflected in visual arts of
this period. Music-making and dancing were very popular forms of entertain-
ment in both public and private settings in the eastern and western empire. This
topic has been discussed extensively in a publication of 2021 by L. Neira (Neira
2021), which spans a much longer period of time than the present article. I shall
examine selected examples in various artistic media, and in the process, several
kinds of musical instruments will be illustrated.

Educated Late Roman patrons, whether pagan or Christian, had a fondness
for imagery of Dionysiac content, that depicted the joy of merrymaking and
decorated their private homes (on this subject’s popularity in Late Roman art
(see Parrish 1995). That is especially true of the thiasos, representing boisterous
maenads, satyrs, and other, related figures in the company of the wine god. The
subject is often depicted in the mosaic pavements of social spaces, such as in
a fragmentary panel of 4-centry date from what is thought to be a triclinium
of the House of the Dionysiac Thiasos at Augusta Traiana — Beroe (Pillinger et
al. 2016: I, 252-259; 11, pl. 107 figs. 293-294), modern Stara Zagora (Fig. 1).
Two maenads and a satyr, the former equipped with finger cymbals and crotala
or cymbal tongs (as defined by A. Cottet 2022a, 2022b) dance with abandon,
punctuating their movements with the percussive instruments. The scene may
reflect performances by actual figures in the same space. Similar dancers, with

Figure 1

Augusta Traiana — Beroe, Mosaic of
Dionysiac Thiasos (Pillinger — Lirsch -
Popova 2016: pl. 107 fig. 294).
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Figure 2
Argos, Mosaic of Dionysiac Thiasos
(Akerstrdm-Hougen 1974: pl. VIII in folder).

Figure 3

Argos, Mosaic of Dionysiac Thiasos, Detail
of Central Section (Akerstrdm-Hougen 1974:
col. pl. 7.1 in text).

Figure 4
Madaba, Mosaic of Dancing Maenad and
Satyr (Piccirillo 1993: fig. 33).

flute-playing accompaniment, appear in the fragmentary mosaic frieze that
ornamented the entrance to the triclinium of the Villa of the Falconer in Argos
(Akerstrom-Hougen 1974: 36 pl. 7.1 in text fig. 68 pl. VIII in folder), dated to
the beginning of the 6! century (Figs. 2-3). The half-nude Dionysos stood in
their midst, leaning on a pillar with his legs crossed. In another, now incomplete
pavement, that decorated a 6M-century mansion in Madaba, Jordan (Piccirillo
1993: 69 col. pl. 7 in text, 76 fig. 40; Talgam 2005: 113 figs. 3-4), we see a
maenad (labeled Banche) next to a satyr (so identified by an inscription). She
holds cymbals in her hands with others attached to her ankles, and strikes both
pairs of instruments in an acrobatic gesture (Fig. 4).

Dionysiac references to music and the dance also appear in other art forms
besides mosaics that embellished convivial spaces in private residences. These
objects were frequently used for display to impress guests. The works of art
cited here include silver vessels and textiles, either in the form of wall hangings
or costumes worn on festive occasions. A striking example in metal is the Great
Dish (Strong 1966: 197-198 pl. 60; Painter 1977: 26 no. 1 35-40 pls. 1-6; Kent -
Painter eds. 1977: 33 no. 54 col. pl. on 65; Hobbs 2016: 18-62 no. 1 pls. 21-45;
also called the Bacchic Plate) or lanx belonging to the Mildenhall Treasure from



136 David Parrish

Roman Britain, dated to the 4 century and now kept in the British Museum
(Figs. 5-6). A frieze of exuberant revelers encircles the plate and includes a satyr
playing the double flute or aulos and two maenads sounding a tympanon or
tambourine. They are joined by Pan, the drunken Hercules, a respectful Silenos,
and the nude, standing Dionysos, seen at the top. A small head of Oceanus,
surrounded by sea creatures, occupies the vessel’s center, implying happiness
and prosperity in the marine world as well as on land. The craftsmanship of the
dish is elegant and refined. The same treasure also contains two small silver
plates (Kent - Painter 1977: 33 no. 55, 34 no. 56 col pl. on 67, top; Painter 1977:
26 nos. 2-3 pls. 7-8; Kitzinger 1980: 30, 108 fig. 53; Hobbs 2016: 63-71 nos.
2-3 pls. 90-106) with pairs of dancers, and one pair rises gracefully on their
toes as the maenad shakes a tympanon and holds a thyrsos (Fig. 7). The second
pair represents Pan blowing his syrinx and a maenad playing the flutes (Fig. 8).
Other musical instruments in the Dionysiac repertory include a bell struck with a
stick or februum, as we observe on a silver plate from Constantinople (Kitzinger
1980: 107-108 fig. 192; Hobbs 2016: 75 pl. 109), dated to the 71 century (Fig.
9); it is now kept in the Hermitage Museum. This maenad’s partner is a nimble
Silenos supporting a full wineskin on his back.

Our inventory of domestic adornments with the theme of the dance would be
incomplete without mentioning wall hangings or tapestries, often referred to as
Coptic textiles. The dancers depicted on these objects may or may not have a
mythological identity. One slender female in a tapestry (Rutsschowscaya 1990:
110-111 fig. on 111, right side) of 7t-century date displays a swaying motion,

Figure 5
Mildenhall Treasure, Great Dish or Bacchic
Platter (Painter 1977: pl. 1).

Figure 6
Mildenhall Treasure, Great Dish, Detail of
Central Part of Dish (Painter 1977: pl. 3).

Figure 7

Mildenhall Treasure, Silver Plate with
Dancing Satyr and Maenad (Hobbs 2016:
pl. 9).

Figure 8
Mildenhall Treasure, Silver Plate with Pan
and Maenad (Hobbs 2016: pl. 90).

Figure 9

Constantinople, Silver Plate with Dancing
Maenad and Silenus (Kitzinger 1980: fig.
192).
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Figure 10
Coptic Textile with Dancer (Rutschowscaya
1990: fig. on p. 111, right side).

Figure 11
Fragmentary Textile with Upper Part of
Dancer (Rutschowscaya 1990: fig. on p. 70).

Figure 12

Mariamin, Mosaic of Female Musicians,
Overall View with Border (Dick Osseman,
https://pbase.com/dosseman_syria/
image/117822240, Hama Museum 443. jpg).

as she raises one arm with cymbal tongs over her head and holds other crotala
in her lowered hand (Fig. 10); this work belongs to the Fondation Abegg at
Riggisberg. A different textile fragment assigned to the 41-5t centuries, now in
the Louvre (Rutschowscaya 1990: 66, 70 fig. on 70) has only the upper part of a
young woman preserved, and she snaps her fingers in time to the rhythm of the
dance (Fig. 11).

Other types of music and dancing besides the thiasos are represented in domestic
contexts. A related festive event is a concert of a down-to-earth sort, employing
a wider variety of musical instruments beyond those seen previously. These
include the pipe organ (also called a hydraulis), the cithara, and an unusual
instrument referred to as an acetabulum (Bohm 1998: 47-66). It shows metal
bowls arranged in a couple of rows that were struck with a pair of sticks or short
batons, producing soft tones, perhaps comparable to those of the modern marimba.
These and other instruments such as the aulos, crotala, and finger cymbals are
visible in the magnificent Mosaic of Female Musicians from Mariamin (Zaqzuq
- Duchesne-Guillemin 1970: 93-125 figs. 2, 17, 19; Perrrot 1973: 95-105; Balty
1977: 94-99 nos. 42-44 figs. on these pp.; Balty 2011: 647-656; Kiilerich 2009:
87-107 fig. 1-8, 10; Neira 2022: 237-240 fig. 23) in Syria, dated to around the
year 400 AD (Fig. 12). It occurs at present in the museum at Hama, ancient
Emesa (see Fig. 13) The mosaic decorated a triclinium (see Zaqzuq - Duchesne-
Guillemin 1970: 93 fig. 1) with apse in a private house. Diners reclining in the
apse gazed upon the floor in the main part of the room. In the emblema appears an
entire orchestra and a dancer, framed by a border depicting acanthus scrolls that
are inhabited by Erotes hunting wild animals (Fig. 12); single masks, male and
female, punctuate the middle of the border on each side. The orchestra begins
with a woman, perhaps the group’s leader, playing crotala on the left end of the
emblema, Next to her is a female standing at the keyboard (hidden from view) of
a large pipe organ, resting on a support or pedestal covered by an embroidered
cloth. Two small Erotes in the lower left corner (Cottet 2022a: 33 identified these
figures as real children with wings attached to their back by cords) pump air
into the instrument with pedals. The ensemble continues with a flutist pausing
momentarily in her playing of the aulos. She is followed by a female sounding
an acetabulum with eight golden bowls. The one other musician in this company
plucks a large cithara that has cusped metal sides and rests on a covered table.
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The troupe of performers, whom we can label a symphonia, ends with a dancer
on the far right who steps forward holding finger cymbals in her lowered hands,
as she is about to begin her performance. A. Cottet (2022a) offers an illuminating
discussion of the two types of cymbals visible in this mosaic, drawing numerous
comparisons with works of art in a variety of media including sarcophagi.

The entire ensemble of instruments seen in the Mariamin floor apparently was
not uncommon as a musical accompaniment to dining in Late Roman times, as
indicated in a a text of Sidonius Apollinaris (Sid. Apoll. Epist. 1.2.6 trans. W.
B. Anderson, Cambridge, MA; London, 1936). We further note that each of the
women in the mosaic is richly draped in an embroidered dalmatica, a favorite
type of garment in Late Antiquity, and all have a similar coiffure with the hair
rolled up behind. This is a professional ensemble, possibly hired from an urban
center in the province of Syria (see Fig. 13), and the women perhaps helped
celebrate a local event such as a wedding. Alternatively, they may allude to a
performance in a theater (Neira 2022: 238). The pavement gives us a precious
insight into musical life in Late Roman times.

The other kind of private performance of music and dancing that I wish to
mention is that of mime and pantomime, which enjoyed great popularity in both
the East and West. A fine mosaic representation of this subject is a pavement
adorning the triconch of the villa at Noheda (Valero Tevar 2013: 316, 320, 325-
327 figs. 15-16, 20; Dunbabin 2016: 13-15, 95 figs. 1.6, 4.8) in Spain, dated to
circa 400 AD (Fig. 14). In the left half of Panel B of this mosaic, a pantomimist
wearing an elaborate costume and mask dances to the accompaniment of an
organ player with two small assistants (who work the bellows), as well as a
man in a white tunic sounding a foot clapper or scabellum (Greek kroupeza),
as other figures look on. Such a performance actually may have occurred in the
room where the mosaic was found. In the right half of the same panel appears
an episode of mime acting, identified by a Latin inscription as “The Mine of the
Jealous Husband”, and it too has a musical accompaniment (Fig. 15). In this case,
the performance is supplemented by a cithara and an aulos, a combination of
instruments echoed in the mosaic from Mariamin, but forming part of a narrative
presentation at Noheda.

Figure 13
Map Locating Mariamin within Ancient
Syria (Butcher 2003: fig. 31).

Figure 14

Noheda, Mosaic of Pantomime and Mime
Performances (Panel B), Left Half (Dunbabin
2016: fig. 4.8).
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Figure 15

Noheda, Mosaic of Pantomime and Mime
Performances (Panel B), Right Half
(Dunbabin 2016: fig. 4.8).

Figure 16

Constantinople, Base of the Obelisk of
Theodosius, Southeast Side, General View
(Bruns 1935: fig. 77).

Up to this point, we have described and illustrated music and dance performances
in private settings, while noting that pantomime elsewhere also was presented in
public theaters (on public performance of pantomime, see Webb 2008: 58-65).
I now wish to consider other types of public entertainment featuring music and
dance, most notably, performances that occurred in the spectacle of circus racing
at the Hippodrome and at other locations. A very informative monument is one
section of the sculpted reliefs on the base of the Obelisk of Theodosius (Bruns
1935: 12-14, 33, 65-68 figs. 77-85; Kahler 1975: 44-55; Kitzinger 1980: 32-33
fig. 61; Kiilerich 1998: 56-60 figs. 9-13; Markovits 2003: 226-230 pls. 27-28
figs. 19-20; Isin - Pitarikis 2011: 162-163; Neira 2021: 120 fig. 333), dated 391-
393 AD, specifically, the lowest part of the relief imagery on the base’s southeast
side (Fig. 16). Below the imperial box and two rows of spectators appears a
frieze of musicians and dancers, smaller in scale than the spectators immediately
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above. At either end of the frieze is a musician playing a pipe organ assisted by
two smaller figures working the bellows (Figs. 17-19). The two organs provide
musical accompaniment for the blue and green circus factions, and between them
is a row of dancers and other musicians. We see a syrinx player, a man sounding
the double flute, and someone playing a long monaulos with a curved tip. The
dancers link hands in groups of three and four, with a dancer at each end bending
inward gracefully, and having one arm bent over her head and striking finger
cymbals with both hands. The performance not only entertained the crowd but
also glorified the emperor above. According to Kiilerich, the ceremonial dance
depicted celebrates imperial victory merged with the notion of cosmic Christian
triumph (Kiilerich 1998: 59, 165).

Figure 17

Constantinople, Base of the Obelisk of
Theodosius, Southeast Side, Detail of Frieze
with Musicians and Dancers, Left Half
(Bruns 1935: fig. 84).

Figure 18

Constatinople, Base of the Obelisk of
Theodosius, Southeast Side, Frieze with
Musicians and Dancers, Right Half
(Bruns 1935: fig. 85).

Figure 19

Constantinople, Base of the Obelisk of
Theodosius, Frieze with Musicians and
Dancers, Drawing of Organ Player and
Assistants on Left End (Markovits 2003: fig.
19).
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Figure 20
Ivory Diptych of Consul Anastasius, Overall
View (Delbrueck 1929: no. 19, pl.).

Figure 21

Ivory Diptych of Consul Anastasius, Detail
of Lowest Register (Delbrueck 1929: no. 19,
pl., detail).

Another intriguing work of Late Roman to Early Byzantine date that broadens
the theme of public entertainment at the circus is an ivory diptych of the Consul
Anastasius (Delbrueck 1929: 120-121 no. 19 pl.; Markovits 2003: 337-338 pl.
40; this object is currently located in the Bibliotheca Capitolare in Verona),
dated to the year 517 AD (Figs. 20-21). The enthroned, elaborately draped
consul in the upper part of the panel dominates the image, facing forward and
holding a mappa and a scepter in a formal manner. Below him in smaller scale
are tethered horses of the two main factions, and in the lowest register appears
a scene of music-making with four boys, presumably choristers, seen on the
left. The choral master, wearing a dalmatica, stands in their midst, and a syrinx
player is seen behind on the left. On the register’s right side appears a pipe organ
played by a figure in a long tunic, who is assisted by a youth pumping the organ
bellows. The largest figure in the entire scene is a juggler, viewed in profile and
throwing balls in the air in a dance-like movement. The two groups of figures,
left and right, may represent separate activities to entertain the public, while also
honoring the presiding magistrate. This ivory diptych is the latest known artistic
example of music and the dance in the setting of the circus.

Some types of musical instruments we have mentioned for the Late Antique
period subsequently fell into disuse, whereas others remained popular and
reappeared in new settings. The pipe organ, for example, gradually was accepted
into the church liturgy to accompany choral music, and by the Carolingian era it
was well established in that role. A clear reflection of this change is a miniature
image in the Utrecht Psalter (Hinks 1971: 115 pl. X; Van der Horst - Engelbert
1984; Van der Horst et al. 1996: 6 fig. 6, 73 n. 134; Markovits 1993: 260-262 no.
2 pl. 33a), specifically, the illustration for Psalm 150, which speaks of praising
the Lord with numerous musical instruments (Fig. 22). Most prominent among
them is the pipe organ, shown with two musicians at the keyboard, and other
figures working the bellows (Fig. 23). Of lesser importance in the drawing are
elongated flutes, portable harps or psalteries, and small tympana. The miniature
confirms contemporary appreciation of the pipe organ in a Christian context.
Some scholars consider the Utrecht Psalter to be a copy of a Late Antique
manuscript, thereby confirming that organ playing already was important in
Christian worship before Early Medieval times. Further musicological research
hopefully will clarify this question. A very useful discussion of the role of music
in Late Antique society was made by K. Levy (s.v. Music in the Alphabetical
Guide of Bowersock et al. 2000: especially 598-599). Other valuable insights
on musical practice in the Christian liturgy are found in a publication by C. H.
Cosgrove (Cosgrove 2011: passim).
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In the preceding discussion, I have demonstrated how popular and diverse
imagery of music and the dance was in Late Roman art. It reflected the joie de
vivre and the aesthetic pleasure of antique listeners and spectators, who enjoyed
these performing arts, in public and in private settings, and who celebrated them
through mythological references or through true-to-life representations. It is a
subject I intend to explore more fully in the future.

Figure 22
Utrecht Psalter, [llustration for Psalm 150,
Overall View (Hinks 1971: pl. X).

Figure 23

Utrecht Psalter, Illustration for Psalm 150,
Detail of Organ, Musicians, and Assistants
(Markovits 2003: pl. 33a).
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Abstract

1t is a well-known fact that the figurative images in the Early Christian art are generally in conformity with
the basic Sacraments, specific texts in the Old and the New Testament and the liturgy and rituals, which were
performed in the churches. In the recent 40 years many new publications have been devoted to the pavement
mosaics from the Balkans but they deal mainly with limited number of monuments from a separate contemporary
state. As in Late Antiquity the borders between the provinces and both empires (Western and Eastern) were
quite different from the contemporary ones, therefore the picture shown when tracing this aspect of research
is not adequate and not complete if the we do not concern the ancient boundaries of the provinces, and do not
consider the Balkans as one artistic area, but with many different traditions and influences. For this purpose,
the mosaics not only from the well-known artistic centres of Greece have been gathered together, but also
from Albania, Bulgaria, Macedonia and the European parts of Turkey. This provides new opportunities for a
multifaceted study of the topic of the Early Byzantine liturgical practice from a formal, symbolic and theological
point of view and emphasizes the importance of the figurative mosaic images and the inscriptions associated
with them, which directly or symbolically reflects the Holy Scripture as well as it reveals the mysterious nature
and the specific features of the rituals of the Early Christianity.

Keywords: Early Christian art, Early Christian mosaics, Holy Scripture, Eucharistic symbols, Balkans.

Oz

Erken Hristivanlik sanatindaki figiiratif imgelerin genel olarak temel ayinler, Eski ve Yeni Ahit teki belirli
metinler ve kiliselerde gercgeklestirilen liturji ve ritiiellerle uyum iginde oldugu bilinen bir gercektir. Son 40
yilda Balkanlar 'daki mozaik dosemeleri hakkinda pek ¢ok yeni yayin yapilmis, ancak bunlar esas olarak ayri
bir ¢agdas devletin simirli sayidaki anmitlariyla ilgilenmistiv. Geg Antik Cag’da eyaletler ve her iki imparatorluk
(Bati ve Dogu) arasindaki sumirlar ¢cagdas olanlardan oldukg¢a farkh oldugundan, arastirmanin bu yoniiniin
izini siirerken gosterilen resim antik sumirlart ilgilendirmiyorsa ve Balkanlar’ tek bir sanatsal alan olarak
degil, bircok farkli gelenek ve etkiye sahip olarak degerlendirmiyorsa yeterli ve tam degildir. Bu amagla bu
¢alismada sadece Yunanistan i taninmig sanat merkezlerinden degil, Arnavutluk, Bulgaristan, Makedonya ve
Tiirkiye’'nin Avrupa bélgelerinden de mozaikler bir araya getirilmistiv. Bu, Erken Bizans ayin uygulamalari
konusunun resmi, sembolik ve teolojik bir bakis agisiyla ¢ok yonlii incelenmesi igin yeni firsatlar saglamaktadir
ve Kutsal Vasiyeti dogrudan veya sembolik olarak yansitan figiiratif mozaiklerin ve bunlarla iliskili yazitlarin
onemini vurgulamaktadir. Kutsal Yazilar, Evken Hiristiyanlik ritiiellerinin gizemli dogasini ve kendine 6zgii
ozelliklerini de ortaya koymaktadir.

Anahtar Kelimeler: Erken Hristiyan sanati, Erken Hristiyan mozaikleri, Kutsal Yazilar, Efkaristiya sembolleri,
Balkanlar.
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Introduction

It is a well-known fact that the figurative images in the Early Christian art are
in generally in conformity with the basic Sacraments, definite texts in the Old
and the New Testament and the Liturgy and rituals performed in the churches. In
the recent 40 years many new publications have been devoted to the pavement
mosaics from the Balkans, but they deal mainly with limited number of
monuments from a separate contemporary state. In this way, if the Balkans are
not taken as a whole, the picture shown is not adequate and not complete since
in Late Antiquity the borders among the provinces and the Western and Eastern
empires were quite different from the contemporary ones (Fig. 1). For getting
the real picture it is necessary to gather the mosaics from Albania, Bulgaria,
Macedonia and the European parts of Turkey. This provides new opportunities
for a multifaceted study of the topic of the Early Byzantine liturgical practice
from a formal, symbolic and theological point of view and emphasizes the
importance of the figurative mosaic images and the inscriptions associated with
them, which directly or symbolically reflect the Holy Scripture as well as to
reveal the mysterious nature and the specific features of the rituals of the Early
Christianity (Mathews 1982: 134).

However, before entering the Early Christian image system, we should have in
mind that these images and scenes have their origins and early developments
in the pre-Christian epochs of Classical and Hellenistic Greece, Judaism and
Rome (Kitzinger 1977: 67), which determines the syncretic infusion of its
iconographies developing new semantics (Figs. 2-3).

Figure 1
Map of the Late Antique provinces on the
Balkans. Map by V. Dinchev.

Figure 2
El-Khirbe, Samaria, synagogue, mosaic,
ritual vessels. Photo by Y. Magen.

Figure 3
Tivoli, Hadrian’s Villa, mosaic, drinking
doves of Sosos. Photo by Musei Capitolini.
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Figure 4

Naples, Baptistery of San Giovanni in
Fonte, mosaic, deer drink from the rivers of
Paradise. Photo by G. Abatino.

The first official iconographic programs related to the Christian faith were
created during the Constantinian period reinforced by the legendary figure
of Constantine the Great, becoming the sacred prototypes of the Late Antique
Christian visual system and influenced its development in later periods (Popova
2016a: 171-172). The best-preserved images are in several baptisteries, churches
and Early Christian tombs and chapels (Kitzinger 1951: 86, 91-92). However,
numerous fragments show that such a repertoire was used not only in religious
buildings (Fig. 4) and facilities but also in public buildings (baths, praetoria,
residences of the emperor, etc.) and private houses from the Early Christian
period (Elsner 2003: 119). There is a growing duality, as behind the ancient
illusory lies the Christian understanding of the world which intensifies the
transformed semantics of a conditional image that will become typical for the
Middle Ages. The Pagan elements in the plots reduced at the end of the 4t century
and especially in the 5" century AD, when the scenes acquired stylistic and
compositional characteristics, completely adapted to the Christian theological
thought. All the images, symbols and scenes that participate in the decoration
of the Early Christian religious buildings participate directly in the liturgical
rite, which is why they carry messages related to Biblical and Gospel texts.
Some of these messages are strictly specific and are read during the liturgical
rite, passing or standing next to the images or the scene itself, while others are
figurative references to a particular event described in the Bible. For this reason,
the scenes, symbols and individual images of the floor mosaic decoration are
highly sacred and have a holy character. Such scenes and images are: The Source
of Life, The vessel or the glass of Wine, The Vine, The Eucharistic Bread, The
Good Shepherd and others.

The Source of Life/ The Fountain of Life/ Vons vitae

The Source of Life has a complex symbolic character, which makes it the most
used fundamental scene related to the Christian sacraments - the Eucharist and
Baptism (Fig. 5). We must emphasize that Jesus in the Early Christianity was
considered as the true Source of Life. It is symbolically present in the scene in
the various semantic associative chains built around Christ: Jesus — Source —
Salvation — Eternal Life — Paradise; Jesus — Source — Resurrection — Immortality;
and others.

The iconographic program of scene The Source of Life is a figurative projection
of Psalm 42 of the Old Testament (Jensen 2011: 57), including several main
figural motifs: in the middle of the composition there is a fountain, pool with
fountain or late antique vessel, on both sides of which are usually depicted
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two flanking zoomorphic figures, birds and plants. The vessel is presented in
variations - crater, chalice, kantharos, luterion or as a pool with a fountain and
more. Jets of water gush out of it or a vine with bunches, lotus twigs, ivy or other
vegetation emerges. The main zoomorphic images flanking the vessel are in
different combinations: two deer, deer and hind, two hinds, two bulls, two lions,
two peacocks, two lambs, two pigeons, two pheasants and others. The choice of
species of animals and birds flanking the vessel, apart from inherited traditions
and current influences, mainly corresponds to and depends on the Old Testament
and New Testament texts, in addition to the visual and religious traditions of
the province. It should be emphasized that despite the various combinations
of figural motifs that may be involved in the scene, the symbolic content is
preserved and is invariably associated with the Biblical Psalm 42 (Fig. 6).

In the Early Christian image system, the iconography of the scene Source of
Life was finally accepted after AD 313, with other iconographies appearing that
included individual elements adopted from the ancient repertoire. During this
period the scene has a poly semantic character, as in addition to Psalm 42, it
is also connected with the initiation, ritual of ablution, Baptism, Resurrection
and Salvation — in the baptisteries; with the pure Orthodox faith, the sacrifice
of Jesus, the righteous in Paradise, etc. — in the basilicas; with the victory over
Arianism — in some Episcopal residences and in the mosaic decoration of
monuments created during the Theodosian period; with the idea of the Christian
Cosmos, fertility and well-being — in private homes; with the Salvation and a
happy afterlife - in the martyrium (Popova 2016: 155-156) and the murals of
Early Christian tombs.

Figure 5
Stobi, episcopal basilica, mosaic, the source
flanked by hinds. Photo by B. Aleksova.
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Figure 6

Heraclea Lyncestis, episcopal basilica,
mosaic, The Source of Life. Photo by E.
Dimitrova.

Psalm 421 is one of the main texts from the Bible, around which the liturgical
image system is built: As the deer pants for streams of water, so my soul pants
for you, O God! (Psalter 42:12). This text must be read obligatory by the bishop
before he enters the altar space and begins the main part of the service. For this
reason, as previously established, it is also the most used scene of a Eucharistic
character in the floor mosaic decoration, although it does not formally depict
bread and wine as the main participants in the sacrament. As mentioned, in 7he
Source of Life scene, not only a hind, a deer or both zoomorphic figures can be
depicted, but also other animals and birds semantically related to the Psalm and
the Eucharist - a lamb, a bull, a lion, peacocks, doves, etc. As in the pre-Christian
periods, so in the Early Christianity, there is no need for patterning in the
selection of certain animals and vessels, and each region has its own preferences
in this regard (depending on previous traditions and current influences) (Jensen
2011: 89-90).

In two monuments this is established by a mosaic inscription with a quote
from the same Psalm. Such are the monuments from the basilicas in Storgozia
and Salona (Fig. 7). In Salona, The Source of Life scene is presented in the
catechumenum (or consignatorium) adjacent to the double basilica. In the center
there is a kantharos filled with water, from which two stags are drinking, and
above and between the animals and the vessel there is an inscription in Latin,
which is a quotation from Psalm 42: Sicut cervus desiderat ad fontes aquarum /
ita desiderat anima mea ad Te Deus (Dyggve 1951: 33-34).

In Storgozia, The Source is not depicted, instead a tabula ansata with a Latin
inscription is placed in the presbytery (BeSevliev 1964: 34). The mosaic
inscription is again a quotation of Psalm 42 and shows the following text: /Intr/
oibo ad altarem Dei [Ad Deum] qu [i lae] t [ifica] t [iuventutem meam, such as
V. Beshevliev and later V. Gerasimova-Tomova connect it with a quotation of
Psalm 42:4 and fill in the missing letters (Gerasimova-Tomova 1989: 90-93).
In front of the inscription, a mosaic composition is placed, in which there is an

1 In some translations of the Bible, it is Psalm 41 or 43, but the text itself does not change.
2 All quoted texts from the Bible and the Gospels are from the edition of Bible 1998, Sofia.
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image of Christogram repeated several times. Although one of the main symbols
of the Eucharist, as well as of the Christianity in general, The Cross and/or The
Christogram, is usually avoided to be placed on the floor, with few exceptions,
such as the one mentioned here. It is the placement of The Christogram next
to the mosaic inscription of Psalm 42 that replaces The Source of Life scene,
since both are a figurative projection of the Savior. In addition, in this way the
sacred space of the chancel is emphasized, which is extremely important from a
liturgical point of view.

Two of the studied mosaic compositions stand out, which, in addition to Psalm
42, are connected with other Psalms. The Source of Life is also presented in
the diaconicon of the Episcopal Basilica in Lychnidos: two lambs around a
kantharos, and in the lower part, at their feet, a lion and a snake are depicted
(Fig. 8). Between them an inscription in Greek is placed: KAIKA / TATIATHXIX
/ AEONTAKAI / APAKONTA (Tutkovski 2014: 132) and the text is a quote
from the Old Testament, Psalm 90: the lion and the dragon shalt thou trample
under feet (Psalter 90: 13). In a Eucharistic context, the scene is one of the
most saturated with Early Christian symbolism, as it combines the projections
of Psalm 42 and Psalm 90. The image of a serpent and its derivatives in the
decorative mosaic program during the Early Christianity changed its connotation.
In the earlier period, the serpent image was smaller and mainly part of a pastoral,

Figure 7

Salona, Early Christian basilica,
catechumenum, mosaic (reconstruction),
The Source of Life with Psalm 42. Photo by
M. Buzov.

Figure 8

Lychnidos, episcopal basilica, diaconicon,
apse, mosaic, The Source of Life with Psalm
90. Photo by M. Perseng.
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Figure 9

Scampa, Early Christian basilica, central
nave, mosaic, The Source of Life. Photo by
E. Omari.

bucolic scene. In the later periods, it becomes one of the main elements present
in the composition and is transformed into the image of evil, the devil, negation.
This is one of the new themes that make up a new visual program that can be
traced to the end of Late Antiquity, with significance also in the following period
of the Middle Ages.

Unparalleled mosaic composition with more complex iconographic program is
presented in Scampa (Fig. 9), including in addition to The Source of Life, male
and female figure, waterfowl, rabbit that eats grapes and more (Mucaj 2009:
89-91). Thus, the scene carries additional messages related to Psalm 104, called
Praise of God the Creator: You made springs flow in wadies that wind among
the mountains. They give drink to every beast of the field; here wild asses quench
their thirst. Beside them the birds of heaven nest; among the branches they sing.
You water the mountains from your chambers, from the fruit of your labor the
earth abounds. You make the grass grow for the cattle and plants for people’s
work to bring forth food from the earth, wine to gladden their hearts, oil to make
their faces shine, and bread to sustain the human heart (Psalter 104:13-18) In
this way, the Eucharistic messages of Salvation and Eternal Life are united with
the gratitude to God, the Creator of all earthly goods and joys. It is important to
note that these are the only plots combining both psalms discovered so far in the
Balkans, and in the Eucharistic context the Early Christian symbolism is most
prevalent in these scenes.

Numerous examples with the scene The Source of Life from Thrace, Macedonia,
Inner Dacia and all other provinces on the Balkans confirm the idea that the
transition from Pagan to Early Christian period was smooth and the theme
was syncretically transformed and woven into the Early Christian symbolism.
The most significant difference is manifested in the completely new spiritual
understanding of the image of The Source as the Savior himself, of the Paradise
and of the soul of the Christian believer dwelling it etc.
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The Vessel or the Glass of Wine or Water, The Vine and The Vine
Tendrils

In the Gospel of Luke, the apostle quotes the words of Christ, which are
fundamental in the Eucharist, to its ritual, to the liturgical objects and elements
actually used (Luke 22:19-20). These Gospel messages establish the wine and
bread as the basic elements necessary for the affirmation and fulfillment of St.
Communion. It should be noted that water and wine carry close, sometimes
similar messages addressed to the Eucharist, Baptism and many Early Christian
notions. Thus, water and wine as a semantic oppositional couple are together in
the Early Christian rituals and respectively in their figurative representations. The
New Testament texts also give grounds for this (an example is the description
of The Wedding at Cana, when Jesus turned water into wine). In the Eucharistic
scenes, in order to distinguish the liquid in the vessel, the wine and the water
are shown in different colors - blue or gray for the water, respectively, and red,
reddish-brown or their nuances for the wine (Fig. 10).

The presented vessels have a long history of use in the pagan and eastern cult
rituals. In this way, they are repeatedly depicted in mosaics, murals and reliefs
from all the preceding and during the Late Antique periods (Grabar 1963: 76-
81). It should be emphasized that symbolically the ancient vessels are in fact a
reduced image of The Source of Life and as such are mainly related to Psalm 42,
but they also carry the messages of Psalm 75: But God is the judge: he putteth
down one, and setteth up another. For in the hand of the Lord there is a cup,
and the wine is red; it is full of mixture; and he poureth out of the same: but the
dregs thereof, all the wicked of the earth shall wring them out, and drink them
(Psalter 75:7-8).

The general tendency for the use of various types of vessels such as chalice,
skyphos, kantharos, krater, luterion, etc., depicted in the mosaic compositions,
is related to the copying, transformation and combination of earlier prototypes
used in Roman and Late Antique cult art (Popova 2016: 178). For this reason,
these vessels generally resemble real liturgical objects, although they become
categorically a symbol sign in the Early Christian image system. On a semantic

Figure 10

Augusta Traiana, private house, tablinum,
mosaic (fragment), ancient vessel with wine.
Photo by A. Mihaylov.
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Figure 11
Parthicopolis, episcopal basilica, narthex,
mosaic, the vine. Photo by R. Pillinger.

level, they are transformed into a universal symbol with a long life in the
Christianity: of the sacrifice of Christ, the redemption of the sins of mankind, St.
Communion, forgiveness, receiving God’s grace and blessing as well as others.

The connection between wine and the vine tendrils is also established by the
Gospel texts: I am the vine; you are the branches. If you remain in me and
I in you, you will bear much firuit; apart from me you can do nothing (John
15:5). Therefore, the wine for St. Communion is symbolized not only by the
vessel and the glass, but also by the vine tendrils (separately and together) (Fig.
11). For these reasons, the wine can also be represented by images of vines
and/or grapes. In this way, they are present in many figurative scenes from
mosaic monuments in the Balkans. These motifs are one of the most syncretic
in Christian art, permanently interwoven and invariably used in the Eucharistic
decorative programs.

The Eucharistic Bread

The Eucharistic Bread and the associated discourse The Bread of Life are an
integral part, the essence of the sacrament of St. Communion. Its importance
is emphasized by many biblical texts and the earliest representations found in
Christian tombs, on frescoes, reliefs of sarcophagi (Bisconti 2011: 57-60). For
example, The bread or The bread baskets are depicted in the scenes representing
The Last Supper, The Breaking of the Bread (Fractio Panis), The Miracle with
the Fish and the Five Loaves, etc. It should be noted that, above all, the presence
of bread emphasizes its liturgical function, which derives from the words of
Christ recorded in the Gospel of John: Verily, verily, I say unto you, He that
believeth on me hath everlasting life. I am the Bread of Life (John 6:48-49).
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In order to distinguish the bread used as a bloodless sacrifice, it must be
emphasized that it has distinctive features such as shape, size, color and a seal
that is placed on it (Galavaris 1970: 18-21). The seal on the Prosphora - the
Eucharistic bread, also has a round shape, and its surface is divided into several
fields, with a central cross or the so-called Lamb - the Son of God, with the
Greek letters 7 X, the initial letters of the name of the Messiah - Jesus Christ
(Fig. 12). In this way figuratively and symbolically, it is emphasized that this is
the true body of the God, offered as a bloodless sacrifice. The establishment of
the specific shape and color, and especially the sign of the cross on the loaves,
whether in a basket or in an antique vessel, emphasizes its role as Eucharistic
bread, and distinguish them from the prevalent motif - a vessel or basket with
fruits.

As a universal symbol, the Eucharistic bread contains the message of the
Salvation of mankind, a message that also arise from the biblical tests: For the
bread of God is the One coming out of heaven and giving life to the world (John
6:33). No images of the Eucharistic bread have been found on the pavement
mosaics from the Balkans so far, however such images have been discovered
in Jerusalem, Aquileia, etc. It should be highlighted that the plots including the
breads date mainly from 4t century AD to the time of Theodosius II, when strict
rules and prohibitions were established for the use of sacred symbols of faith on
the floor (Popova 2018: 140). However, we can assume that the trays without
any object on them could symbolized the Eucharistic breads and wine based
on the similarity of some forms and elements of the so-called ‘silver dishes’,
although very strongly treated in decorative manner (Fig. 13). These are not
real depictions of trays, and the reason is similar to that of the bread. These
themes are part of compositions, mainly of geometric-ornamental character, yet
the form is recognizable and can be related to a real liturgical object - a tray for
Eucharistic bread.

Another image associated with bread is that of the fish. Establishing the
connection between the fish and St. Eucharist is described in the Gospel texts in
which it is presented as a projection of the Resurrection of Christ (Uvarov 2001:
104, 133). It appears when the Savior himself appears to his disciples: Then

Figure 12
London, British Museum, bread seal. Photo
by the British Museum.

Figure 13

Augusta Traiana, residence, representative
hall, mosaic (fragment), silver dish. Photo
by A. Mihaylov.
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Figure 14
Stobi, episcopal basilica, mosaic (fragment),
IX®YZ. Photo by M. Perseng.

Figure 15

Klapsi, Early Christian basilica, mosaic
scheme, creation of the Ocean. Photo by P.
Asimakopoulou-Atzaka.

Jesus saith unto them, Children, have ye any meat? They answered him, No. And
he said unto them, Cast the net on the right side of the ship, and ye shall find.
They cast therefore, and now they were not able to draw it for the multitude of
fishes (John 21:5-6).

Images of fish are found in the art of all ancient cultures. In Thrace and Ancient
Greece this image represents the water element, trials, transitions and other
concepts. In Egypt the fish is important as a protector of the dead and the
resurrection after death. In Syria it is associated with the cult of Atargatis in
which the initiates accept her flesh as a symbol of the divine in themselves.
Thus, in Paganism the fish is a collective image, embodying the water element,
trials, transitions, rebirths and resurrection of the dead (Uvarov 2001: 59, 90). Its
transition to the Early Christianity took place effortlessly and naturally became
one of the earliest and most important Christian symbols. The usage of this
image can be traced back as early as the middle of the 2nd century AD. In the
following periods of development, it grew and established itself as an invariably
present motif in decorations of Christian religious buildings, more specifically in
mosaic decorations. This is related to the meaning of the word itself, as in Greek
the word “Iy0vg” (“fish”) is an acrostic of God’s name — Tyoodg Xpioroc Ocod
Yiog Xwtip (Jesus Christ, Son of God, Savior). The first inscriptions with JX@YX
are found in the oldest tombs from the Early Christian period where they are
part of epitaphs. There are examples in the Roman catacombs of Priscilla, Peter
and Marcellin and others (Bisconti 2018: 55-56). This inscription is also present
in mosaic decorations, such as the Episcopal Basilica in Stobi, the Basilica in
Storgozia and others (Fig. 14). The representations of one fish or two and more
can be frequently used in the mosaic repertory.

It should be accentuated that not all fish are the personification of the Eucharistic
bread. They can be part of the scene representing the creations of the Earth and
the Ocean, as well as indicate a transitional state - from proselyte to neophyte
(Fig. 15). Their definition as substitutes of liturgical objects is established mainly
by placing them next to or in the chancel similarly to the example from the
Basilica of Bishop Joannes in Parthicopolis, or when they are adjacent to other
motifs and scenes with Eucharistic character, such as kantharos, The Source of
Life, The Vine etc.

Related to the fish is the image of the fisherman, which is supported by many
Biblical texts, as well as by the theological precepts of the church fathers and the
Late Antique thinkers. It is through the New Testament texts that the symbolism
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of the fish is connected with the Holy Apostles, whom the Savior himself calls
fishermen of men (Mark 1:17). Again, in the Bible it is mentioned: Once again,
the kingdom of heaven is like a net that was let down into the lake and caught
all kinds of fish (Matthew 13:47). A composition depicting the image of the
fisherman is present in the Basilica in Agia Paraskevi (Fig. 16), another example
is the mosaic composition in the southern annex of Basilica A in Amphipolis
(Assimakopoulou-Atzaka 1998: 364).

The connection between the fish, the wine and the bread from one side and
Jesus Christ from the other side, in their symbolic projection related to the
Eucharistic sacrament is expressed by St. Clement of Alexandria (quoted later
by Tertullian, Origen, St. Nola and others) through comparing Jesus with real
bread and freshwater fish (Schaff 2013: 347). This makes the fish meaningful
as a Eucharistic sacrifice and part of the Eucharistic sacrament. The Eucharistic
symbolism projected in the image of the fish is irrefutable in this sense, it is part
of important biblical scenes such as The Satiety of the people in the wilderness
with five loaves and two fishes (Mark 6:34-44) and The Repast of Christ and the
Apostles on Lake Tiberias (John 21:9-22). These stories are often depicted in
the catacombs, merging with The Last Supper scene and thus acquiring a multi-
layered meaning associated with Salvation, Resurrection and Eternal Life.

The Christogram and The Cross

Cross forms are represented in mosaics, wall paintings, reliefs, and drawings
throughout the Ancient period, and their meaning is associated with the
orientation of different levels - spatial, temporal and spiritual. It is often difficult
to distinguish the Early Christian cross from the cruciform forms of the Pagan
art. We identify it as a Christian sign when it is of rare iconography, repeated
several times in the composition, or emphasized graphically or in color. The
cross was adopted as the main Christian liturgical symbol in the 4™ century AD.
It is mentioned in the New Testament texts, both as a formal presence and as a
symbolic projection of the Resurrection, the Sacrifice and the Salvation. In his
epistles the Apostle Paul says: For the message of the cross is foolishness to
those who are perishing, but to us who are being saved it is the power of God
(Corinthians 1:18).

Figure 16

Agia Paraskevi, Early Christian basilica,
mosaic (fragment), fisherman. Photo by P.
Asimakopoulou-Atzaka.
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Figure 17
Pautalia, building with unidentified function,
mosaic (fragment), cross. Photo by A. Lirsch.

The christogram is a monogram of Christ, consisting of three crossed lines, with
the Greek letter p written on the top of the middle line. Thus, the sign contains
the two initial letters X and P of the Greek name of the Saviour - Xpiazé¢ (Christ).
It is most often represented in a circle, with both the Greek letters a- alpha and
- omega present on both sides, in most cases. The christogram should be taken
as a symbol, a sign that arises with the advent of Christianity and is related to
what is said in Revelation: I am the Alpha and the Omega, says the Lord God,
who is, and who was, and who is to come, the Almighty (Revelation 1:8), as
well as: And I saw another angel coming up from the east with the seal of the
living God (Revelation 7:2). It gained popularity under Constantine the Great
who replaced the Roman eagle with it on his labarum/standard. In addition, the
emperor ordered it to be written on the shields of the army before the battle on the
Milvian Bridge with Maxentius in 312. In the Early Christianity, the symbol is
found in epigraphy, reliefs of sarcophagi, mosaics and murals (MVolbach - Himer
1958: 83-86). Later it became a symbol of the Incarnation and the Nativity
(Uvarov 2001: 145).

The Cross, respectively The Christogram are extremely important symbols in
the Christian worldview and therefore their depiction on the floor was usually
not acceptable and even officially banned, although there are exceptions. In the
mosaic monuments from the Balkans, The Christogram is depicted in many
basilicas, alone or next to a quotation from the Scripture like in Basilica Ne 1 in
Storgozia with Psalm 42. The Cross is rarely presented only in several Christian
buildings: basilicas, baptisteries and magistrate and private houses (in a private
house in Augusta Traiana, cross patée; in a building of undetermined function
in Pautalia3 (Fig. 17), Greek cross; in the Episcopal Basilica in Stobi, Greek
cross; in the House of Felix in Serdica?, Greek cross). It should be emphasized

3 The building was designated as a basilica or a christian’s private home. See Popova 2018: 150.

4 In the scientific literature it is assumed that Felix’s house was most likely the residence of an imperial
official or the bishop of Serdica. See Popova 2018: 150.
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that in baptisteries the shape of the pool is often planned as a cross of different
types, and at the bottom there is also a mosaic cross like in the Basilica No 1 in
Mikrevo in Southwestern Bulgaria.

The scenes involving Christogram / Cross as part of The Source of Life are
extremely semantically saturated, as they are located in the most important
sacral places in the basilica and baptistery — in the apse, the chancel or in front
of the piscina itself (the Basilica No 1 in Mikrevo, Basilica A in Amphipolis,
the Baptistery in Butrotum). In this way, the scene, in addition to its universal
meaning, also has polysemantics, expressing the apogee of the ritual and
obtaining the blessing and the promise of Eternal Life.

The Vessel of the Holy Anointment

The St. Anointing is the next important Sacrament after the Communion and
the Baptism, and all three are firmly connected. In the mosaic compositions the
vessel for Holy Oils (Olea Sacra) is a symbol of the St. Anointing, which takes
place after the Baptism and after the Eucharist. In this way, it is associated with
Psalm 91, called the 4 Song for the Sabbath: As for Your enemies, O Eternal One,
their fate is obvious: those who hate You will not survive, those who practice evil
will be broken in pieces. But You have made me strong as a wild ox, anointed me
with the refreshing oil of Your blessing (Psalter 91: 9-10).

The composition directly carries the message of this psalm which is the only one
discovered so far on the Balkans and presented in the Basilica in Agia Paraskevi
(Fig. 18). A bull/buffalo is shown, going to a vase, from which branching plant
drags come out (Assimakopoulou-Atzaka 1998: 303). The vase resembles the
shape of an ancient lydion, a vessel for fragrances. In all probability in the Late
Antiquity the oil and the ointment were kept in similar, conditionally speaking,
larger lydions, and in smaller quantities - in small well-closed round boxes

(pyxis).

The shape of the ancient lydion influenced a number of vessels involved in the
compositions Source of Life and Vine. The vessels are depicted wide, flared and
open at the bottom and of smaller diameter at the top (the Basilica in Oreokastro).
The difference lies in the open and uncovered upper part, since according to the
particular iconography in this case, the water should be shown as well as the
branch growing from the vessel. The influence of the lydion’s shape has not been

Figure 18

Agia Paraskevi, Early Christian basilica,
mosaic, Lydion with plant tendrils. Photo by
P. Asimakopoulou-Atzaka.
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noticed so far in the research of the Early Christian mosaics from the Balkans.
Hence, we can add these vessels to the repertoire in the cases of rituals using
Anointment - the Communion, the Baptism, the Ordination, etc. (Perseng 2021).

In the mosaic pavements in the Balkans we can observe also combined or
synthesized several quotations of the Holy Scripture in one scene, which also
carry Old Testament and New Testament messages. These are: The Christian
Cosmos (private home in Augusta Traiana, the Palace of Polycharm in Stobi,
the Basilica of Dometios in Nicopolis, the Episcopal Residence in Heraclea
Lynkestis); The Good Shepherd (Southern basilica in Justinian Prima), Shepherd
and Flock in a Pastoral Landscape (the Basilica in Arapaj, Basilica B and
Basilica C in Byllis); The Four Rivers of the Paradise (the Church in Lychnidos,
Basilica B in Byllis); The Lambs - Apostles (Basilica Ne 7 in Pautalia); and The
Tree of Life (Basilica D in Byllis). The complication of the mosaic compositions,
as well as the inclusion and combination in them of various symbols and images,
is related to the development of art figurative language in the new environment
of Christian teaching (Lidov 2014: 54). In Eucharistic context, this is indicative
of the change and complication of the liturgical rite.

All these examples clearly show the universality of the Early Christian images
and symbols and their direct connection to the Sacred Scripture, expressed
through their multi-layered and multifunctional nature. In this way, a unified
Christian image system is built, the development of which impacts the individual
iconographies, which at a later stage are united and syncretized.

In conclusion, we can derive that with the St. Eucharist is associated the most
intimate and important symbols of Early Christianity. This directly reflects on the
images that are its projection, which is why they are called “mystical symbolism”
or “symbolism of the Divine Mysteries” (Taft - Farrugia 1992: 98-99). Thus, the
miracle of the Eucharist is also transferred to the scenes, images and symbols,
which are extremely multi-layered in their semantics, and I consider them to be
an endless source for scientific discourses and research. The Communion and its
liturgical and symbolic objects and the Baptism and Anointment are represented
alone mainly in 4t and first half of 51 century AD. But later, from 5t century
AD onwards a new dominant phenomenon can be observed: the combination or
syncretism of several more psalms or quotations in two or more visual scenes
inspired by the Word in the Bible or the Gospel, with a climax in the period of
Justinian 1.

The development of the Christian image system has a substantial influence on
the individual iconographies which at a later stage are united and syncretized.
In each of them the Eucharistic messages are leading but supplemented in a
symbolic context. This underlines once again the great role of the Eucharistic
rite in the Early Christian Church and its fundamental significance in the Early
Christian religion and art.

The overall art decoration of the Early Christian temples, the selection of certain
scenes and topics, the arrangement of the frescoes, reliefs, wall and pavement
mosaics in strictly defined places correspond both artistically and, above all,
liturgically. Through this concept, the art program follows the theological idea
of the Early Christian church, which connects the artistic image with the Word
of God. The general suggestion is reinforced by the consistent reading of certain
passages from the Bible when passing by specific figural scenes. In this way,
art decoration acts as a symphony, in which at a particular moment an emphasis
is placed on a certain motif in order to create a remarkable aesthetic-artistic
spectacle based on the Christian theology.
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In many Early Christian texts, the space of the Early Christian temple is perceived
simultaneously as the Cosmos, the Heavenly Jerusalem, the Paradise, and the
body of the God. In this context, the Eucharistic scenes can be interpreted as an
extremely important semantic structure in the hierotopia of the Early Christian
churches (Lidov2014: 60). As such, the most important scenes placed in the sacred
areas of Christian temples are of fundamental importance for understanding the
architectural form, iconography and nature of the sacred space. This symbiosis
between architecture, art decoration and liturgy gives meaning to an extremely
high semantic level of the whole Christian universe.

The multi-layered nature of the cultural processes during the Early Christian
period is clearly evident in the monumental arts and specifically in the mosaics,
manifested in the syncretism of the images and the combination of formal
principles with the symbolic spiritual messages of the Christianity. The art
of the Early Christianity is allegorical and symbolic in nature. The desire for
immaterial depiction of the religious-theological sacraments and feelings is
often intertwined with the illusionistic borrowings of the classical art, as an
element of the Ancient cult of the images, which apparently penetrate in the
Early Christian art. The transcendence of the Christian worldview is reflected
in the art of the epoch, through the gradual neglect of the material, the sensorial
influence and the natural proportions. In this way, the naturalistic, earth-based
and sensory-evoked ancient art is replaced by another, accessible to the spirit,
timeless and far from the foreseeable impressions. This change is a decisive
turn in the history of art. A new art is born in terms of content and form, with
different artistic problems, as well as in the means for their solution. It is born of
the spiritual substrate of the Christian teaching and is an expression of the new
perception of the world.
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Claudiopolis Ornegi Isiginda Bir Kedigile Binmis Dionysos
Mozaiklerine Genel Bir Bakis

An Overview of Dionysos on a Feline Mosaics in the Light of the
Claudiopolis Sample
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Oz
Claudiopolis (Bolu), Antik Dénem’de Bithynia Bélgesi simirlart icerisinde yer alan énemli bir kentti. 2011
yvilinda kent merkezinde yapilan kurtarma kazist ¢alismasi esnasinda bir Dionysos Mozaigi a¢iga ¢ikarilmigtir.

Dionysos Mozaigi kentteki bir Roma villasinin zemininde yer almis olan bir taban mozaigidir ve dikdértgen bir
bi¢imde diizenlenmistir. Mozaik tabant 590 cm x 620 cm édlgiilerindedir.

Bir kedigil iizerine binmis olan Dionysos kompozisyonu Antik Dénem 'de mozaik ustalarinin repertuvarlarimin
stk tercih edilen bir tasviri olmustur. Bu kompozisyon Ge¢ Klasik Dénem’den, Ge¢ Antik Donem’e kadar
Akdeniz ¢evresindeki ¢ok sayidaki atélye tarafindan benimsenerek miisterilerinin tercihlerine gore mozaikler
tizerine uyarlanmistir. Bu mozaiklerde Dionysos, bazen kiigiik bir ¢ocuk bazen de geng bir erigkin olarak tasvir
edilmistir. Kompozisyonun ¢evresine genellikle dért mevsimi sembolize eden dort ayakli hayvanlar, kuslar ve
bitkiler yerlestirilmigtir.

Dikdortgen biciminde diizenlenmis olan Claudiopolis Mozaigi’'nde merkezdeki dairesel pano icerisinde bir
leopar iizerine oturmugs olan geng¢ Dionysos tasvir edilmistiv. Yar: ¢iplak durumda olan Dionysos 'un basina
sarmasik yapraklarindan olusan bir ¢elenk yerlestirilmistir. Sag elinde bir thyrsos tasumaktadir. Merkezi
dairesel panonun dort yamindaki yarim dairesel panolara yerlestirilen dért ayakli hayvanlar ve i¢cbiikey kare
panolara yerlestirilen kuglar, dort mevsimi sembolize etmistir. Merkezi dairesel panonun dort késesindeki
geyrek dairesel panolara ise kraterler yerlestirilmistir. Panolart geometrik ve bitkisel motiflerden olusan bir
bordiir ¢evirmistir. Claudiopolis Mozaigi 'ndeki sahnenin diger bélgelerde yer alan versiyonlart ile ortak olan
ozellikleri onlarin aym orijinalin kopyalar: olduguna isaret etmektedir.

Anahtar Kelimeler: Dionysos, mozaik, mevsimler, kedigiller, kuslar, Claudiopolis.

Abstract

Claudiopolis (Bolu) was a prominent city on the border of Bithynia during the Ancient Period. The Dionysus
Mosaic was unearthed during a rescue excavation in the city center in 2011. The Dionysus Mosaic is a floor
mosaic located on the floor of a Roman villa in the city, and it is arranged as a rectangular shape. The size of
the mosaic base is 590 cm x 620 cm.

The composition of Dionysus riding on a feline was a frequently preferred depiction in the repertoire of mosaic
masters in the Ancient Period. This composition was adopted by many workshops around the Mediterranean
from the Late Classical Period to the Late Antique Period and it was adapted on mosaics according to the
preferences of their customers. Dionysos on these mosaics was sometimes depicted either as a little boy or as a
voung adult. Four-legged animals, birds, and plants symbolizing the four seasons were usually placed around
the composition.
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The young Dionysus sitting on a leopard in the circular panel in the center is depicted on Claudiopolis Mosaic arranged
in a rectangle shape. A wreath of ivy leaves is placed on the head of the half-naked Dionysus. It holds a thyrsos in its
right hand. Four-legged animals placed on the semicircular panels on the four sides of central panel and the birds
placed on the concave square panels symbolize four seasons. The craters are placed on the quarter circular panels
at the four corners of the central panel. A line around the mosaic consisting of geometric and floral motifs surrounds
the panels. When compared with other versions found in other regions, the common characteristics of the scene in the
Claudiopolis Mosaic indicate that they are the copies of the same original work.

Keywords: Dionysos, mosaic, seasons, felines, birds, Claudiopolis.

Claudiopolis (Bolu), Antik Dénem’de Bithynia Bélgesi sinirlar icerisinde yer
alan 6nemli bir kentti (Magie 1950: 307, 546, 590, 596, 614, 622, 1190-1191;
Dorner 1952: 32-67; Vermeule 1968: 317-318, 151; Boatwright 2000: 100, 105).
2011 yilinda Bolu ili, Merkez Ilgesi, Biiyiikcami Mahallesi, Kentsel Arkeolojik
Sit Alani i¢erisinde Bolu Miizesi tarafindan yapilan kurtarma kazisi ¢aligmalari
sonucunda antik bir yapiya ait dogu-bat1 ve kuzey-giiney dogrultusunda uzanan
moloz tastan duvar kalintilar1 agia cikarilmistir. Yap1 kalintisinda 1 adedi
mozaik taban dosemeli 16 adet mekan tespit edilmistir. A¢iga ¢ikarilan kalintilar
antik yapinin plan ve fonksiyonuna iliskin kesin bir bilgi vermemektedir. Mozaik
taban dosemesi 590 cm x 620 cm Olgililerindedir (Res. 1, Ciz. 1). Mozaigin
orta bolimiine Bizans Donemi’nde kuzey-giliney dogrultusunda tabani tugla,
kenarlar1 moloz tash bir kanal a¢ilmis bu nedenle mozaigin kanal ge¢irilen bu
boliimii tamamen yok olmustur. Figiirlii pano ve geometrik bordiiriin yiizeyinde
yer yer tessera kayiplart mevcuttur. Mozaigin tiim yiizeyi oldukga kalin bir kireg
tabakasi ile kaplanmistir. Dikdortgen panolar bigiminde kesilen mozaik, plakalar
halinde kaldirilarak Bolu Miizesine nakledilmistir.

Resim 1
Claudiopolis
Miizesi Arsivi).

Dionysos

Mozaigi

(Bolu
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Cizim 1
Claudiopolis Dionysos Mozaigi.

Resim 2
Leopara binmis Dionysos Madalyonu (Bolu
Miizesi Arsivi).

1.Figiirli Kompozisyon
1.1. Merkezi Dairesel Pano: Leopar Uzerinde Dionysos

Zemini krem rengindeki tesseralardan olusan merkezi dairesel panoda bir
leopar lizerine yan binmis olan geng¢ Dionysos tasvir edilmistir (Res. 2). Tanri,
tek bagina betimlenmistir. Viicudunun iist kismi1 cepheden, belden asagisi ise
hafif¢e sagina doniik vaziyette tasvir edilmistir. Bagini hafif¢e kendi soluna
dogru cevirmistir. Bakislar1 da soluna dogru yonlendirilmistir. Uzun ve dalgali
olan saclari, boynunun her iki yanindan ikigser bukle olarak omuzlarinin
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lizerine dugiirilmistiir. Basina sarmagsik yapraklarindan olusan bir ¢elenk
yerlestirilmistir. Gozleri badem bi¢imindedir ve kaslar1 disiiktiir. Etli dudaklar
hafif araliklidir. Viicudunun st kismi ¢iplaktir ve belden asagisina bir himation
sartlmigti. Himationun tamamen orttiigli sag bacak dizden biikiilerek geriye
dogru ¢ekilmistir. Dizden asagis1 himation tarafindan agikta birakilan sol bacak
ise dizden biikiilerek hafifce yukar1 dogru kaldirilmistir. Sol dizinin {izerine
siyah ve kahve renkteki tesseralardan olusan thyrsosun govdesini dayamis
iken thyrsos viicudunu ¢apraz bir bigiminde kesmistir. Sol kolunu yana dogru
acmig ve sol eliyle leoparin boynunu kavramistir. Yana dogru agmis oldugu
sag kolunu dirsekten hafif¢e biikerek yukart dogru kaldirmis ve sag eliyle
thyrsosunu tutmustur. Dionysos un teni krem renginde iken saglari ve himationu
kahverengindedir.

Leopar (izleyiciye gore) saga dogru hareket etmistir. Kahverengi olan leoparin
viicudu siyah beneklidir. Leopar, geriye dogru ¢evirerek yukar1 kaldirdig: basi
ile Dionysos’a bakmaktadir. Agz1 agik, kaslar1 catik, biyiklar1 dik ve hirlar
sekildedir. Sol n pengesini yukar1 dogru kaldirmistir. Once geriye dogru agtigi
kuyrugunu sonra yukari dogru kaldirmistir. Sahnenin alt kismi tahrip oldugu igin
Dionysos ve leoparin ayaklari ile bastiklar: zemin goriinmemektedir.

Merkezde yer alan dairesel pano: kizil kahve renkli tesseralardan olusan
piramidal tiggen motifli bordiirle ¢er¢evelenmistir. Daha sonra siyah renkli ¢ift
sira tesseralardan olusan diiz bir ¢izgi yer alir. Bunun etrafini ise siyah, agik
kahve, kizil kahve, yesil ve krem renklerdeki tesseralardan olusan iki kollu giyos
motifi ¢evirir.

2. Kedigil Uzerine Binmis Olan Dionysos Kompozisyonunun
Ikonografisi

Bir kedigil iizerine binmis olan Dionysos kompozisyonu, MO 4.yiizy1l boyunca
Attikal1 ve Giiney Italyali vazo ressamlar1 (Res. 3) tarafindan yaygin bir sekilde
kullanilmustir (Gasparri 1986a: 461 nos. 430, 433 pl. 349). MO 4. yiizyildaki
orneklerin tiimiinde Dionysos daima bir leopar lizerine binmis sekilde tasvir
edilmistir. Bazen bacaklari iki yana agik olarak bazen de yan binmis (Gasparri
1986: 461 nos. 430, 433 pl. 349) olarak gosterilmistir. Etrafi her zaman thiasosun

Resim 3
Pantere binmis Dionysos, Can Krater (theoi.
com)
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Resim 4
Pantere binmis Dionysos, Badminton Lahiti
(Jacome 2013: pl. XXXI fig. 29.8).

tiyeleri tarafindan cevrilmistir (Gasparri 1986: 461 nos. 430, 433 pl. 349).
Viicudunun iist kismi ¢iplaktir, belden asagisina himation sarmistir (Gasparri
1986: 461 nos. 430, 433 pl. 349). Elinde thyrsos (Gasparri 1986: 461 no. 430
pl. 349) ve kantharos (Gasparri 1986: 461 no. 433 pl. 349) tasimaktadir. Aym
kompozisyon Roma Donemi’nde serbest heykellerde (Richter 1954: 107 no.
209 pl. CXLVIII, a-b) ve lahitlerde (Res. 4), (McCann 1978: 94-103 no. 17
figs. 109, 113) kullanilmistir. Bu 6rneklerde; Dionysos pantere yan binmistir,
viicudunun {ist kisminda nebris yer alirken belden agagisina himation sarmustir,
elinde thyrsos ve kantharos tutmaktadir (McCann 1978: figs. 109, 113). Basma
sarmagik yapraklarindan olusan bir ¢elenk yerlestirilmistir (McCann 1978: figs.
109, 113).

3. Kedigil Uzerine Binmis Olan Dionysos Kompozisyonunun Tasvir
Edildigi Mozaiklerin Genel Ikonografik Ozellikleri

Kedigiller, Dionysiak ikonografinin 6nemli bir elemanidir. Dionysos ile bir
aslan ya da bir leoparin yakin baglantili olarak tasvir edilmesi MO 6. yiizyilin
ortalarina kadar gitmektedir (Welch 1998: 134). Bu gruba Hellenistik Dénem’de
tictincii bir kedigil olarak kaplan katilmigtir. Dionysos’un favori hayvani ve
ana atribiilerinden biri olan leopar, sahibinin yanindaki yavru bir kdpek gibi
Dionysos’un etrafinda gezinirken veya arabasini ¢ekerken ya da onu sirtinda
tasir iken oldukca sik tasvir edilmistir. Nadiren de olsa bir kaplanin, leoparin
yerine gegmesi sebebiyle “kaplan binici” olarak da isimlendirilen bir kedigil
lizerine binmis Dionysos kompozisyonu Antik Dénem mozaik sanat¢ilarinin
repertuvarlarinin standart bir tasviri olmustur. Bukompozisyon, Klasik Dénem’in
sonundan Antik Donem’in sonuna kadar Akdeniz ¢evresindeki ¢ok sayida atdlye
tarafindan benimsenerek miisterilerinin tercihlerine gore uyarlanmistir.
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Kompozisyon ya yalnizca gosterigli bir hayvan ile onun sirtina binmis ayni
Ol¢iide gosterisli tanri figiirii olarak ya da thiasosun bir veya daha ¢ok iiyesinin
onlara eslik ettigi bicimde tasvir edilmistir (Welch 1998: 134). Bu tasvirlerde,
cocuk ya da geng olarak gosterilmis olan Dionysos’un fiziksel goriiniisiiniin de
degisebildigi goriilmektedir. Bunlardan 6zellikle tanrinin ¢ocuk olarak tasviri,
Dionysos kiiltiiniin ritiiel uygulamalari ile baglantili oldugu anlasilan Kuzey
Afrika’da tercih edilmistir (Dunbabin 1978: 174-181).

Grek diinyasinda ¢ocuk Dionysos’un tasviri yalnizca bir kere Pergamon’dan
Papposilenos ile baglantili olan bir mozaik lizerinde goriilmiistiir (Dunbabin
1999: 223-224 fig. 236). Yunanistan’daki mozaikler iizerinde ¢cocuk Dionysos
tasviri yoktur. Onun yerine gen¢ Dionysos, genis bir kronolojiye yayilmig bicimde
dort mozaik tizerinde tasvir edilmistir. Bunlardan ikisi Hellenistik Donem’in
bagslarina tarihlenmis olan Pella (Res. 5) ve Eretria (Res. 6) mozaikleridir. Diger
ikisi Delos (Res. 11), (MO 2. yiizy1lin sonu-MO 1.yiizy1lin baslar1) ve Chania’da
(Res. 20), (MS 3. yiizy1lin ortalar1) bulunmustur.

Bu kompozisyon, mozaik sanatcilarinin repertuvarlarinda iki farkli tipte yer
almistir.

Birinci tipte; Dionysos’un iizerine binmis oldugu kedigil (izleyiciye gore) sola
dogru hareket etmistir. Pella (Res. 5), (Robertson 1965: 76 pl. XX,1), Eretria
(Res. 6), (Salzmann 1982: 91 no. 39 pl. 49,1), Leadenhall (Res. 7), (Jacome 2013:
533 fig. 29.5), El Djem 1 (Res. 8), (Dunbabin 1978: fig.175), Acholla (Res. 9),
(Sevilla-Sadeh 2021: fig.4) ve Saint-Leu mozaikleri (Res. 10), (Dunbabin 1978:
pl.14) L. tipe dahildir. Pella mozaigi yalnizca Yunanistan’da degil tim Akdeniz
Bolgesi’'nde mozaikler {izerinde bir kedigile binmis Dionysos kompozisyonunun
bilinen en erken 6rnegidir (Welch 1998: 135).

Ikinci tipte; Dionysos’un iizerine binmis oldugu kedigil (izleyiciye gére) saga
dogru hareket etmistir. Delos (Res. 11), (Robertson 1965: 88 pl. XX, 1), Dougga
(Res. 12), (Welch 1998: fig. 85), El Djem 2 (Res. 13), (Welch 1998: fig. 86), Lyon
(Res.14), (Jacome 2013: 537 fig. 29.9), Ostia (Res. 15), (Wyler 2009: pl.97,1),
El Djem 3 (Res. 16), (Dunbabin 1978: fig.176), El Djem 4 (Res. 17), (Dunbabin
1978: fig.177), Saguntum (Res. 18), (Eckersley 1995: fig.24), Djemila (Res.
19), (Dunbabin 1978: pl.178), Chania (Res. 20), (Welch 1998: figs. 73-74) ve
Claudiopolis Mozaikleri (Resim 1-2) II. tipe dahildir.

Resim 5
Leopara binmis Dionysos, Pella Mozaigi
(Welch 1998: fig.62).

Resim 6
Leopara binmis Dionysos, Eretria Mozaigi
(Welch 1998: fig. 65).
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Resim 7
Kaplana binmis Dionysos, Leadenhall
Mozaigi (Jacome 2013: pl. XXIX fig. 29.5).

Resim 8
Aslana binmis Dionysos, El Djem 1 Mozaigi
(Sevilla-Sadeh 2021: fig. 3).

Orneklerin hepsinde benzer bir sema goriiliir. Dionysos bir kedigile binmis
sekilde tasvir edilmistir. Bu kedigiller arasinda en ¢ok leopar (Claudiopolis
(Resim 1-2), Pella (Res. 5), Eretria (Res. 6), Saint-Leu (Res. 10), Delos (Res.
11), El Djem 2 (Res. 13), El Djem 3 (Res. 16), El Djem 4 (Res. 17), Saguntum
(Res. 18), Chania (Res. 20)) olmak iizere kaplan (Leadenhall (Res. 7), Acholla
(Res. 9), Dougga (Res. 12), El Djem 3 (Res. 16), Djemila (Res. 19)), panter
(Lyon (Res. 14), Ostia (Res. 15) ve aslan (El Djem 1 (Res. 8) yer almaktadir.
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Cocuk Dionysos tasvirlerinde (El Djem 1 (Res. 8), Acholla (Res. 9), El Djem 3
(Res. 16), El Djem 4 (Res.17), Saguntum (Res. 18), Djemila (Res. 19) tamamen
ciplak (El Djem 1 (Res. 8), Acholla (Res. 9), Saint-Leu (Res. 10), Saguntum
(Res. 18) ya da nebris (El Djem 3 (Res. 16), Djemila (Res. 19)) veya himation
(El Djem 4 (Res. 17) giymistir, basina bitkisel bir ¢elenk (El Djem 1 (Res. 8),
Saint-Leu (Res. 10), El Djem 3 (Res. 16), El Djem 4 (Res. 17), Saguntum (Res.
18), Djemila (Res. 19)) yerlestirilmistir. Elinde kantharos (El Djem 1 (Res. 8),
El Djem 4 (Res. 17) ve thyrsos (Acholla (Res. 9), Saint-Leu (Res. 10), El Djem
3 (Res. 16), Saguntum (Res. 18), Djemila (Res. 19)) tasimaktadir. Bazen tek
basma (Acholla (Res. 9), El Djem 3 (Res. 16), Saguntum (Res. 18) bazen de
thiasosun tiyeleri (El Djem 1 (Res. 8), Saint-Leu (Res. 10), El Djem 4 (Res. 17),
Djemila (Res. 19)) ile birliktedir. Kedigile her iki bacagini acarak (El Djem 1
(Res. 8), Acholla (Res. 9), Saint-Leu (Res. 10), El Djem 4 (Res. 17), Saguntum
(Res. 18), Djemila (Res. 19) binmis veya yan (El Djem 3 (Res. 16) binmistir.
Bunun yani sira yarim yaslanmis durumda (Pella (Res. 5), Leadenhall (Res. 7)
oturmustur.

Resim 9

Kaplana binmis Dionysos, Acholla Mozaigi

(Sevilla-Sadeh 2021: fig. 4).

Resim 10
Leopara binmis Dionysos,
Mozaigi (Dunbabin 1978: pl. 14).

Saint-Leu
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Resim 11
Leopara binmis Dionysos, Delos Mozaigi
(Welch 1998: fig. 69).

Resim 12
Kaplana binmis Dionysos, Dougga Mozaigi
(Welch 1998: fig. 85).

Resim 13
Leopara binmis Dionysos,
Mozaigi (Welch 1998: fig. 86).

El Djem 2

Resim 14
Pantere binmis Dionysos, Lyon Mozaigi
(Jacome 2013: fig. 29.9).

Geng Dionysos tasvirlerinde (Claudiopolis (Res. 1-2), Pella (Res. 5), Eretria
(Res. 6), Leadenhall (Res. 7), Delos (Res. 11), Dougga (Res. 12), Lyon (Res.
14), El Djem 2 (Res. 13), Ostia (Res. 15), Chania (Res. 20)) tamamen ¢iplak
(Pella (Res. 5) ya yari-¢iplak viicuduna himation sarmis (Leadenhall (Res. 7),
Dougga (Res. 12), El Djem 2 (Res. 13), Lyon (Res.14), Ostia (Res. 15)) ya da
khiton iizerine himation giymistir (Delos (Resi. 11)). Uzun sachdir ve saglari
her iki omuz iizerine diisiiriilmiistiir (Lyon (Res. 14) ve Claudiopolis (Res.1-
2)). Basina bitkisel bir ¢elenk (Claudiopolis (Res. 1-2), Pella (Res. 5), Eretria
(Res. 6), Leadenhall (Res. 7), Delos (Res. 11), Dougga (Res. 12), Lyon (Res.14),
Ostia (Res.15)) yerlestirilmistir. Elinde thyrsos (Pella (Res. 5), Eretria (Res. 6),
Leadenhall (Res. 7), Delos (Res. 11), Dougga (Res. 12), El Djem 2 (Res. 13),
Lyon (Res. 14), Ostia (Res. 15)), kantharos (Dougga (Res. 12) veya tympanon
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(Delos (Res. 11)) tasimaktadir. Ayaklari ¢iplaktir (Pella (Res. 5), Ostia (Res.15))
ya da bot (Leadenhall (Res. 7), Lyon (Res.14), El Djem 2 (Res.13) giymistir.
Tek basina (Claudiopolis (Res. 1-2), Pella (Res. 5), Eretria (Res. 6), Leadenhall
(Res. 7), Delos (Res. 11), Dougga (Res. 12), El Djem 2 (Res. 13), Lyon (Res.
14), Ostia (Res. 15) veya thiasosun {iiyeleri ile (Chania (Res. 20)) birliktedir.
Kedigile ya her iki bacagin1 acarak (Eretria (Res. 6), Chania (Res. 20) ya da
yan (Claudiopolis (Res. 1-2), Pella (Res. 5), Leadenhall (Res. 7), Delos (Res.
11), Dougga (Res. 12), El Djem 2 (Res. 13), Lyon (Res. 14), Ostia (Res.15))
binmistir. Bunun yani sira yarim yaslanmis durumda (Dougga (Res. 12), El Djem
2 (Res.13), Lyon (Res. 14), Ostia (Res. 15)) oturmustur. Geng¢ Dionysos grubuna
Delos’da Dionysos Evi’nde bulunmus olan iinik ve tartismali bir mozaigi (MO
2.yiizy1lin sonu-MO 1.yiizyilin baslari), (Welch 1998: 155 no.19 figs.76-80;
Dunbabin 1999: 33 fig.33) ekleyebiliriz. Bu mozaigin tasvirindeki belirsizlik,
onun orijinal gruba dahil edilmesini zorlastirmaktadir. Buna ragmen orijinal grup
ile olan ortak ozellikleri onun ayri tutulmasini imkansiz kilmaktadir. Kesinlik
derecesi olmamasi ve anlam belirsizligine ragmen eger binici Dionysos’un
kendisi ise bu durumda ayni kompozisyonun bir diger tasvirinin ele alindigi
aciktir. Oncelikli olarak her iki figiiriin de kanatl olmasi sebebiyle Pompei Faun
Evi’ndeki “kaplan binici” olarak isimlendirilen mozaik (Welch 1998: 155 fig.81;
Dunbabin 1999: 44 fig.43) ile siklikla karsilastirilmasina ragmen bu mozaik iinik
bir ikonografiye sahiptir. Bunun yani sira onlarin bu bigimdeki kanatl tasviri
cok yaygin degildir (Welch 1998: 155).

Resim 15
Pantere binmis Dionysos, Ostia Mozaigi
(Wyler 2009: pl. 91,7).

Resim 16
Kaplana binmis Dionysos, El Djem 3
Mozaigi (Carr-Howard 2017: fig. 6).
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Resim 17
Leopara binmis Dionysos, El Djem 4
Mozaigi (Dunbabin 1978: fig. 177).

Resim 18
Leopara binmis Dionysos,
Mozaigi (Eckersley 1995: fig. 24).

Saguntum

Resim 19
Kaplana binmis Dionysos, Djemila Mozaigi
(Dunbabin 1978: fig. 178).
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Kedigil iizerine binmis olan Dionysos kompozisyonu, mozaikler {izerinde
genellikle yuvarlak (Claudiopolis (Res. 1-2), Eretria (Salzmann 1982: 91 no. 39
pl. 49,1), Leadenhall (Jacome 2013: 533 fig. 29.5), Acholla (Sevilla-Sadeh 2021:
fig.4), Dougga (Welch 1998: fig. 85), El Djem 3 (Dunbabin 1978: fig.176)) ya
da dikdortgen merkezi bir pano (Pella (Robertson 1965: 76 pl. XX,1), El Djem
1 (Dunbabin 1978: fig.175), Delos (Robertson 1965: 88 pl. XX,1), El Djem 2
(Welch 1998: fig. 86), Lyon (Jacome 2013: 537 fig. 29.9), Ostia (Wyler 2009:
pl.97,1), EIDjem 4 (Dunbabin 1978: fig.177), Saguntum (Eckersley 1995: fig.24))
igerisine yerlestirilmistir. Dionysos genellikle tek basina (Pella (Robertson 1965:
76 pl. XX,1), Eretria (Salzmann 1982: 91 no. 39 pl. 49,1), Delos (Robertson
1965: 88 pl. XX,1), El Djem 3 (Dunbabin 1978: fig.176), El Djem 4 (Dunbabin
1978: fig.177), El Djem 2 (Welch 1998: fig. 86), Lyon (Jacome 2013: 537 fig.
29.9), Leadenhall (Jacome 2013: 533 fig. 29.5), Saguntum (Eckersley 1995:
fig.24)) tasvir edilmis iken bazen de yanina thiasosunun iiyeleri (Bacchante,
Satyr ve Priapos bkz. El Djem 4 (Dunbabin 1978: fig.177); Bacchante, Satyr,
Silenus bkz. El Djem 1 (Dunbabin 1978: fig.175)) eklenmistir. Kompozisyonun
etrafina kantharos (El Djem 3 (Dunbabin 1978: fig.176), Saguntum (Eckersley
1995: fig.24), Leadenhall (Jacome 2013: 533 fig. 29.5)), krater (Claudiopolis
(Res.1-2)) ve asma yapraklar1 (El Djem 3 (Dunbabin 1978: fig.176) gibi
Dionysos’a ait olan simgelerin yani sira mevsimleri simgeleyen kadin ve erkek
personifikasyonlar (Lyon mozaigi-kadin biistii olarak, Jacome 2013: 537 fig.
29.9); (El Djem 1 mozaigi-kadin biistii olarak, Dunbabin 1978: fig.175), dort
ayakli hayvanlar (El Djem 4 (Adounvo 1991: fig.41), Claudiopolis (Res.1-2)),
kuslar (Eretria (Salzmann 1982: 91 no. 39 pl. 49,1), Claudiopolis (Res. 1-2)) ve
bitkiler (El Djem 3 (Dunbabin 1978: fig.176)) yerlestirilmistir. Ayrica etrafinda
bag bozumu (Saguntum (Eckersley 1995: fig.24)) ve deniz thiasosu (El Djem 3
(Dunbabin 1978: fig.176)) gibi sahneler de yer almistir.

4. Mevsimleri Simgeleyen Figiirler
4.1. Dort Ayakl Hayvanlar

Mozaigin merkezi dairesel panosunun etrafinda bulunan dort adet yarim dairesel
panonun igerisine dort ayakli hayvan yerlestirilmistir. Yarim dairesel panolarin
yalnizca {i¢ tanesi giiniimiize gelmistir. ilkbahar mevsimini simgeleyen dort
ayakli hayvanin yer aldig1 pano yok olmustur. Bunlardan merkezi panonun
sol tarafindaki yarim dairesel panonun igerisinde bir aslan (yaz mevsimi), st

Resim 20
Leopara binmis Dionysos, Chania Mozaigi
(Welch 1998: fig. 74).
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Resim 21
Panter, Sonbahar mevsimi,
Mozaigi (Bolu Miizesi Arsivi).

Claudiopolis

tarafindaki yarim dairesel panonun igerisinde bir panter (sonbahar mevsimi)
ve sag tarafindaki yarim dairesel panonun igerisinde bir kaplan (kis mevsimi)
bulunmaktadir.

4.1.a. Panter (Sonbahar mevsimi)

Merkezi dairesel panonun iist tarafinda yer alan yarim dairesel panonun icerisine
bir panter (Res. 21) yerlestirilmistir. On ayaklarmin bir kismu eksik olan panter
ayakta durmaktadir ve govdesi sag profilden islenmistir. Hareketli bir bigimde
tasvir edilmistir. Sol 6n ayagini yukar1 dogru kaldirmistir ve sag 6n ayag1 zemin
tizerindedir. Sol arka ayagi onde iken sag arka ayagi daha geridedir. Yukari
dogru kaldirmis oldugu kuyrugunun ucunu gévdesinin iizerine yonlendirmistir.
Bagini arkaya dogru ¢evirmis ve kuyruguna dogru bakar iken tasvir edilmistir.
Agzi acik ve hirlar bigimdedir. Panterin ayaklarinin arkasinda kiiglik, gévdesinin
arkasinda ise daha biiyiik bir yapraksiz bitki bulunmaktadir. Panterin viicut
konturlari, gozleri, agz1 koyu kahverengi iken gévdesi agik kahve ve agik sar1
renklerle golgelendirilmistir. Zemin ¢izgisi agik yesil iken yapraksiz bitkilerin
konturlar1 koyu yesil, gdvdesi ise agik yesildir. Zemin krem rengi tesseralar ile
olusturulmustur. Panter, durus bi¢imi itibariyle merkezi dairesel panoda yer alan
leopar figiirlinden kopyalanmig gibidir.

Panter figiirli, mozaikler tizerindeki tasvirlerde (Herakleidon Dionysos Mozaigi
(Res. 33), (Raftopoulou 1998: 131 fig.12.8)), Koroni Dionysos Mozaigi (Res.
34), (Waywell 1979: 299 pl. 49 fig. 27)) sonbahar mevsimini simgelemistir.

4.1.b. Kaplan (Kis Mevsimi)

Merkezi dairesel panonun sag tarafinda yer alan yarim dairesel panonun igerisine
bir kaplan (Res. 22) yerlestirilmistir. Yarim dairesel panonun sol tarafi eksiktir
ve kaplanin burnu zarar gérmiistiir. Kaplan ayakta durmaktadir ve sol profilden
islenmigtir. Hareketli bir bicimde tasvir edilmistir. Sag 6n ayagini yukar1 dogru
kaldirmigken sol 6n ayagi zemin ilizerindedir. Her iki arka ayagi ile zemine
basmaktadir. Sol arka ayagi, sag arka ayagina gore biraz daha geridedir. Bagini
hafif¢e 6ne dogru egmistir. Yukart dogru kaldirmis oldugu kuyrugunun ucunu
govdesinin iizerine sola dogru yonlendirmistir. Kaplan’in dniinde ve arkasinda
kiigiik, gdvdesinin arkasinda ise daha biiyiik bir yapraksiz bitki bulunmaktadir.
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Viicudunda ag¢ik pembe, agik kahve ve sar1 renkte tesseralar kullanilmistir. Goz
cevresinde ve viicudunda krem rengi ile 151k-gdlge etkisi saglanmistir. Derisinin
iizerindeki cizgiler koyu kahve rengindedir. Zemin ¢izgisi agik yesil iken
yapraksiz bitkilerin konturlar1 koyu yesil, govdesi ise agik yesildir. Zemin krem
rengi tesseralarla olusturulmustur. Kaplan, hareket bi¢imi itibariyle aslan figiirii
ile benzerdir.

Kaplan figiirli, mozaikler iizerindeki tasvirlerde (Herakleidon Dionysos Mozaigi
(Res. 33), (Raftopoulou 1998: 131 fig.12.8), Koroni Dionysos Mozaigi (Res.
34), (Waywell 1979: 299 pl. 49 fig. 27)) kis mevsimini simgelemistir.

4.1.c. Aslan (Yaz Mevsimi)

Merkezi dairesel panonun sol tarafinda yer alan yarim dairesel panonun igerisine
bir aslan (Res. 23) yerlestirilmistir. Aslanin arka bacaklarindan sonrasi eksiktir.

Resim 22
Kaplan, Kis mevsimi, Claudiopolis Mozaigi
(Bolu Miizesi Arsivi).

Resim 23
Aslan, Yaz mevsimi, Claudiopolis Mozaigi
(Bolu Miizesi Arsivi).
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Resim 24
Dag horozu, Sonbahar mevsimi, Claudiopolis
Mozaigi (Bolu Miizesi Arsivi).

Sol profilden islenmis olan aslan sola dogru kosar iken tasvir edilmistir. Sag 6n
bacagi 6nde biraz daha yukarida, sol 6n bacagi zeminde ve biraz daha geridedir.
Bas1 hafifce 6ne dogru egilmistir. Aslanin Oniinde kiiciik yapraksiz bir bitki,
govdesinin arkasinda ise daha biiyiik yapraksiz bir bitki bulunmaktadir. Viicut
konturlari, gozleri, agz1 ve yeleleri koyu kahverengi iken govdesi agik kahve ve
acik sar1 renklerle golgelendirilmistir. Zemin ¢izgisi agik yesil iken yapraksiz
bitkilerin konturlart koyu yesil, govdesi ise agik yesildir. Zemin krem rengi
tesseralarla olusturulmustur.

Aslan figiirii, mozaikler tizerindeki tasvirlerde (El Djem 4 mozaigi (Res. 28),
(Dunbabin 1978: 176, 177 pl. LXIX)), Herakleidon Dionysos Mozaigi (Res.
33), (Raftopoulou 1998: 131 fig.12.8)), Koroni Dionysos Mozaigi (Res. 34),
(Waywell 1979: 299 pl. 49 fig. 27)), La Chebba Neptiin Mozaigi (Dunbabin
1978: 254 pl. XXXVI, 98) yaz mevsimini simgelemistir.

4.2. Kuslar

Mozaigin merkezi dairesel panosunun dort kosesinde yer alan i¢bilikey kare
panolarm icerisine dort farkli kus yerlestirilmistir. I¢biikey kare panolarm
yalmzca iki tanesi giiniimiize gelmistir. {lkbahar ve yaz mevsimini simgeleyen
kuslarin yer aldig1 panolar yok olmugtur. Bunlardan merkezi dairesel panonun
sag ust tarafindaki i¢biikey kare pano igerisine bir dag tavugu (kis mevsimi)
ve sol list tarafindaki i¢biikey kare pano igerisine ise bir dag horozu (sonbahar
mevsimi) yerlestirilmistir. Tki kus merkeze dogru karsilikli olarak birbirlerine
bakar sekilde tasvir edilmistir.

4.2.a. Dag Horozu (Sonbahar Mevsimi)

Merkezi dairesel panonun sol iist tarafinda yer alan i¢biikey kare pano igerisine
bir dag horozu (Res. 24) yerlestirilmistir. Dag horozu, sol profilden islenmistir
ve ayakta durmaktadir. Yaprakli ve iki dalli bir bitki tizerine konmus durumda
tasvir edilmistir. Sag ayag1 onde iken sol ayag: geridedir. Hafif¢e yukar1 dogru
kaldirdig1 basi ile ileri dogru bakmaktadir. Uzun kuyrugunu 6nce yukart dogru
kaldirmis sonra kuyrugunun ucunu govdesinin iizerine gelecek bigimde geriye
dogru ¢evirmistir. Zemin, krem rengi tesseralarla olugturulmustur. Kusun viicut
konturlar1 koyu yesil, govdesi ve basi yesil iken kanadi, boyun kismi, goézleri,
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gagasi, ayaklar1 ve bacaklari kizil kahve rengindedir. Bitkinin dallar1 koyu yesil,
yapraklari ise agik yesildir.

Dag horozu, sonbahar mevsimini simgelemektedir.
4.2.b. Dag Tavugu (Kig Mevsimi)

Merkezi dairesel panonun sag {ist tarafinda yer alan i¢biikey kare pano icerisine
bir dag tavugu (Resi. 25) yerlestirilmistir. Dag tavugu sol profilden iglenmistir
ve ayakta durmaktadir. Yaprakli ve iki dalli bir bitki {izerine konmus durumda
tasvir edilmistir. Sol ayagi onde iken sag ayagi geridedir. Bagin1 yukar1 dogru
kaldirmistir. Uzun kuyrugunu 6nce yukar1 dogru kaldirmig sonra hafifge geriye
dogru ¢ekmistir. Zemin krem rengi tesseralarla olusturulmustur. Kusun viicut
konturlar1 koyu yesil, govdesi ve basi yesil iken kanadi, boyun kismi, gozleri,
gagast, ayaklari ve bacaklar kizil kahve rengindedir. Bitkinin dallar1 koyu yesil,
yapraklari ise agik yesildir.

Dag tavugu, kis mevsimini simgelemektedir.

5. Kraterler

Mozaigin merkezi dairesel panosunun dort kdsesinde yer alan dort adet ¢eyrek
dairesel pano igerisine krater yerlestirilmistir. Ceyrek dairesel panolarin yalnizca
iki tanesi giiniimiize gelmistir. Zemin krem rengi tesseralar ile olusturulmustur.
Kraterin konturlar1 koyu mavi iken gévdesi agik mavidir. Govdede krem rengi
ile 151k-gdlge etkisi saglanmustir.

Dionysos mozaiklerinin etrafindaki sahnelerde genellikle kantharoslara Saint-
Leu Mozaigi (Dunbabin 1978: 267 pl.VII,14), Korint Roma villas1 Mozaigi
(Waywell 1979: 297 no.17 pl.47 fig.18), Koroni Dionysos Mozaigi (Waywell
1979: 299 no.30 pl.49 fig.27), El Djem 3 Mozaigi (Andounvo 1991: 135
fig.35), El Djem Dionysos ve Mevsimler Mozaigi (Andounvo 1991: 145 fig.43),
Saguntum Mozaigi (Eckersley 1995: fig.24), Herakleidon Dionysos Mozaigi
(Raftopoulou 1998: 129 fig.12.8) ve Cologne Dionysos Mozaigi’nde (Dunbabin
1999: 83 fig. 83) yer verilmistir. Bunun yani sira Claudiopolis Mozaigi’nde
oldugu gibi Dionysos’un etrafindaki sahnelerde kraterlerin yer aldigi 6rnekler
de (Olynthos Mozaigi (Welch 1998 fig.52) bulunmaktadir.

Resim 25
Dag tavugu, Kis mevsimi, Claudiopolis
Mozaigi (Bolu Miizesi Arsivi).
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6. Mozaikler Uzerindeki Mevsim Tasvirlerinin Ikonografisi

Mevsimler, antik ikonografide en popiiler tasvirlerden biridir. U¢ Hora,
Arkaik Donem’den itibaren vazo ressamlart ve kabartma heykeltiraglarinin
repertuvarlarinin  standart bir tasviridir (Welch 1998: 208). Hellenistik
Donem’de mevsimlerin sayilar1 dorde ¢ikmis ve giderek atribiileri de artmistir.
MS 2. yiizyildan itibaren Roma Imparatorlugu’nun tamaminda dért mevsimin
personifikasyonu 6zellikle lahitlerin ve mozaiklerin dekorasyonunda en yaygin
tasvir olmustur (Genel olarak mevsim tasvirleri i¢in bkz. Hanfmann 1951: I-11
tamami; Ling 1983: 13-22; Casal 1990 a: 510-538; Casal 1990 b: 891-920).
Bunun yam sira Imparatorlugun sonundan Bizans dénemi baslarina kadar bu
tasvirin popiilaritesi devam etmistir (Welch 1998: 209). Arkaik Doénem’den
Imparatorluk Dénemi’nin baslarina kadar mevsim tasvirlerinin bigimi aynidir.
Geng kiz olarak gosterilmisler, uzun bol giysiler igerisinde birbirlerine
yakin hareket ederek el ele tutusarak ¢icek ya da meyve tasir sekilde tasvir
edilmislerdir. Bu tasvirlere diizenli olarak Apollon, Zeus ve Hera gibi biiyiik
tanrilar eslik etmistir, fakat en yaygin bigimde Pan ya da Dionysos’u takip eden
alayda bulunmuslardir (Casal 1990 a: 511 no.1). Yiiksek ve Ge¢ Imparatorluk
Doénemi’nde mevsim tasvirlerinin ¢esitlerine yer verilmistir. MS 5. ylizyilin
sonuna kadar tiim figiir bicimdeki kadin tasviri Imparatorluk sikkeleri, lahitleri
ve mozaikleri iizerinde nadiren de olsa goriiliir (Hanfmann 1951: 1, 136, 211).
Bunun yani sira siklikla Erotes olarak isimlendirilmis olan tiim figiir bicimindeki
erkek tasvirleri de bulunmaktadir. MS 2. yiizyildan itibaren mozaikler iizerinde
kadm, erkek ve nadiren ikisinin karigim1 olan biist formu en yaygin tasvirdir. Bu
figiirler ¢iplak ya da tunik giyimlidir, arkalarinda kanat olabilir, yalnizlardir ya
da en yaygin bi¢imde Dionysos (Bacchus) olmak iizere Neptiin, Saturn, Aion
gibi diger tanrisal varliklar onlara eslik etmistir (Welch 1998: 210 figs.157-158).
Ayrica bu dénemde mevsimlerin atribiileri genis bir gesitlilige sahiptir. Ilkbahar
mevsiminin atribiileri giil, ke¢i, av kopegi, tavuskusu ya da bir siiliindiir (Welch
1998: figs.153b, 157-158). Yaz mevsiminin atribiileri aslan, orak, hashas,
bugdaydan ¢elenk, keklik ve papagan’dir (Welch 1998: figs.150, 153 a, 157-
158, 159 ¢, 161). Sonbahar mevsimi yani bagbozumu zamani siklikla Dionysos
ile Ozdeslestirilmistir ve bir Dionysiak figiir ya da leopar, tiziim salkimi,
tizimlerden bir ¢elenk, asma yapraklari, thyrsos nadiren de bir lagobolon ve
nebris gibi ¢esitli Dionysiak atribiiler ile gosterilmistir (Welch 1998: figs.153
¢, 157-158, 159b, 162, 164). Kis mevsiminin en ayurt edici 6zelligi, ince giysi
giyen ya da ¢iplak olan diger mevsimlerin aksine kalin bir himation giymesi ve
bununla bagin1 6rtmiis olmasidir (Welch 1998: figs.157-159 a, 163). Domuz,
ordek, kamis ve zeytin dali kis mevsiminin diger atribiileridir. Bu atribiilerin
hepsi simgeledikleri mevsimlere 6zgilidiir ve bunlar her figiiriin tanimlanmasini
saglamalar1 sebebiyle ¢ok dnemlidir (Bunlar mevsimlerin en yaygin atribiileridir,
nadiren de olsa birkag farkli atribii de mevcuttur. Bilinen atribiilerin listesi i¢in
bkz. Casal 1990 a: 594-535).

Anadolu’daki arkeolojik kanitlar, Roma Imparatorluk Ddnemi’nde mozaik
dekorasyonunda diger Roma eyaletlerindeki mozaiklerdeki gibi yilin dort
mevsiminin geleneksel bigimde personifikasyonlar ile sembolize edilmesinin
(bkz. Ephesos (Jobst 1978: 658-659 taf.196 abb.9, kadin personifikasyon);
Antiocheia (Cimok 2000: 74-75, 81, 84, 140-143 erkek personifikasyon; 178,
kadin personifikasyon); Amisos (Sahin 2004: res. 16-19, kadin personifikasyon);
Zeugma (Onal 2009: 91, erkek personifikasyon); Prusa ad Olympum (Okgu
2009: 50 res. 91-92, kadin personifikasyon); Metropolis (Oz 2011: 703 fig. 3,
kadin personifikasyon); Prusias ad Hypium (Sezer 2015: 127-128 figs. 3-4,
kadin personifikasyon)) popiiler oldugunu gostermistir.
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Kuzey Afrika mozaiklerinde yilin dort mevsiminin; dort ayakli hayvanlar ile
(La Chebba Neptiin Mozaigi (Dunbabin 1978: 110 pl. XXXVII fig. 98) domuz
(k1s mevsimi), kopek (ilkbahar mevsimi), aslan (yaz mevsimi) leopar (sonbahar
mevsimi); El Djem 4 Mozaigi (Witts 2022: 347 fig. 14) domuz (ki mevsimi),
aslan (yaz mevsimi), leopar (sonbahar mevsimi), kuslar ile (Haidra Aion Mozaigi
(Parrish 1995: 174 fig.1) ordek (kis mevsimi), tavuskusu (ilkbahar mevsimi),
siillin (yaz mevsimi), saz horozu (sonbahar mevsimi); El Djem Artemis Mozaigi
(Casal 1990 b: 911 no. 203 pl. 594) ordek (kis mevsimi), giivercin (ilkbahar
mevsimi), keklik (yaz mevsimi), siiliin (sonbahar mevsimi) ve bitkiler ile (El
Djem 3 Mozaigi (Casal 1990 b: 911 no. 223 pl. 595) zeytin (kis mevsimi), giil
(ilkbahar mevsimi), bugday (yaz mevsimi), liziim salkimi (sonbahar mevsimi);
El Djem Apollon ve Marsyas Mozaigi (Casal 1990 a: 532 no. 221 pl. 367) zeytin
(kis mevsimi), giil (ilkbahar mevsimi), bugday basagi (yaz mevsimi), {iziim
salkimi (sonbahar mevsimi); El Djem Paon Evi Mozaigi (Adounvo 1991: 136
fig. 36) giiller (ilkbahar mevsimi), bugday basaklar1 (yaz mevsimi) ile sembolize
edilmesi olduk¢a yaygindir.

Mozaikler tizerindeki mevsim tasvirleri dort tipte incelenebilir.
6.1 Kisilestirmeler

Yilin dort farkli zamanini gosteren geleneksel formdaki personifikasyonlar;
kadin ve erkek olmak iizere iki gruba ayrilmistir. D6rt mevsimin her biri sahip
oldugu atribiiler sayesinde tanimlanabilmektedir. Kadin personifikasyonlar;
tim figiir (Dunbabin 1978: pl. XXXVII, 98; Casal 1990 a: 514: no.29 pl.353;
517 n0.56 pl.353; 51 no 9 no.73 pl.354; 522, n0.100 pl.358; 522 no.102 pl.358;
Cimok 2000: 209, 211) ya da biist (Dunbabin 1978: pl. I11,3; LX, 153; LXVI,
166; LXXII, 183; Waywell 1979: 303 no.52 pl. 51 fig. 44; Casal 1990 a: 523
n0.108 pl.359; 524 no.119 pl.359; 524 n0.126 pl.360; 526 no.153 pl.361; 526
no.154 pl.362; 527 no.158 pl.362; 528 no.167 pl.362; 529 no.179 pl.363; 529
n0.181 pl.364; 529 no.187 pl.364; 530 no.191 pl.365; 530 no.192 pl.365; 530
n0.193 pl.366; 530 no.197 pl.367; 532 no.221 pl.367; 533 no.222 pl.368; 533
n0.223 pl.368; 523 n0.226 pl.368; Cimok 2000: 91, 178, 278-280) bigiminde
yine ayn1 sekilde erkek personifikasyonlar; tiim figlir (Dunbabin 1978: pl. LXI
155; Casal 1990 b: 896 n0.57 pl.580; 897 n0.62 pl.581; 901 no.111 pl.586; 902
n0.123 pl.587; 914 n0.246 pl.596; 914 n0.247 596; Cimok 2000: 71, 139) ya da
biist (Dunbabin 1978: pl. LXIII, 159; Casal 1990 b: 909 no.179 pl.593; Onal
2009: 91) bigiminde tasvir edilmistir.

Roma sanatinda sikc¢a tasvir edilen mevsim personifikasyonlarinin tiplerini
Hanfmann ti¢ baglik altinda siniflandirmistir. Birincisi Horalar (yani tiim kadin
figiirleri), ikincisi atribiileri ile birlikte kadin biistleri ve {igiinciisii ise erkek
mevsimlerdir (Hanfmann 1951: II, 134-192). Mozaiklerin dekorasyonunda
mevsimlerin kadin personifikasyonlar1 popiilerdir. Hora tipi MS 2.yiizyil ve
3.ylizy1l boyunca, biist tipi ise MS 2.yiizyil ile 4.yiizy1l arasinda yaygindir.
Mevsimlerin erkek personifikasyonlar1 o6ncelikli olarak heykeltiraglikta,
Ozellikle lahitler iizerinde, olmak {izere MS 2.ylizy1l ve 3.ylizyilda kullanilmigtir
(Hanfmann 1951: 1, 3-72).

Roma sanatinda kig mevsiminin atribiileri ile diger {i¢ mevsimin atribiileri
arasinda farklilik bulunmaktadir. Genellikle basi ortiilii olan kis mevsiminin
personifikasyonu ayakkab1 ve kalin giysiler giymistir. Bunlarin hepsi mevsimin
soguk ve yagislt havasina isaret etmektedir. Diger mevsimlerin giysileri daha
iliman sicakliklar1 ve 6zellikle o mevsimde gergeklestirilen tarim ve gecim
kaynaklariyla ilgili festival, toren gibi aktivitelerini ve ritiiellerini yansitir. Onlar
cogunlukla ilkbahar mevsimi i¢in giil, yaz mevsimi i¢in bugday ve sonbahar
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mevsimi i¢in tiziim gibi bitkisel atribiiler sayesinde ayirt edilebilmektedir. En
az li¢ Pompei Evi'nin duvar resminde kis mevsimini sembolize eden kadin
figlirleri kalin giysiler giymistir (Hanfmann 1951: II figs. 96-98 (House of the
Ancient Hunt, House of Cn.Habitus, House of the Tragic Poet). Kis mevsiminin
diger atribiileri arasinda yer alan domuz, Ordek ve tavsan, avi sembolize
etmektedir. Pompei Evi’ndeki bir duvar resminde kig figiirii bir tavsan ve bir
ordek tasir iken tasvir edilmistir (Adounvo 1991: 44-45, House of Cn.Habitus).
fIkbahar mevsiminin yaygin atribiisii giildiir. Bunun Rosalia adindaki ilkbahar
festivalinden kaynaklandigi disinilmiistiir. Yilin bu zamanmin diger
sembollerinden biri olan keg¢i de ilkbahara eslik etmistir. Roma’daki esdegeri 17
Mart’ta kutlanan Liberalia festivali olan ve Elaphebolion (Mart-Nisan) boyunca
kutlanan Dionysia festivalindeki kurban i¢in keg¢i uygun bir semboldiir. Pompei
Evi’ndeki bir duvar resminde ilkbahar mevsimini sembolize eden geng¢ kadin
figlirli omuzu tizerinde bir keg¢i tasir iken tasvir edilmistir (Hanfmann 1951: 11
fig. 89, House of Ganymede). Yaz mevsiminin en yaygin atribiisii olan bugday ve
orak bu mevsimde yapilan hasada isaret etmektedir. MS 1.yiizyila tarihlendirilmis
olan Pompei Evi’ndeki bir duvar resminde yaz mevsimini sembolize eden figiir,
bugday bagaklarindan olusan bir demet ve orak tasir iken tasvir edilmistir
(Hanfmann 1951: II fig. 90). Diger atribiilerini ¢iceklerden yapilmis bir ta¢ ve
hashas olusturmaktadir. Daha ince giysiler giymistir ve tasvirlerinin ¢ogunda
¢iplaktir. Sonbahar mevsiminin personifikasyonu genellikle Eyliil ay1 boyunca
gerceklesen bag bozumunun meyvesi olan tiziim salkimi ile tasvir edilmistir.
Pompei Evi'ndeki bir duvar resminde sonbahar mevsimini simgeleyen figiir
giysisinde ya da sepetinde iiziim meyvesi tasirken betimlenmistir (Hanfmann
1951: 11 figs. 94-95).

6.2. Hayvanlar
Hayvanlar; dort ayaklilar ve kuslar olmak tizere iki grupta incelenebilir.
6.2.a. Dort Ayakli Hayvanlar

Mogzaikler lizerinde ilkbahar mevsimi; kopek (April takimyildizinin sembolii ve
stiriilerin koruyucusu olarak ilkbahar mevsimi ile iliskilendirilmistir. Adounvo
1991: 53), (La Chebba Neptiin Mozaigi, Dunbabin 1978: 254 pl. XXXVII, 98),
(Caerwent Mevsimler Mozaigi, Witts 2022: 341 fig.5), boga (Koroni Dionysos
Mozaigi, Waywell 1979: 299 pl. 49, fig. 27), (Chania Mozaigi, Sweetman 2013:
241-244 pl. 40), (Saint-Romain-en-Gal Mozaigi, Casal 1990 b: 896 no. 57 pl.
580), (Aquileia Mevsimler Mozaigi, Witts 2022: 341 fig.4), (Ecija Europa ve
Mevsimler Mozaigi, Witts 2022: 346 fig.11), kegi (Dionysiak ¢agrisimlari ifade
eder ve ilkbahar festivalleri ile iligkilidir. Adounvo 1991: 52), (Kartaca Mozaigi,
Adounvo 1991: fig. 37a) ve geyik (Trier Mozaigi, Merkelbach 1988: 231 abb.
28) ile sembolize edilmistir.

Yaz mevsimi; aslan (Leo takimyildizinin yaz mevsiminde en yiiksekte goriilmesi
ile iligkilendirilmistir. Bur¢larin da bir igaretidir (Adounvo 1991: 55), (La Chebba
Neptiin mozaigi, Dunbabin 1978: 254 pl. XXXVII, 98), (Herakleidon Dionysos
mozaigi, Raftopoulou 1998: 131 fig. 12.8), (Koroni Dionysos Mozaigi, Waywell
1979: 299 pl. 49 fig. 27), (Chania Mozaigi, Sweetman 2013: 241-244 pl. 40),
(Trier Mozaigi, Merkelbach 1988: 231 abb. 28), (El Djem 4 Mozaigi, Dunbabin
1978: 176 pl. LXIX, 177), (Saint-Romain-en-Gal Mozaigi, Casal 1990 b: 896
no. 57 pl. 580), (Ecija Europa ve Mevsimler Mozaigi, Witts 2022: 341 fig.4),
(Caerwent Mevsimler Mozaigi, Witts 2022: 341 fig.5), (Aquileia Mevsimler
Mozaigi, Witts 2022: 346 fig.11) ile sembolize edilmistir.

Sonbahar mevsimi; leopar (Dionysiak repertuvara ait bir hayvandir (Adounvo
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1991: 57), (La Chebba Neptiin Mozaigi, Dunbabin 1978: 254 pl. XXXVII,
98), (El Djem 4 Mozaigi, Dunbabin 1978: 176 pl. LXIX, 177), (Trier Mozaigi,
Merkelbach 1988: 231 Abb. 28) ve panter (Dionysiak repertuvara ait bir
hayvandir (Adounvo 1991: 57)), (Herakleidon Dionysos Mozaigi, Raftopoulou
1998: 131 fig. 12.8), (Chania Dionysos Mozaigi, Sweetman 2013: 241-244
pl. 40), (Saint-Romain-en-Gal Mozaigi, Casal 1990 b: 896 no. 57 pl. 580) ile
sembolize edilmistir.

Kis mevsimi; domuz (Kisin yapilan ava isaret eder (Adounvo 1991: 50)), (La
Chebba Neptiin Mozaigi, Dunbabin 1978: 254, pl. XXXVII, 98), (Trier Mozaigi,
Merkelbach 1988: 231 Abb. 28), (El Djem 4 Mozaigi, Dunbabin 1978: 176
pl. LXIX, 177), (Saint-Romain-en-Gal Mozaigi, Casal 1990 b: 896 no. 57 pl.
580), (Ecija Europa ve Mevsimler Mozaigi, Witts 2022: 341 fig.4), (Caerwent
Mevsimler Mozaigi, Witts 2022: 341 fig.5), kaplan (Herakleidon Dionysos
Mozaigi, Raftopoulou 1998: 131 fig. 12.8), (Koroni Dionysos Mozaigi, Waywell
1979: 299 pl. 49 fig. 27), (Aquileia Mevsimler Mozaigi, Witts 2022: 346 fig.11)
ve geyik (Chania Mozaigi, Sweetman 2013: 241-244 pl. 40) ile sembolize
edilmistir.

6.2.b. Kuslar

Mozaikler iizerinde ilkbahar mevsimi; tavuskusu (ilkbahar mevsiminin en
yaygin kus semboliidiir. Tavuskusu ¢ok renkli olmasi sebebiyle ilkbahar’da
doganin canlanmasini sembolize eder. Talihin kusu olarak da nitelendirilmistir
(Dunbabin 1978: 169: Parrish 1995: 176), (Haidra Aion Mozaigi, Parrish
1995: 168 fig. 1), (Knossos Dionysos Mozaigi, Sweetman 2013: 162-164 pl.
3), (Chania Mozaigi, Sweetman 2013: 241-244 pl. 40), (Roma Persephone
ve Mevsimler Mozaigi, Witts 2022: 343 fig.7), kirlangi¢ (ilkbaharin habercisi
olarak kabul edilmistir. Adounvo 1991: 53), (Kartaca Mozaigi, Adounvo 1991:
fig. 37 a) ve giivercin (El Djem Artemis Mozaigi, Casal 1990 b: 911 no. 203 pl.
594) ile sembolize edilmistir.

Yaz mevsimi; siiliin (yilin bu zamani i¢in aligilmadik bir kustur, Parrish 1995:
176), (Haidra Aion mozaigi, Parrish 1995: 168 fig. 1) ve keklik (yaz mevsiminde
avlanan bir kus oldugu i¢in bu mevsimde kuslarla ilgili olarak tipik bir semboldiir,
Parrish 1995: 176), (Knossos Dionysos mozaigi, Sweetman 2013: 162-164
pl. 3), (Chania Mozaigi, Sweetman 2013: 241-244 pl. 40), (El Djem Artemis
Mozaigi, Casal 1990 b: 911 no. 203 pl. 594) ile sembolize edilmistir.

Sonbahar mevsimi; saz horozu (Kuzey Afrika’ya 6zgii bir bataklik kusudur.
Gizel tiiyleri, zarif yapis1 ve asil davraniglar1 sebebiyle Antik Dénem’de deger
gormiistiir, Parrish 1995: 176), (Haidra Aion Mozaigi, Parrish 1995: 168 fig. 1),
papagan (Knossos Dionysos Mozaigi, Sweetman 2013: 162-164 pl. 3), (Chania
Mozaigi, Sweetman 2013: 241-244 pl. 40) ve siiliin (El Djem Artemis Mozaigi,
Casal 1990 b: 911 no. 203 pl. 594) ile sembolize edilmistir.

Kisg mevsimi; o6rdek (kisin yapilan ava isaret eder. Adounvo 1991: 49; Parrish
1995: 174), (Haidra Aion Mozaigi, Parrish 1995: 168 fig. 1), (Kartaca Mozaigi,
Parrish 1995: 176 fig.8), (El Djem Artemis Mozaigi, Casal 1990 b: 911 no. 203
pl. 594), (Roma Persephone ve Mevsimler Mozaigi, Witts 2022: 34, fig.7) ve su
kusu (Knossos Dionysos Mozaigi, Sweetman 2013: 162-164 pl. 3) ile sembolize
edilmistir.

6.3. Bitkiler

Mozaikler tizerinde ilkbahar mevsimi; giil (EI Djem 3 Mozaigi, Dunbabin 1978:
176 pl. LXIX,176), (El Djem Apollon ve Marsyas Mozaigi, Casal 1990 a: 532 no.
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221 pl.367), (El Djem Paon Evi Mozaigi, Adounvo 1991: 136 fig.36), (Knossos
Dionysos Mozaigi, Sweetman 2013: 162-164 pl. 3) ile sembolize edilmistir.

Yaz mevsimi; bugday (El Djem 3 Mozaigi, Dunbabin 1978: 176 pl. LXIX,176),
(El Djem Apollon ve Marsyas Mozaigi, Casal 1990 a: 532 no. 221 pl.367),
(El Djem Paon Evi Mozaigi, Adounvo 1991: 136 fig.36), (Knossos Dionysos
Mozaigi, Sweetman 2013: 162-164 pl. 3) ile sembolize edilmistir.

Sonbahar mevsimi; {iziim asmasi (El Djem 3 Mozaigi, Dunbabin 1978: 176
pl. LXIX,176), (El Djem Apollon ve Marsyas Mozaigi, Casal 1990 a: 532 no.
221 pl.367), (Knossos Dionysos Mozaigi, Sweetman 2013: 162-164 pl. 3) ile
sembolize edilmistir.

Kis mevsimi; zeytin (El Djem 3 Mozaigi, Dunbabin 1978: 176 pl. LXIX,176),
(El Djem Apollon ve Marsyas Mozaigi, Casal 1990 a: 532 no. 221 pl.367) ve
kamig (Knossos Dionysos Mozaigi, Sweetman 2013: 162-164 pl. 3) ile sembolize
edilmistir.

6.4. Mevsimsel Aktiviteler

Mozaikler iizerinde mevsimsel aktivitelerin tasvir edilmesi Kuzey Afrikal
mozaik sanat¢ilarinin bir yeniligidir. La Chebba Neptiin Mozaigi’nde (Dunbabin
1978: 254 pl. XXXVII, 98) kis mevsimi zeytin hasadi, ilkbahar mevsimi giil
hasadi, yaz mevsimi bugday hasadi ve sonbahar mevsimi bag bozumu-iizim
hasadi gibi mevsimsel aktiviteler ile sembolize edilmistir.

7. Kedigil Uzerine Binmis Olan Dionysos’un Yer Aldig1 Mozaikler
Uzerindeki Mevsim Tasvirlerinin Genel Ikonografik Ozellikleri

7.1 Kisilestirmeler

El Djem 1 Dionysos ve Mevsimler Mozaigi’nde (Res. 26), (Adounvo 1991: 124
fig. 25) bir aslana binmis olan ¢ocuk Dionysos ve etrafindaki alayin yer aldig1
sahnenin iist boliimiine dort mevsimin personifikasyonu olan dort kadin biistii
yerlestirilmistir.

Lyon Dionysos ve Mevsimler Mozaigi’'nde (Res. 27), (Jacome 2013: 537 fig.
29.9) bir panterin {izerine binmis olan gen¢ Dionysos’un yer aldii merkez
panonun dort kosesine dort mevsimin personifikasyonu olan dort kadin biistii
yerlestirilmistir. Yalnizca iki mevsimin korunmus oldugu mozaikte ilkbahar
mevsimini sembolize eden kadin figiirii khiton giymistir ve sol omuzuna bir
himation atmistir. Basma ¢igeklerden olusan bir ¢elenk yerlestirilmistir. Kig
mevsimini sembolize eden kadin figiirii khiton {izerine himation giymistir ve
himationu arkadan ¢ekerek basmi Ortmiistiir. Basina kamislardan olusan bir
celenk yerlestirilmistir.

7.2. Hayvanlar
Hayvanlar; dort ayaklilar ve kuslar olmak iizere iki grupta incelenebilir.
7.2 a. Dort ayakli hayvanlar

El Djem 4 Dionysos Mozaigi’nde (Res. 28), (Adounvo 1991: 143 fig. 41) disi
bir leopar iizerine binmis olan ¢ocuk Dionysos’un tasvir edildigi sahnenin dort
kosesinde bulunan dairesel panolar igerisine dort mevsimi simgeleyen dort farkll
dort ayakli hayvan yerlestirilmistir. Burada yaz mevsimi aslan ile sonbahar
mevsimi leopar ile kis mevsimi ise domuz ile sembolize edilmistir.

Claudiopolis Dionysos Mozaigi’'nde (Res. 1-2) yaz mevsimi aslan ile sonbahar
mevsimi panter ile kig mevsimi kaplan ile sembolize edilmistir.
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Resim 26
Dionysos ve Mevsimler, El Djem 1 Mozaigi
(Kondoleon 1995: fig. 200).

Resim 27
Dionysos ve Mevsimler, Lyon Mozaigi
(commans.wikimedia.org)
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Resim 28
Dionysos ve Mevsimler, El Djem 4 Mozaigi
(Andounvo 1991: fig. 41).

7.2 b. Kuslar

Claudiopolis Dionysos Mozaigi’nde (Res. 1-2) kis mevsimi dag tavugu ile
sonbahar mevsimi dag horozu ile sembolize edilmistir.

7.3. Bitkiler

El Djem 3 Dionysos Mozaigi’'nde (Res. 16), (Adounvo 1991: 135 fig. 35) disi
bir kaplan {izerine binmis olan ¢ocuk Dionysos’un yer aldigi merkezde bulunan
sahnenin dort kdsesine dort mevsimi simgeleyen dort farkli bitki yerlestirilmistir.
fIkbahar mevsimi giil ile yaz mevsimi bugday ile, sonbahar mevsimi iiziim ile
kis mevsimi ise zeytin ile sembolize edilmistir.

8. Mevsimleri Sembolize Eden Figiirler ile Dionysos’un Iliskisi

Mevsimleri sembolize eden figiirler ile Dionysos’un iliskilendirilmesi konusunda
bir¢ok mozaik (Acholla Mozaigi, (Adounvo 1991: 123 fig. 24 a); El Djem 1
Mozaigi, (Adounvo 1991: 124 fig. 25); Volubilis Mozaigi, (Adounvo 1991: 126
fig. 26); Lambese Mozaigi, (Adounvo 1991: 133 fig. 33); El Djem 3 Mozaigi,
(Adounvo 1991: 135 fig. 35); El Djem 4 Mozaigi, (Adounvo 1991: 143 fig. 41);
El Djem Dionysos ve Mevsimler Mozaigi, (Adounvo 1991: 145 fig. 43) ipucu
verebilir. Mevsim figiirleri ne Dionysos kiiltiinde bir role sahiptir ne de kiilt ile
baglantili anitlar iizerindeki sahnelerde yer alir (Dunbabin 1978: 186). Dionysos
ve ii¢ Hora’nin birlikte tasvir edildigi en erken 6rnek MO 6.yiizyilda (MO 580-
560) siyah figiir tekniginde yapilmis olan Francois Vazosu {izerindeki Thetis ve
Peleus’un diigiin alayindaki sahnedir (Hanfmann 1951: II 135 no.1). Prototipi
MO 3.yiizyila ait olan bir neo-Attic kabartma iizerinde ayaktaki Tanr1’nin dans
eden mevsim figiirlerinin basinda yer aldig1 tasvir, Dionysos ve dort mevsimin
bilinen en erken 6rnegidir (Hanfmann 1951: II 137 no.23 fig.80; Casal 1990a:
511 no.1). Lahitler {izerinde Severuslar Dénemi’nde ortaya ¢ikmiglar ve bu
donemde yayginlasmislardir. Bu tasvirlerde yeniden dirilmeyi ve sonsuzlugu
sembolize eden mevsimler ile Dionysiak bir inang¢ olan 6liimden sonraki yasam
vurgulanmistir. Dolayisiyla mevsimlerin mezar sanatindaki bu dini anlamu,
mozaikler i¢in uygun degildir. Mozaikler {izerinde Dionysos mevsimleri
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sembolize eden figiirlere eslik ettiginde genel olarak bitkilerin, meyvelerin ve
sarabin tanris1 olmasina ragmen 6liimiin ya da gizemlerin bir tanrisi olarak degil
mozaikler iizerindeki mevsimleri sembolize eden figiirlerde oldugu gibi agirlikli
olarak zenginligi ve bereketi ifade etmistir (Dunbabin 1978: 186). Dionysos ve
takipgileri yemek odalarinda tasvir edildiklerinde, sadece igkinin verdigi zevke
isaret edebilirler ya da mutlulugu ve doganin zengin hediyelerini cagristirabilirler.
Dionysiak thiasos evrensel mutluluk diisiincesini icermektedir (Parrish 1995:
180). Aym1 zamanda genel repertuvarda keyif veren ve sans getiren motifler
arasinda Tanr1’nin sarmasik, krater ve kantharos gibi sembolleri de 6zellikle MS
4. yiizyilda kullanilmistir (Dunbabin 1978: 186). Mozaikler iizerinde Mevsimler
ve Dionysos’un iliskisi Kuzey Afrika’da ve Bat1 Eyaletleri’nde MS 2.ylizyilin
baslarina kadar bulunamamistir. Bu mozaiklerde mevsimler, yalnizca tiim kadin
ya da erkek figlirii olarak nadiren gosterilmislerdir. Mozaikler {izerindeki en
yaygin tasvir gen¢ kadin ve erkek figiirlerinin biist formudur. Yunanistan’daki
arkeolojik kanitlar diger Roma Eyaletleri’nin mozaiklerinde oldugu gibi
Imparatorluk Dénemi’nin mozaiklerinin dekorasyonunda da mevsim figiirlerinin
popliler oldugunu gostermistir. Yunanistan’da da diger eyaletlerde oldugu gibi
mevsim figiirlerinin en yaygin tipi biist formudur (Welch 1998: 211).

9. Geometrik Dekorasyon
9.1. Kemer Deseni

Kemer deseni; ¢eyrek dairesel panolar, yarim dairesel panolar ve i¢biikey kare
panolar tarafindan ¢evrilen merkezi dairesel bir panodan olusmustur. Tek panele
bir alternatif olarak gelistirilen en erken desenler arasinda yer alir. (Waywell
1979: 305). Desenin tavan dekorasyonundan tiiretilmis birka¢ kompozisyondan
biri oldugu diistiniilmistiir. Casa del Poeta’daki mozaikte oldugu gibi desenin
orijinali siyah-beyaz Pompei mozaiklerinde (Blake 1930: 117 pl.22 fig.4,
(Pompei, VII, iv, 57) bulunmustur (Sweetman 2013: 41). Bu desen MS
2.ylizyil’dan Ostia ve MS 4.yiizy1l’dan Hinton St.Mary (Dunbabin 1999: 95
fig.94) orneklerinde oldugu gibi italya’da ve Bati’da Roma Dénemi boyunca
poplilerligini devam ettirmistir. “Dokuz Panel” olarak da isimlendirmis olan
kemer deseni Roma Imparatorlugu genelinde yaygin bir semadir (Hellenkemper
Salies 1986: 270). Desen, dogu eyaletlerinde stk bulunmamistir. Ne Levi ne de
Campbell Antiocheia ya da Daphne’den kemer desenine sahip olan mozaiklerden
bahsetmistir. Bununla birlikte bu desenin 6rnekleri MS 2.yiizyilda Bati’da ve
Kuzey Afrika’da bulunmustur. (Knossos (Res. 32), (Sweetman 2013: 162-164
pl. 3); Herakleidon (Res. 33), (Raftopoulou 1998: 131 fig. 12.8); Koroni (Res.
34), (Waywell 1979: 299 pl. 49 fig. 27)) 6rneklerinde oldugu gibi Yunanistan ve
Adalar’daki mozaikler tizerinde de bu desene yer verilmistir.

Claudiopolis Dionysos Mozaigi’nde (Res. 29) merkezi dairesel panonun etrafina
yerlestirilen dort adet yarim dairesel pano, dort adet i¢bilikey kare pano ve dort
adet c¢eyrek dairesel pano ile kemer deseni olusturulmustur. Kemer desenini
olusturan her panonun birbirleriyle olan baglantilar1 iki kollu giyos motifi ile
saglanmistir. Bir leopar iizerine binmis olan Dionysos’un yer aldigi merkezi
dairesel panonun dort yanindaki yarim dairesel panolarin igerisine kaplan (kis
mevsimi), aslan (yaz mevsimi), panterden (sonbahar mevsimi) olusan dort
mevsimi simgeleyen dort ayakli hayvanlar, dort adet i¢biikey kare pano icerisine
dag tavugu (kis mevsimi), dag horozundan (sonbahar mevsimi) olugan dort
mevsimi simgeleyen dort farkli kus ve dort adet ¢eyrek dairesel pano igerisine
krater yerlestirilmistir.
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Resim 29
Figiirli sahne ve bordiir, Claudiopolis
Mozaigi (Bolu Miizesi Arsivi).

Resim 30-31
Bordiir detayi, Claudiopolis Mozaigi (Bolu
Miizesi Arsivi).
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Knossos Dionysos Mozaigi’nde (Resi. 32), (MS 2.ylizyilin ortalari), (Sweetman
2013: 162-164 pl. 3) merkezi dairesel panonun etrafina yerlestirilen dort
adet yarim dairesel pano, dort adet icbiikkey kare pano ve dort adet geyrek
dairesel pano ile kemer deseni olusturulmustur. Kemer desenini olusturan her
panonun birbirleriyle olan baglantilar: iki kollu giyos motifi ile saglanmistir.
Dionysos’un biistiiniin yer aldigi merkezi dairesel panonun dort yanindaki
yarim dairesel panolarin igerisine su kusu (kis mevsimi), tavuskusu (ilkbahar
mevsimi), keklik (yaz mevsimi), papagandan (?) (sonbahar mevsimi) olusan
dort mevsimi simgeleyen kuslar; dort igbiikey kare pano igerisine kamis (kis
mevsimi), giil (ilkbahar mevsimi), bugday (yaz mevsimi), liziim asmasindan
(sonbahar mevsimi) olusan dort mevsimi simgeleyen bitkiler; dort kogesindeki
ceyrek dairesel panonun igerisine Dionysos’un diinyasina ait olan masklar
yerlestirilmistir.

Herakleidon Dionysos Mozaigi (Res. 33), (MS 2.yiizyilin ortalar1), (Raftopoulou
1998: 131 fig. 12.8) merkezi dairesel panonun etrafina yerlestirilen dort adet
yarim dairesel pano, dort adet igbiikey kare pano ve dort adet ¢eyrek dairesel

Resim 32
Kemer deseni, Knossos Dionysos Mozaigi
(Welch 1998: fig. 16).

Resim 33
Kemer deseni, Herakleidon Dionysos
Mozaigi (Raftopoulou 1998: fig. 12.8).
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Resim 34
Kemer deseni, Koroni Dionysos Mozaigi
(Welch 1998: fig. 189).

pano ile kemer deseni olusturulmustur. Kemer desenini olusturan her panonun
birbirleriyle olan baglantilari iki kollu giyos motifi ile saglanmistir. Bir Satyr
tarafindan desteklenen sarhos Dionysos’un yer aldigi merkezi dairesel panonun
dort yanindaki yarim dairesel panolarin igerisine kaplan (kis mevsimi), aslan (yaz
mevsimi) ve panter’den (sonbahar mevsimi) olugan dort mevsimi simgeleyen dort
ayakli hayvanlar; dort i¢cbiikey kare pano igerisine kantharos; dort kosesindeki
ceyrek dairesel panolarin igerisine bitkisel bir motif yerlestirilmistir.

Koroni Dionysos Mozaigi (Res. 34), (MS 2.yiizyilin ortalar1), (Waywell 1979:
299 pl. 49 fig. 27) merkezi dairesel panonun etrafina yerlestirilen dort adet
yarim dairesel pano, dort adet i¢bilikey kare pano ve dort adet ¢eyrek dairesel
pano ile kemer deseni olusturulmustur. Kemer desenini olusturan her panonun
birbirleriyle olan baglantilar1 iki kollu giyos motifi ile saglanmistir. Bir Satyr
tarafindan desteklenen sarhos Dionysos’un yer aldig1 merkezi dairesel panonun
etrafindaki dort yarim dairesel pano igerisine kaplan (kis mevsimi), boga
(ilkbahar mevsimi) ve aslandan (yaz mevsimi) olusan dort mevsimi simgeleyen
dort ayakli hayvanlar; dort i¢biikey kare pano igerisine masklar; dort kosesindeki
¢eyrek dairesel panolarin ikisinin igerisine kantharos, diger ikisinin igerisine
kedigil yerlestirilmistir.

9.2. Basamakli Uggen Motifi

Leopar lizerine binmis olan Dionysos’un yer aldig1 merkezi dairesel panonun
etrafim1 krem rengi zemin iizerine kahverengi tessseralar ile olusturulmus olan
tek sira basamakli tiggen motifi (Res. 29) ¢evirmistir.

Basamakli tiggen motifi Arsameia Mozaiklerinde (Salzmann 1982: 120 nos.146-
147 pl. 86, 3-5) bordiirde yer almis iken Claudiopolis Mozaiginde (Res.
1-2) oldugu gibi Antiocheia (Cimok 2000: figs. 51, 54-55, 65, 67, 86-87, 95,
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98-101,105,107,125, 140-143, 162-163, 169, 191-193) ve Zeugma (Onal 2009:
figs. 50-51, 60,62, 67-68, 91,98, 108-109, 121) mozaiklerinde figiirlii sahnenin
gergevesinde kullanilmastir.

9.3. Diiz ¢izgi

Kemer desenini olusturan panolarin hepsinin etrafinda siyah renkte, basamakli
iicgen motifi ile iki kollu giyos motifi arasinda krem rengi zemin iizerinde iki
sira siyah renkte, iki kollu giyos motifi ile teget daireler motifi arasinda koyu
mavi renkte, iki kollu giyos motifi ile swastika pelta motifi arasinda koyu mavi
renkte, swastika pelta motifi ile dalga motifi arasinda koyu mavi renkte, teget
daireler motifi ile dalga motifi arasinda koyu mavi renkte ve teget daireler motifi
ile sarmagik sarmali arasinda yesil renkte diiz ¢izgi (Res. 29-31) yer almistir.

9.4. 1ki Kollu Giyos Motifi

Kemer desenini olusturan panolarin etrafin1 (Res. 29) c¢evirmistir. Siyah bir
cergevenin igerisinde yer alan ¢ok renkli, gdlgeli iki kollu giyos motifini dort
farkli renk grubuna sahip olan ilmekler olusturmustur. Birinci ilmek: koyu yesil-
acik yesil-krem, ikinci ilmek: koyu kahverengi-agik kahverengi-krem, {igiincii
ilmek: koyu sari-agik sari-krem ve dordiincii ilmek: koyu yesil-agik yesil-krem
renklerinden olusmustur ve bu diizenleme doniisiimlii olarak devam ettirilmistir.
Koyu renkten agik renge dogru giden bu siralama sonucunda 1s1k-gdlge etkisi
yaratilmigtir. Her ilmek birbirinden siyah renkli tesseralarla ayrilmistir ve
ilmeklerin aralarindaki orta boliime krem renkli tek tessera yerlestirilmistir.

Iki kollu giyos motifi; ¢akil mozaiklerde (Elaios Mozaigi (Salzmann 1982: 90
n0.34 pl.17,3); Eretria 1 Mozaigi (Salzmann 1982: 90 no.36 pl.27,2); Olbia 2
Mozaigi (Salzmann 1982: 98 no.74 pl.60,1); Pella 5 Mozaigi (Salzmann 1982:
105-106 n0.98 pl.31,4); Pella 11 Mozaigi (Salzmann 1982: 108 no.104 pl.32,1-
2); Tarsus Mozaigi (Salzmann 1982: 113 no.125 pl.63,3-4) ve Hellenistik
Donem’de tessellatum teknigindeki mozaiklerin (Delos Mozaigi, (Joyce 1979:
256 pl.34 fig.10); Delos Mozaigi (Dunbabin 1999: 35 fig.36); Pergamon Mozaigi
(Dunbabin 1999: 224 fig. 235) 6zellikle ¢ercevelerinde yaygindir. Bunun yani sira
Antiocheia (Cimok 2000: figs. 27, 57, 121, 136, 146, 185, 194), Adana (Budde
1972: 20-24 fig.5), Tarsus (Budde 1972: 121-126 fig.147), Zeugma (Onal 2009:
48, 59, 106), Ephesos (Dunbabin 1999: 226 fig.238), Milet (Tiilek 1998: fig.32)
ve Prusias ad Hypium (Sezer 2015: 124 fig. 1) Mozaiklerinde kullanilmistir.
Claudiopolis Mozaiginde (Res. 1-2) oldugu gibi Knossos (Res. 32), (Sweetman
2013: 162-164 pl. 3), Herakleidon (Res. 33) (Raftopoulou 1998: 131 fig. 12.8)
ve Koroni (Res. 34), (Waywell 1979: 299 pl. 49 fig. 27) mozaiklerinde kemer
desenini olusturan panolarin etrafini ¢evirmistir.

9.5. Teget Daireler Motifi

Kemer deseninin kare bicimindeki ¢ergevesinin hemen sonrasinda tek sira halinde
teget daireler motifi (Res. 29, 31) yer almaktadir. Dort i§ motifinden olusan teget
daireler krem renkli tesseralar ile olusturulmustur. Her ig motifinin merkezine
kizil kahve renginde bir kare yerlestirilmistir. Bu karelerin merkezinde krem
renginde eskenar dortgenler bulunmaktadir. Dairelerin merkezindeki igbiikey
kareler koyu mavi rengindedir. Bu icbiikey karelerin ortasina dort adet kare
yerlestirilmistir. Merkezine krem renginde eskenar dortgenler yerlestirilmis olan
dort karenin ¢apraz iki karesi krem renginde iken diger iki ¢apraz karesi ise kizil
kahve rengindedir.

Teget daireler motifi; Claudiopolis Mozaiginde (Res. 1-2) oldugu gibi Antiocheia
(Cimok 2000: 42), Korykos (Budde 1972: 101-104 fig. 101), Zeugma (Onal
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2009: 40, 45, 55, 70-71, 80), Ephesos (Dunbabin 1999: 226 fig.238) ve Prusias
ad Hypium (Sezer 2015: 124 fig. 1) Mozaiklerinin bordiiriinde kullanilmistir.

9.6 Swastika Pelta Motifi

Kemer desenini olusturan kare panonun sag ve sol yanindaki bordiirlere,
merkezinde Siileyman diigiimii bulunan iki sira swastika pelta motifi (Res. 30)
yerlestirilmistir. Siileyman diigiimii sar1 ve krem renklerinden olusmustur, sar1
zemin lizerindeki pelta motifi siyah renkte iken kollarin kenar ¢ergeveleri beyaz
renktedir.

Claudiopolis Mozaiginde (Res. 1-2) oldugu gibi swastika pelta motifi; Ephesos
(Jobst 1978: 656 Taf. 194 Abb. 5), Zeugma (Onal 2009: fig.117), Atina (Waywell
1979: 295 no. 8 pl. 46 figs. 8-9) ve Melos (Bosanquet 1898: 66-73 pls. I-11I)
Mozaiklerinde bordiirde kullanilmistir.

9.7. Dalga Motifi

Teget daireler motifini hemen sonrasinda koyu mavi renkteki zemin iizerinde
beyaz renkte olan tek sira dalga motifi (Res. 29-31) ¢evirmistir.

Dalga motifi; ¢akil mozaiklerinde (Aigeira Mozaigi (Salzmann 1982: 82 no.1
pl.52,53,1-2), Arpi 1 Mozaigi (Salzmann 1982: 84 no.12 pl.67,1), Arpi 2 Mozaigi
(Salzmann 1982: 84 no.13 pl.67,2), Arpi 3 Mozaigi (Salzmann 1982: 84 no.14
pl.68,1-3), Assos 2 Mozaigi (Salzmann 1982: 85n0.17 pl.63,2), Eretria 2 Mozaigi
(Salzmann 1982: 90-91 no.37 pl.26,1-4, 27,1), Eretria 4 Mozaigi (Salzmann
1982: 91 n0.39 pl.49,1), Eretria 7 Mozaigi (Salzmann 1982: 92 no.42 pl.49,3,
50,2), Korint 1 Mozaigi (Salzmann 1982: 95 no.63 pl.9,1-3), Korint 2 Mozaigi
(Salzmann 1982: 95 no.64 pl.23,1,2), Olbia 1 Mozaigi (Salzmann 1982: 97-98
n0.73 pl.59,1-3), Olbia 2 Mozaigi (Salzmann 1982: 98 no.74 pl.60,1), Olynthos
1 Mozaigi (Salzmann 1982: 98 no0.76 pl.16,1), Olynthos 2 Mozaigi (Salzmann
1982: 98-99 no.77 pl.18,1,2), Olynthus 3 Mozaigi (Salzmann 1982: 99 no.78
pl.13), Olynthos 5 Mozaigi (Salzmann 1982: 100 no.80 pl.16,2), Olynthos 6
Mozaigi (Salzmann 1982: 100 no.81 pl.16,3), Olynthos 9 Mozaigi (Salzmann
1982: 101 no.84 pl.12,3), Olynthos 10 Mozaigi (Salzmann 1982: 101 no.85
pl.16,4), Olynthos 11 Mozaigi (Salzmann 1982: 101 no.86 pl.12,2), Olynthos
12 Mozaigi (Salzmann 1982: 102 no.87 pl.14,2, 15,1), Olynthos 13 Mozaigi
(Salzmann 1982: 102-103 no.88 pl.14,1), Pella 6 Mozaigi (Salzmann 1982: 106
n0.99 pl.37,2), Pella 10 Mozaigi (Salzmann 1982: 107-108 no.103 pl.29), Pella
12 Mozaigi (Salzmann 1982: 108 no.105 pl.38,1-5), Pellene Mozaigi (Salzmann
1982: 108-109 no.106 pl.41,2-3), Rodos 1 Mozaigi (Salzmann 1982: 110 no.112
pl.47), Rodos 2 Mozaigi (Salzmann 1982: 110-111 no.113 pl.46,2), Tarsus
Mozaigi (Salzmann 1982: 113 no.125 pl.63,3-4), Vergina 1 Mozaigi (Salzmann
1982:1141n0.130pl.39,1-3,40,1-6) ve gecis teknigindeki mozaiklerde (Demetrias
Mozaigi (Salzmann 1982: 117 no.136 pl.73,1-2), Lebena Mozaigi (Salzmann
1982: 117 no.137 pl.76,77,1-3), Rodos 5 Mozaigi (Salzmann 1982: 118 no.140
pl.75,2), Thasos Mozaigi (Salzmann 1982: 119 no.141 pl.74,1-3) ve tessellatum
teknigindeki mozaiklerde (Abdera Mozaigi (Salzmann 1982: 119 no.142
pl.78,3), Arsameia 1 Mozaigi (Salzmann 1982: 120 no.146 pl.86,3-4), Arsameia
2 Mozaigi (Salzmann 1982: 120 no.147 pl.86,5), Assos 2 Mozaigi (Salzmann
1982: 120-121 no.150 pl.84,3-4), Erythrai 1 Mozaigi (Salzmann 1982: 121-
122 no.154 pl.85,1-3), Kaulonia Mozaigi (Salzmann 1982: 122 no.158 pl.92,3),
Lykosura Mozaigi (Salzmann 1982: 123 no.162 pl.80,1-2), Mangalia Mozaigi
(Salzmann 1982: 123 no.163 pl.83,2), Maroneia Mozaigi (Salzmann 1982: 123-
124 no.164 pl.79,1-2), Pergamon Mozaigi (Salzmann 1982: 124 no.166 pl.83,1),
Tainaron Mozaigi (Salzmann 1982: 125-126 no.170 pl.81,1-2), Troia Mozaigi
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(Salzmann 1982: 126 no.172 pl.84,2) yaygin bir bi¢imde kullanilmstir.

Claudiopolis Mozaiginde oldugu gibi dalga motifi Pompei (Blake 1930: 77
(Pompei VII, vi, 28), pl.17,2; 83, (Pompei VI, ix, 6), pl.22,3; 90, 114, (Pompei
VI, xvi, 36), pl. 34, 3), Antiocheia (Cimok 2000: figs. 42, 46, 51, 57, 60, 62, 71,
95, 103, 144-147, 159, 178-179, 229) ve Zeugma (Onal 2009: figs. 17, 25, 28-
29, 55, 60, 75, 77, 80, 87, 98) mozaiklerinde bordiirde kullanilmistir.

10. Bitkisel Dekorasyon
10.1. Sarmasik Sarmali Motifi

Dalga motifini hemen sonrasinda krem rengi zeminin {izerinde dallar1 ve yapragi
yesil renkte olan tek sira sarmagik sarmali motifi (Res. 29-31) ¢evirmistir.

Sarmasik sarmali motifi; ¢akil mozaiklerde (Chalkis Mozaigi (Salzmann 1982:
88-89 1n0.28 pl.48,1), Eretria 1 Mozaigi (Salzmann 1982: 90 no.36 pl.27,2),
Olynthos 12 Mozaigi (Salzmann 1982:102 no.87 pl.14,2, 15,1) ve gegis
teknigindeki mozaiklerde (Alexandria 2 Mozaigi (Salzmann 1982: 116 no.134
pl.88,1-3, 89, 1-4, 90,1), Rodos 5 Mozaigi (Salzmann 1982: 118 no.140 pl.75,2)
kullanilmustir.

11. Claudiopolis Dionysos Mozaigi’nin Diger Kedigil Uzerine Binmis
Olan Dionysos Mozaikleri ile Karsilastirilmasi (Tablo: 1-3)

Claudiopolis Dionysos Mozaigi (Res.1-2); Dionysos’un iizerine binmis oldugu
kedigilin (izleyiciye gore) saga dogru hareket etmesiyle Delos (Res.11),
(Dunbabin 1999: fig.38), Dougga (Res. 12), (Welch 1998: fig.85), El Djem 2
(Res. 13), (Welch 1998: fig.86), Lyon (Res. 14), (Jacome 2013: 537 ig.29.9)
Ostia (Res. 15), (Wyler 2009: pl.91,7) Chania (Res. 20), (Welch 1998: fig.74)
mozaikleriyle; kedigil ve Dionysos’un tek basina olmasiyla Delos (Res. 11),
(Dunbabin 1999: fig.38), Dougga (Res. 12), (Welch 1998: fig.85), El Djem 2
(Res. 13), (Welch 1998: fig.86), Lyon (Res. 14), (Jacome 2013: 537 £ig.29.9),
Ostia (Res. 15) (Wyler 2009: pl.91,7) mozaikleriyle; Dionysos ve kedigil
figiiriiniin merkezi dairesel bir pano igerisinde yer almastyla Dougga (Res. 12),
(Welch 1998: fig.85) Mozaigiyle; Dionysos’un geng olarak tasvir edilmesiyle
Delos (Res. 11), (Dunbabin 1999: fig.38), Dougga (Res.12), (Welch 1998:
fig.85), El Djem 2 (Res. 13), (Welch 1998: fig.86), Lyon (Res.14), (Jacome
2013: 537 £ig.29.9), Ostia (Res. 15), (Wyler 2009: pl.91,7), Chania (Res. 20),
(Welch 1998: fig.74) mozaikleriyle; yar ¢iplak olmasiyla Dougga (Res. 12),
(Welch 1998: fig.85), El Djem 2 (Res. 13), (Welch 1998: fig.86), Lyon (Res.14),
(Jacome 2013: 537 £ig.29.9), Ostia (Res.15), (Wyler 2009: pl.91,7), Chania (Res.
20), (Welch 1998: fig.74) Mozaikleriyle; sag elinde thyrsos tagsimasiyla Delos
(Res. 11), (Dunbabin 1999: fig.38), Lyon (Res. 14), (Jacome 2013: 537 £ig.29.9),
Ostia (Res. 15), (Wyler 2009: pl.91,7) Mozaikleriyle; sol elinin kedigilin tizerinde
olmastyla Lyon (Res. 14), (Jacome 2013: 537 £ig.29.9), Ostia (Res. 15), (Wyler
2009: pl.91,7) Mozaikleriyle; basinda bitkisel bir ¢elengin yer almasiyla Delos
(Res. 11), (Dunbabin 1999: fig.38), Dougga (Res. 12), (Welch 1998: fig.85),
Lyon (Res. 14), (Jacome 2013: 537 £ig.29.9), Ostia (Res. 15) (Wyler 2009:
pl.91,7) Mozaikleriyle; Dionysos’un leopara binmis olmasiyla Delos (Res. 11),
(Dunbabin 1999: fig.38), El Djem 2 (Res. 13), (Welch 1998: fig.86), Chania
(Res. 20), (Welch 1998: fig.73-74) Mozaikleriyle; leoparin basini geriye dogru
cevirmesiyle Delos (Res. 11), (Dunbabin 1999: fig.38), Dougga (Res.12), (Welch
1998: fig.85), El Djem 2 (Res. 13), (Welch 1998: fig.86) Mozaikleriyle, leoparin
sol 6n pengesini yukart dogru kaldirmasiyla Delos (Res. 11), (Dunbabin 1999:
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fig.38), Ostia (Res. 15), (Wyler 2009: pl.91,7) Mozaikleriyle; leoparin kuyrugunu
yukart dogru kaldirmasiyla Dougga (Res. 12), (Welch 1998: fig.85), El Djem 2
(Res. 13), (Welch 1998: fig.86), Ostia (Res.15), (Wyler 2009: pl.91,7), Chania
(Res. 20), (Welch 1998: fig.74) Mozaikleriyle; Dionysos ve kedigilin yer aldig1
panonun ¢er¢evesinde iki kollu giyos motifinin kullanilmasiyla Lyon (Res. 27)
mozaigi ile ortak ozellikler tagimaktadir.

12. Genel Degerlendirme

Bir kedigil lizerine binmis olan Dionysos kompozisyonu, Yunan ve Roma
mozaiklerinin yani sira diger sanat dallarinda da popiiler bir konudur. Tek basina
merkez bir rolde olan kedigil {izerindeki Dionysos kompozisyonu, Grek vazo
ressamlig1 sanatinda MO 5.yiizyil kadar erkene gitmektedir. Bu kompozisyonu,
mozaikler {izerine ilk olarak Hellenistik Donem sanatgilart uyarlamigtir (Pella
Mozaigi (Res. 5)). Kompozisyon, kendi igerisinde kedigilin izleyiciye gore saga
ya da sola dogru hareket etmis olmasi dikkate alinarak iki tipe ayrilmistir. Bu
tasvirlerde Dionysos, ¢ocuk ya da geng olarak tasvir edilmistir. Uzerine bindigi
kedigiller arasinda aslan ve panterin yam sira en ¢ok leopar tercih edilmistir.
Kompozisyon ya yalnizca bir kedigil ile onun sirtina binmis tanr1 figlirinden
olusmustur ya da tanrinin yanina thiasosunun iiyeleri eklenmistir. Dionysos
ile birlikte Satyr, Silenos, Bacchante, Priapos gibi thiasosunun iiyelerinin yer
aldig1 sahnelerde Dionysos, ¢cocuk olarak betimlenmistir (El Djem 1 (Res. 8),
Saint-Leu (Res. 10), EI Djem 4 (Res. 17), Djemila (Res. 19)). Liknon gibi
Dionysiak gizemlerle baglantili objelere de yer verilmis olan sahneler yalnizca
standart Dionysiak figiirleri birlestirmekle kalmayip ayni zamanda ritiiel bir
anlam tagimaktadir (Dunbabin 1978: 175). Bazi sahnelerde thiaso’un iiye
sayis1 azaltilarak Dionysiak alay ¢ok daha sadelestirilmistir. Cocuk Dionysos
¢ogunlukla thiasosun tiyeleri ile birlikte tasvir edilmis iken ii¢ 6rnekte Acholla
Mozaigi (Res. 9), El Djem 3 Mozaigi (Res. 16), Saguntum Mozaigi (Res. 18)
tek basinadir. Dionysos’un tek bagina tasvir edildigi sahnelerde genellikle geng
Dionysos tercih edilmistir.

Bir kedigil iizerine binmis olan Dionysos kompozisyonunun etrafinda
mevsimleri sembolize eden personifikasyonlara, dort ayakli hayvanlara, kuglara
ve bitkilere yer verilmigtir. Mozaikler {izerinde yer alan ¢esitli bitkilerin, dort
ayakli hayvanlarin ve kuslarin mevsimleri sembolize ettigi diistiniilmistiir.
Mozaiklerde iizerinde dort mevsimi simgeleyen dort ayakli hayvanlar, kuslar
ve bitkiler standart ikonografiyi izlemistir. ilkbahar mevsiminin tavuskusu
ile sembolize edildigi gibi bazi mevsimleri sembolii eden kuslar standart bir
ikonografiyi izlemistir. Diger mevsimler ise belki go¢men kuslar ile sembolize
edildigi i¢in farklilik gosterebilirler.

Claudiopolis Dionysos Mozaigi’nde merkezi dairesel panonun etrafina
yerlestirilmis olan dort ayakli hayvanlar ve kuslar dort mevsimi sembolize
etmistir. Diger mozaiklerde oldugu gibi Claudiopolis Mozaigi’nde de kis
mevsiminin kaplan, yaz mevsiminin aslan ve sonbahar mevsiminin panter
ile sembolize edilmis olmasi onun standart bir ikonografiyi izledigine isaret
etmektedir. Yine diger mozaiklerin standart ikonografisinde kis mevsimi 6rdek
ile, ilkbahar mevsimi tavuskusu ile yaz mevsimi keklik ile sembolize edilirken
Claudiopolis Mozaigi’nde ilkbahar ve yaz mevsimini sembolize eden kuslar
kayip iken kis mevsiminin dag tavugu ile sonbahar mevsiminin dag horozu
ile sembolize edilmesi onun standart ikonografinin disina ¢iktigina isaret
etmektedir. Bu durumda sanat¢inin belki de yorede yer alan kus tiirinii segmis
oldugu diisiiniilebilir.
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Mevsimlerin yillik dongiisii kis mevsimi ile baslayarak ilkbahar, yaz ve sonbahar
bi¢iminde siralanmistir. Mozaikler tizerindeki dort mevsim genellikle kronolojik
bir siralama igerisinde dilizenlenmistir ve siralama saatin donilis yoniinde
ilerlemistir (Haidra Aion ve Mevsimler Mozaigi, Parrish 1995: 174 fig.1; Dougga
Annus ve Mevsimler Mozaigi, Parrish 1995: 190 fig.37). Baz1 mozaiklerde
mevsimlerin siralamasi kronolojik diizenlemenin tersindedir (Silin Mozaigi,
Parrish 1995: 181 fig.30). Claudiopolis Dionysos Mozaigi’nde dort mevsimi
simgeleyen figiirlerin yerlestirme diizeni kronolojik siralamayi takip etmektedir
ve bu siralama saatin doniis yoniinde olusturulmustur. Dionysos’un merkezinde
bulundugu dairesel panonun sol tarafinda yer alan igerisinde kis mevsimini
simgeleyen bir kaplanin bulundugu yarim dairesel pano ile baglayan kronolojik
siralama saat yoniinde ilerleyerek merkezi dairesel panonun iist kisminda yer
alan igerisinde sonbahar mevsimini simgeleyen panterin bulundugu yarim
dairesel pano ile tamamlanmistir. Yine ayni bigimde Dionysos’un merkezinde
bulundugu dairesel panonun sol {ist kosesinde yer alan igerisinde kis mevsimini
simgeleyen bir dag tavugunun bulundugu i¢biikey kare pano ile baglayan
kronolojik siralama saatin doniis yoniinde ilerleyerek merkezi dairesel panonun
sag iist kosesinde yer alan igerisinde sonbahar mevsimini simgeleyen dag
horozunun bulundugu i¢biikey kare pano ile tamamlanmistir. Knossos Dionysos
(Res. 32), Herakleidon Dionysos (Res. 33) ve Koroni Dionysos Mozaiklerindeki
(Res. 34) dort mevsimi simgeleyen figiirler dort mevsimin yillik dongiisiiniin
kronolojik siralamasina gore diizenlenmemistir.

Bir kedigil lizerine binmis olan Dionysos’un yer aldigi mozaikler lizerinde
yilin dort mevsimi yalmizca dort ayakli hayvanlar ile (Herakleidon Dionysos
Mozaigi (Res. 33), Koroni Dionysos Mozaigi (Res. 34) ya dort ayakli hayvanlar
ve kuglar ile (Claudiopolis Dionysos Mozaigi (Res. 1-2) ya da kuslar ve bitkiler
ile (Knossos Dionysos Mozaigi (Res. 32) sembolize edilmistir.

Mozaikler tizerinde Dionysos ve mevsimleri sembolize eden figiirlerin birlikte
tasvirinin olduk¢a yaygin oldugu goriilmektedir. Dionysos ile mevsimler
arasinda geleneksel bir iliski vardir ve Claudiopolis Mozaigi de bu gelenege
aittir. Dionysos genel olarak bitkilerin, meyvelerin ve sarabin tanrisi olmasina
ragmen mozaikler lizerinde mevsimler ile birlikte tasvir edildiginde tipki
mevsimler gibi tanr1 da zenginligi ve bereketi ifade etmistir.

Dionysos mozaiklerinde dort mevsimi sembolize eden dort ayakli hayvanlarin,
kuglarin ve bitkilerin yer almasinin ozellikle Kuzey Afrika, Yunanistan
ve Adalar’da ¢ok tercih edildigi bilinmektedir. Claudiopolis Mozaigi, bu
kompozisyona sahip glinlimiize kadar bulunmus olan ilk ve simdilik tek mozaik
olmasimin yani sira dort ayakli hayvanlar ve kuslar ile mevsimlerin sembolize
edilmesi geleneginin Anadolu’da da oldugunu gostermesi agisindan dnemlidir.

Mevsim tasvirlerinin yer aldig1 mozaikler, kamu binalarindan daha ¢ok genellikle
ozel binalar icin tercih edilmistir (Adounvo 1991: 88). Ozel evlerdeki sosyal
odalarda 6zellikle oeci ve triclinia’da bu mozaikler yer almistir. Mevsimsel
bir kontekst i¢inde Dionysiak konularin tasviri triclinia’daki mozaiklerde ¢ok
poplilerdir. Mozaiklerde Dionysiak konulara Ge¢ Klasik Dénem’e kadar giden
uzun bir gelenekte sevilerek yer verilmistir (Adounvo 1991: 89). Dionysiak
tasvirlerde mutluluk ve sarabin cagristirdigi anlam, bu yemek alanlar igin
uygun bir ortam olusturmustur (Adounvo 1991: 89). Dionysiak alay ile mevsim
figilirlerini iceren ElI Djem 1 Mozaigi (Resim 8 ,26) tricliniumda bulunmustur
(Adounvo 1991: fig.25).

Dionysiak mozaikler genellikle liiks evlerin dekorasyonunda kullanilmis iken kamu
ya da yar1 kamu yerlesimlerinde ¢ok nadiren bulunmustur (Welch 1998: 259).
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Chania’da (triclinium), (Sweetman 2013: 244-247 no.136 pl.42) ve Knossos’daki
(cubiculum) (Sweetman 2013: 162-164 no.3 pl.3) gibi yalnizca birka¢ odanin
kimligi mozaiginin planmi ile acik bir sekilde tespit edilebilmistir. Mozaigin
ikonografisi mimari kontekstin tanimlanmasina hemen hemen hi¢ yardim
etmez. Yemek odasinin dekorasyonunun Dionysiak tasvir i¢in uygun olmast
sebebiyle bu mekanlarda Dionysos’un, takipgilerinin ve sembollerinin tasviri
siklikla kullanilmistir. Buna ragmen arkeolojik bulgular, Dionysiak tasvirlerin
cubiculum (Welch 1998: fig. 16 (Knossos Dionysos Mozaigi), peristyle (Welch
1998: fig. 77 (Delos Dionysiak mozaik) ve nympheum’da (Welch 1998: fig.
62 (Pella Dionysos Mozaigi) bulunmus olan mozaikler {izerinde de yer almisg
oldugunu gostermistir.

Claudiopolis Mozaigi’nin bulundugu kontekste tarihlendirmeye katki
saglayabilecek herhangi bir buluntuya rastlanilmamis olmasi sebebiyle mozaik
ancak diger benzer 6rnekler ile kargilagtirma yapilarak tarihlendirilebilir.

Delos Dionysos Mozaigi’nde (MO 160-100), (Res. 11) Dionysos’un bir leopar
tizerine binmis olmasi, leoparin izleyiciye gore saga dogru hareket etmesi, hirlar
bi¢cimindeki basin1 geriye yani Dionysos’a dogru ¢evirmesi, sol 6n pengesini
yukart dogru kaldirmasi, Dionysos’un leopara binis bigimi, viicudunun {ist
kisminin ve basinin hafif¢e soluna doniik olmasi, sag elinde thyrsos tagimasi gibi
Claudiopolis Dionysos Mozaigi ile ortak olan 6zellikleri Claudiopolis Dionysos
Mozaigi’nin orijinalinin Delos Mozaigi’ne dolayisiyla Hellenistik Donem’e
dayandigina isaret etmektedir.

Knossos Dionysos Mozaigi (MS 2.yiizyilin ortalar1), (Res. 32); kemer deseninin
uygulanmis olmasi, kemer desenini olusturan panolarin birbirleriyle olan
baglantisinin iki kollu giyos motifi ile saglanmasi, kemer deseninin merkezinde
yer alan dairesel panoda Dionysos’un tasvir edilmesi, merkezi dairesel panonun
etrafin1 basamakli tiggen motifinin ¢evirmesi, bordiiriinde dalga motifinin yer
almasi ve merkezi dairesel panonun etrafinda bulunan yarim dairesel panolarda
mevsimleri sembolize eden kuslara (tavuskusu (ilkbahar mevsimi), keklik
(yaz mevsimi), su kusu (kis mevsimi), papagan (?) (sonbahar mevsimi) yer
verilmesiyle Claudiopolis Dionysos Mozaigi ile benzerdir.

Herakleidon Dionysos Mozaigi (MS 2.ylizyilin ortalar1), (Res. 33); kemer
deseninin uygulanmis olmasi, kemer desenini olusturan panolarin birbirleriyle
olan baglantisinin iki kollu giyos motifi ile saglanmasi, kemer deseninin
merkezinde yer alan dairesel panoda Dionysos’un tasvir edilmis olmasi, merkezi
dairesel panonun etrafinda bulunan yarim dairesel panolarda mevsimleri
sembolize eden dort ayakli hayvanlara (panter (sonbahar mevsimi), kaplan (kis
mevsimi), aslan (yaz mevsimi) yer verilmesiyle Claudiopolis Dionysos Mozaigi
ile ortak ozellikler tasimaktadir.

Koroni Dionysos Mozaigi (MS 2.ylizyilin ortalar), (Res. 34); kemer deseninin
uygulanmis olmasi, kemer desenini olusturan panolarin birbirleriyle olan
baglantisinin iki kollu giyos motifi ile saglanmasi, kemer deseninin merkezinde
yer alan dairesel panoda Dionysos’un tasvir edilmis olmasi, merkezi dairesel
panonun etrafinda bulunan yarim dairesel panolarda mevsimleri sembolize
eden dort ayakli hayvanlara (boga (ilkbahar mevsimi), aslan (yaz mevsimi),
kaplan (kis mevsimi) yer verilmesiyle Claudiopolis Dionysos Mozaigi ile ortak
ozellikler tasimaktadir.

Bunun yani sira sonbahar mevsiminin panter ile sembolize edilmesi Herakleidon
ve Claudiopolis Mozaiklerinde, yaz mevsiminin aslan ile kig mevsiminin kaplan
ile sembolize edilmesi Herakleidon, Koroni ve Claudiopolis Mozaiklerinde
ortak olan &zelliklerdir.
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Kemer deseninin Yunanistan ve Adalar’da 6zellikle Dionysos konulu mozaiklere
uygulanmig oldugu bilinmektedir. Gliniimiize kadar Anadolu’da ortaya ¢ikarilan
mozaiklerde 6zellikle de Antiocheia ve Zeugma mozaiklerinde kemer deseni
uygulamasina rastlanilmamistir. Claudiopolis Mozaigi, simdiye kadar ortaya
cikarilmis olan mozaiklerde varligi bilinmeyen kemer deseni uygulamasinin
Anadolu’da da oldugunu gostermesi a¢isindan 6nemlidir.

Knossos, Herakleidon, Koroni ve Claudiopolis Mozaiklerinde uygulanmis
olan kemer deseni; belirli bir donem boyunca bu bolgede iiretilen mozaiklere
bu deseni uygulayan bir atdlyenin varligina isaret etmektedir. Bunun yani sira
ortak kullanilmis olan kemer deseni sebebiyle Adalar ve Yunanistan ile Bati
Karadeniz arasinda mozaik yapimi konusunda yakin bir baglantinin varligi
ortaya ¢cikmaktadir.

Claudiopolis Mozaigi’nde; engebeli zemin ve bitki dallar1 dogal goriiniimiiyle
tasvir edilmistir. Figiirleraciklikoyulu degisenrenk tonlarrylahacimlendirilmistir.
Panter, kaplan ve aslanin her iki yanindaki daha kisa boylu ¢iplak bitki ile
simetri saglanmistir. Bu hayvanlarin arka planina yerlestirilmis daha biiytiik ve
uzun olan ¢iplak bitki dogal bir derinlik icerisinde verilmistir. Derinlik ve ti¢
boyutlulugun verilisi tiimiiyle Hellenistik Donem 6zelliklerdir. Dionysos tam
anlamryla kompozisyonun merkez figiiriidiir ve dort ayakli hayvanlar ile kuslar
onun etrafina yerlestirilmistir.

Knossos Mozaigi’'nde; zemin ¢izgisi gosterilmemistir. Hayvanlarin etrafinda
dogaya ait bir kaya ya da bitki motifi kullanilmamistir. Herakleidon ve Koroni
Mozaikleri’nde; hayvan figiirlerinin ayaklarmin altinda zemin g¢izgisine yer
verilmistir. Zemin ¢izgisi ince degildir ve Claudiopolis Mozaigi’nde oldugu
gibi kalin ve dalgali bigimdedir. Merkezi dairesel panonun igerisinde yer alan
Dionysos figiiriiniin hafif¢e sola dogru donmiis basi ve soluna yonlendirilmis
bakislar1 Claudiopolis Mozaigindeki Dionysos figiirii ile ortak olan 6zellikleridir.

Kemer deseninin uygulanmis oldugu Dionysos konulu mozaiklerin mimari
kontekstte cubiculum (Knossos) ve triclinium (Herakleidon) boliimlerinde yer
almis oldugu tespit edilmistir. Dolayisiyla Claudiopolis Dionysos Mozaigi’nin
triclinium ya da cubiculum’da yer almis olma ihtimali oldukg¢a yiiksektir.

Kemer deseninin ortak bir sablon oldugu gz oniine alindiginda Claudiopolis
Mozaiginin yapiminda patron kalp kitabmin  kullanilmis  oldugu
sOylenebilmektedir. Dolayistyla mozaigin gezgin ustalarin yani sira patron kalip
kitabima bagli kalan yerel ustalar tarafindan da yapilmis olabilecegi olasilig
gbzden uzak tutulmamalidir.

Yaklagik olarak ayni doneme tarihlenen Knossos, Herakleidon, Koroni ve
Claudiopolis Mozaiklerinde ortak bir bigimde kullanilan kemer deseni; en
azindan MS 2.yiizyilin ortalarinda repertuvarlarinda yer alan kemer desenini
mozaiklerine olduk¢a sik uygulayan Yunanistan, Adalar ve Anadolu’da bir
atlye ya da gezici bir mozaik sanatgisi olduguna isaret etmektedir.

Dolayisiyla Knossos, Herakleidon ve Koroni mozaiklerindeki kemer desenine
ve figiirlerin analizine dayanarak Claudiopolis Mozaigi’nin MS 2.yiizyilin
ortalarinda yapilmis oldugu sonucuna varilmstir.
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Kedigil’e
Binmis Geng Cocuk Giyimli Yari ¢iplak Ciplak Elinde Elinde Elinde Basinda | Ayaginda
Dionysos Dionysos Dionysos thyrsos kantharos | tympanon celenk botlar
Mozaikleri

I. Tip
Pella (Res.5) X - - - X X (sol) - - X -

Eretria X - - X - X (sol) - - X -
(Res.6)

Leadenhall X - - X - x (sol) X (sag) - X X
(Res.7)
El Djem 1 - X - - X - x (sol) - X -
(Res.8)

Acholla - X - - X x (sol) - - - -
(Res.9)

Saint-Leu - X - - X x (sag-sol) - - X -
(Res.10)

II. Tip
Delos X - X - X (sag) - x (sol) X -
(Res.11)
Dougga X - - X - X (sol) X (sag) - X -
(Res.12)
El Djem 2 X - - X - X (sag-sol - - - X
(Res.13)
Lyon X - - X - X (sag) - - X X
(Res.14)
Ostia X - - X - X (sag) - } X }
(Res.15)
El Djem 3 - X - nebris - x (sol) - - - -
(Res.16)
El Djem 4 - X - X - - X (sag) - - -
(Res.17)
Saguntum - X - - X X (sag) - B B B
(Res.18)
Djemila - X - nebris - X (sag) - - X -
(Res.19)
Chania X - - X - ? ? ? ? -
(Res.20)
Claudiopolis X - - X - X (sag) - - X ?
(Res.1-2)

Tablo 1
Kedigil’e Binmis Dionysos Figiiriiniin Diger
Dionysos Mozaikleri ile Karsilagtirilmasi.
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Kedigil’e Binmis Dionysos Kedigil Her iki bacagini acarak Yan oturarak Yarim yaslanmis
Mozaikleri
I. Tip
Pella (Res.5) leopar - X X
Eretria (Res.6) leopar X - -
Leadenhall (Res.7) kaplan (disi) - X X
El Djem 1 (Res.8) aslan X - -
Acholla (Res.9) kaplan X - -
Saint-Leu (Res.10) leopar X - -
I1. Tip
Delos (Res.11) leopar - X -
Dougga (Res.12) kaplan - X X
El Djem 2 (Res.13) leopar - X X
Lyon (Res.14) panter - X X
Ostia (Res.15) panter - X X
El Djem 3 (Res.16) kaplan (disi) X -
El Djem 4 (Res.17) leopar (disi) X - -
Saguntum (Res.18) leopar X - -
Djemila (Res.19) kaplan (disi) X - -
Chania (Res.20) leopar (disi) X ? ?
Claudiopolis (Res.1-2) leopar X -
i i i MEVSIMLER E?EE;SOS’un Kedigil’e Binis Bi¢imi.
DIONYSOS MOZAIKLERI
PERSONIFIKASYONLAR Tablo 3
Kis iIkbahar Yaz | Sonbahar Kedigil’e Binmis Dionysos Mozaiklerindeki
Dort  Mevsimi  Simgeleyen — Tasvirlerin
El Djem 1 (Res.26) - kadin biisti - - Karsilastirilmas.
Lyon (Res.27) kadimn kadin bistii - -
biistii
DORT AYAKLI HAYVANLAR

Kis ilkbahar Yaz | Sonbahar
Claudiopolis (Res.1) kaplan - aslan panter
El Djem 4 (Res.28) domuz - aslan leopar
Herakleidon (Res.33) kaplan - aslan panter
Koroni (Res.34) kaplan boga aslan -

KUSLAR

Kis ilkbahar Yaz | Sonbahar

Claudiopolis (Res.1) dag - - dag
tavugu horozu
Knossos (Res.32) su kusu tavuskusu keklik | papagan
4
BITKILER

Kis ilkbahar Yaz | Sonbahar
El Djem 3 (Res.16) zeytin giil bugday tizlim
Knossos (Res.32) kamis giil bugday tizlim
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Sinop Balatlar Excavation Pebble Mosaic Pavement

Sinop Balatlar Kazis1 Cakil Tas1 Mozaik Doseme
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Abstract

During the 2022 Sinop Balatlar Excavation, a pebble stone mosaic floor was unearthed. The design of the
mosaic, which adorns the andron room of a private residence, is U-shaped and the east-west kline sections are
planned without decoration. The pebble floor placed horizontally and vertically on a pink nucleus is called the
“hedgehog” model. Surrounded by ranke, wave and palmette motifs, a small part of the mosaic, which we think
shows a flying Eros and his wingtips on it, has been preserved in the southwestern corner of the main panel. It
is very important with the placement technique of the stones on it and the pattern repertoire created with white
pebbles on a black ground. Compared to contemporary examples, the pebble mosaic dated to the end of the 51
century BC includes the Gordion and Olynthos mosaics, where the mosaic tradition in Asia Minor dates back, it
occupies an important place in the ancient mosaic chronology as it indicates its existence in the 5 century BC.

Keywords: Sinop, Balatlar Excavation, pebble mosaic, andron, Eros.

Oz

2022 yih Sinop Balatlar Kazisi ¢alismalarinda, ¢akiltasi mozaik bir zemin agiga ¢ikartilmistir Ozel bir
konutun andron odasini stisleyen mozaigin tasarimi U formludur ve dogu bati kline boliimleri bezemesiz olarak
planlanmistir. Pembe renkli bir nucleus iizerine yatayda dikine yerlestirilen ¢akiltagi doseme “kirpi modeli”
olarak adlandirilmistir. Ranke, dalga ve palmet motifleriyle ¢evrelenmis mozaigin, ana panosunun giineybatt
kosesinde ugan bir Eros ve onun tizerinde kanat uglart oldugunu diigiindiigiimiiz kii¢iik bir kisim korunabilmigtir.
Uzerindeki taslarn yerlestirvilis teknigi ve siyah zemin iizerinde beyaz cakil taslart ile olusturulmus desen
repertuvart ile olduk¢a onemlidir. Cagdas drnekleri ile karsilastirildiginda 10 5. yiizyul sonlarina tarihlenen
cakil tasi mozaik Gordion ve Olynthos mozaikleri arasinda Kiiciik Asya’da mozaik geleneginin 10 5. yiizyilda
da varligina isaret etmesi agisindan antik mozaik kronolojisi i¢in de 6nemli bir yere oturmaktadir.
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Introduction

During the 2022 season of the Sinop Balatlar Excavations (Fig. 1), a rectangular
mosaic floor, covering plan squares B1-3, C1-3, and D1-3 of Room XXIII,
was discovered in the east-west direction (Fig. 2). At an height of 44.60 m,
the rubble stone and mortar walls bounding the pavement from the west and
south are partially preserved until the present day. The emblemata in the eastern
part of the mosaic, which goes under Kaynak Street, which provides access
to modern settlements to the south, was deliberately destroyed at an unknown
date. According to the design features of the floor, it is clear that a residential
building with a pastas or prostas plan belongs to the “andron” space. The plan
of the building is not fully understood since the entire building has not yet been
excavated due to the road crossing over it.

The composition and border arrangement of the pebble pavement of Sinop
Balatlar preserved as in-situ has a symmetrical appearance. The outermost thick
border formed with white-gray-black pebbles in the east and west measures
0.40 x 2.50 m The northeastern and northwestern parts of the border have not
survived to the present day (Fig. 3, Drawing 1). It could not be documented
because the northern part of the border was destroyed, and the southern part was
buried under the road. Gray mortar was used on the thick borders in the east and
west. The border inside them measures 1.00 x 2.50 m and has a simpler design.
The ground mortar of the border formed with black and gray pebbles is gray. The
L-shaped arrangement in the northeast and southeast, northwest and southwest

Figure 1
Sinop Balatlar Excavation aerial photograph.

Figure 2
Aerial photograph of the mosaic structure.



Figure 3
Mosaic general view.

Drawing 1
Mosaic drawing.
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of this border enlivens to the central panel. These sections are 0.30 m away from
the perimeter borders where the emblemata is located. In the composition that
continues from outside to inside, there is a thin border with pink mortar formed
with white and gray pebbles extending 0.05 m wide surrounding the entire
composition. The border is followed by a wave motif arrangement of 0.15 m
wide from outside to inside made with white and black pebbles (Fig. 4). Within
this, there are palmette motifs in a thicker border arranged as a continuation (Fig.
5). In this 0.35 m wide border, the composition is created with white and black
pebbles and the mortar is pink. Following this border, another thinner border
measuring 0.05 m surrounds the central composition. The mortar of the border
made of white pebbles, is also pink. The central composition measures 1.50 m in
the north-south direction and 3.60 m in the east-west direction.

The mosaic is technically categorized as pebble mosaicl. It was made using
monochrome (black-white / gray) colored pebbles collected from the waterside.
The oval pebbles were placed vertically rather than horizontally on a shallow
statumen in the Sinope Mosaic (Fig. 6). To distinguish the vertical placement
technique from the horizontal, we would like to call it the “hedgehog model™.

1 There is no term for this type of mosaic in ancient sources. See also Salzmann 1982: 9.

2 “Oval-shaped, vertically- laid pebbles.”
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Figure 4
Border with wave pattern.

Figure 5
Palmette border.



Figure 6
“Hedgehog” form view detail.
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The mosaic flooring, located in a square-planned space, was planned considering
the entrance of the space. The U-shaped design is first surrounded by a border of
waves and then palmette decorations in three directions on the outer part from
outside to inside. The northernmost part of the space, below the kline, is decorated
with a wider curling branch / ranke motif (Fig. 4). Although the northern kline
area is decorated with ranke motifs, there are two undecorated areas on the east
and west (Fig. 7). Since these areas were also planned for the placement of the
klines, they were not decorated with any special decoration but were flat paved
with coarser pebbles placed vertically (in the form of “hedgehog”).

The ornaments forming the border designs were made by preferring light colors
on dark ground pebbles. In the southeast corner of the main panel, there is a
winged Eros figure facing east holding a beak-mouthed vessel (?) with a handle
in one hand, and a torch in the other (Fig. 8). Although it seems likely that
it was placed in the four corners of the floor, it seems more likely that it is a
single figure when considered in terms of symmetry. On the main panel above
the figure of Eros, there is a decoration resembling eight wing tips, which are
quite damaged. This decoration reminds us of the tips of the eagle’s wings in
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Figure 7
Undecorated area on the mosaic.

Figure 8
Winged Eros figure on the main panel.

the allegorical expression of the myth of Zeus’ abduction of Ganymede with the
eagle metamorphosis® (Fig. 3). The scene of Ganymede’s abduction by Zeus on
the pebble mosaic floor unearthed during the drilling excavations carried out
in the Inceday1 neighborhood near the Sinop Archaeological Museum in Sinop
supports this hypothesis.

3 LIMCV, 162 et seq. nr. 170, 178, 164 nr. 211 see Ganymede (H. Sichtermann). For the purpose of
artistic comparisons on the Ganymede theme see Phillips 1960: 242-262.

4 Although not contemporary, it is possible to see examples of the Zeus-Ganymede theme outside
Sinope. For example, on a mosaic from Morgantina dated to the second half of the 3™ century BC,
Zeus is again seen in the form of an eagle with open wings (LIMC 1V, 216, nr. 170; Boselager 1983:
20-24). It is possible to observe similar decoration on later mosaics. See for example. LIMC IV, nr.
178, 211, 216.



Sinop Balatlar Excavation Pebble Mosaic Pavement / Sinop Balatlar Kazis1 Cakil Tasi Mozaik Déseme 207

The mortar bed, which helps the oval pebbles to be placed vertically, is also quite
remarkable with its unusual structure and pink color (Fig. 4). This is because the
mortar contains a lot of small particles of broken ceramic sherds.> The dense
ceramic fractures among the pebbles, which exhibit a very different application
technique from the contemporary mosaics, give the impression that they were
placed specifically between the joints. The mosaic floors found in Sinope and
previously introduced by Hazar Kaba and Eray Aksoy also feature a “hedgehog”
model and pink bed mortar (Kaba - Aksoy 2022: 117-139). In other words,
the “hedgehog” model pebble mosaics of Sinope are similar to each other in
terms of technique and interiority, forming a group. To understand the accuracy
of this observation, the mortar analysis of the pavement found in the Balatlar
excavation was needed and samples taken from the joint of the mosaic were sent
to Ankara Hac1 Bayram Veli University, Faculty of Fine Arts, Department of
Conservation and Repair for analysis.® The on-site cleaning and conservation of
the mosaic was planned and carried out by restorer Sedef Oztiirk Hetto.

Andron Spaces and Pebble Mosaics

Pebble mosaics were mostly used in androns (Westgate 1997-98: 95 fig. 1). The
U- shaped design on the mosaics is a very important indicator for defining the
room space. The main reason for defining the room as andron is due to the pebble
mosaic design found in the Sinop Balatlar Excavation. The mosaic design was
made according to the placement of the klines and especially the sides of the
kline areas, for this very reason, were covered with undecorated and larger-sized
pebbles (Fig. 3).

In the design of the Andron rooms, especially in the mosaic design, which was
made invisible by the couches, the edge floors outside the panels were made with
secondary workmanship. There are no ornamental elements in the mosaics found
here. In the Balatlar mosaic, the undecorated floors covered with coarser pebbles
on both sides of the design, support the same idea. A similar situation can be
seen at Olynthos, Corinth, and many other places. In terms of ornamentation, the
general impression is that Hellenistic houses were more elaborately decorated
than their Classic predecessors (Westgate 1997-98: 111).

Although the main advantage of the mosaic used in the dining room seems
to be to show outsiders that it is a classical house that is constantly visited, it
must also have other purposes: First of all, it is waterproof, and most of them
have a drainage connection to drain the water when the floor is washed. These
rooms, the androns, were systematically planned in isolation from the other
rooms. Sometimes the androns were connected by a separate front room (side
room), the reason for the need for such privacy must have been to prevent direct
contact with men. Unfortunately, the existence of such a room in our current
structure could not be understood due to the inability to move the excavation
towards the road. The symposium events organized in these spaces also gave
the hosts a chance to welcome outsiders. The symposium, attended by less
formal groups of friends and relatives who met, became dependent on mutual
hospitality and loyalty (xenia). Eating with these diverse groups helped to create
the interpersonal connections that form the basis of community, and thus strong
bonds between individuals (Westgate1997-98: 97).

5 Itis possible to see a similar practice in Delos in opus tesselatum mosaics, except for pebble mosaics.
A joint filler described as reddish/pinkish mortar was used in some of the Delos mosaics, thus making
the surface shiny. See also Dunbabin 1979: 268.

6 Unfortunately, the results were not available in time for this article, therefore, we cannot provide
detailed information on this issue.
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Analogy

The earliest known pebble mosaic of the Late Bronze Age that can be defined
as a mosaic was found at Usakli Hoyiik. Later, floors from the Archaic and
Classical periods were found at Gordion and pebble floors used with tesserae
appeared at Assos (Bing6l 1997).

The existence of such paved floors in Sinope was first revealed during excavations
in the early 1950s (Akurgal - Budde 1956). The pebble mosaics at Sinope, which
were severely damaged due to the construction of the Temple of Serapis, were
the first pebble mosaic floors recorded in the region.

Unfortunately, this mosaic consisting of a row of borders with acanthus frieze,
then another border and animal depictions made with light-colored pebbles on a
black ground has not survived to the present day (Salzmann 1982: 113; Bingdl
1997: 42). Since there is not enough information about this mosaic, we do not
have the chance to dwell on it. Although many pebble mosaics were reported
during the drilling and rescue excavations carried out in Sinope on various
occasions, unfortunately, most of them could not be published except for a few
examples (for example, see Kaba - Vural 2018: 439 - 464).

The border design on the pebble paving, which is the subject of this article,
presents the same combination as the border design of the black and white
pebble mosaic in the andron of the villa of good fortune in Olynthos, and in the
center the same combination with Dionysus where his procession is depicted
(Dunbabin 1999: 7-9 figs. 4-5).7 In the border design of the Olynthos example,
there is a wave pattern made with black pebbles on a white ground on the
outermost side and again a palmette frieze inside it. The mosaics dating to this
period were influenced by textile design and red-figure techniques. Studies on
the mosaics of Olynthos do not provide detailed information about the mortar
content. Publications indicate that the pebbles were placed in a cement/mortar
(Robinson 1952: 231).

The depiction of Eros placed in the south-east corner on the Sinop Balatlar
example, as well as the Centaur placed in the corners on the mosaics, reminds
us of the Centaur Baths in Corinth dating to the late 5% century BC (Salzmann
1982: 95 kat. 63 taf. 9.1-3; Dunbabin 1999: 6 figs. 1-2).

The placement of pebbles in pebble mosaics can be a criterion for dating. For
example, in the pebble mosaic pavements found in Eretria and dated to the
4th century BC, it is noteworthy that the pebbles were placed horizontally on
the mosaic bed. In dating these mosaics, the Panathenaia Amphoras found in
large quantities in the peristyle courtyard of the house in Eretria were also used
(Ducrey - Metzger 1979: 36). The mosaic house of Eretria, named after its
pebble mosaic floor, is located at the foot of the acropolis of the ancient city.
According to the excavators, the house was repaired and was destroyed by an
unknown event about a century later. There are two or three andron rooms in this
house and the mosaic found in one of them is quite special. It depicts a Nereid
(probably Thetis) carrying a weapon to Achilles, and the figural panel is framed
by a wave pattern (Franks 2014: 156-169).

7 Campbell, who works on the workshop determination and dating of mosaics, has identified various
criteria for the determination of the mosaic workshops in Turkey. One of these criteria is the
combination of patterns that make up the border design. For detailed information see. Campbell 1979:
287-292. Although Campbell’s article covers Roman Mosaic Workshops, it is possible to use the same
criteria for mosaics dating to the Classical and Hellenistic Periods.
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The most important of our comparison examples are the pebble mosaics
previously found at the same site, the ancient city of Sinope. Sinope is a well-
known port city on the southern Black Sea coast and an important settlement that
managed to become one of the few Anatolian centers to provide pebble-mosaic
floor samples (Kaba - Aksoy 2022: 117-139).

In the design of the pebble mosaics found in Sinope, subjects such as depictions
of various sea creatures, aquatic animals, bucrania, star and sun motifs, wave
bands, griffins, and hunting scenes were generally preferred.

The pebble mosaics, recently published by H. Kaba and E. Aksoy, were unearthed
in a house with rooms arranged around two large courtyards. The pebble mosaics
found in Balatlar and the pebble mosaics found in Yalnizlar are very similar in
terms of the border decoration with dark wave motifs on a light-colored ground.
Although the Eros figure in the corner of the design in Balatlar is very similar to
mosaic B in the Yalnizlar Mosaic, it is obviously more stylized.

Almost all known examples have been found in houses. In Greek domestic
architecture, it is quite common to find pebble mosaics decorating the floors of
rooms adjacent to a courtyard and side by side, and it is also quite common for
the first of two adjacent rooms to function as a front room and the other as an
andron. This is also evident in the plans of Olynthos houses® (Robinson 1932:
16-24).

Since the pebble mosaic technique of Olynthos is well known and most of these
examples are represented by Olynthos, they provide important comparative
examples. The mosaics of Olynthos and the mosaics of Sinope show parallels,
but different techniques were applied in the laying of the stones and the content
of the scenes partially differed. In addition, there are significant similarities
between the floor mosaics in Sinope Yalnizlar and the floors in other centers (such
as Sikyon, Eretria, Ambrakia, and Pella). For this reason, the floors at Yalnizlar
are considered among the pebble mosaics of the wider ancient world, rather
than Olynthos or any other single center. Given both the quantity and quality
of the examples from Sinope, it is now clear that such floors were also popular
in Sinope in the past. Despite being far from the center, Sinope’s adaptation
to the rest of the Greek world, in the use of pebble-mosaic floors, is both a
very important sign of interaction and a representation of wealth, luxury, and
elegance. The map of pebble mosaics should now include the pebble mosaics
found in Sinope, including the Balatlar.

Dating

Pebble mosaics are often quite difficult to date. Even those already dated are
controversial (Dunbabin 1979: 266). Therefore, we have to establish some
criteria that will help us in dating. We think that the placement techniques of
the pebbles forming the pebble mosaic floors are very important. When we
look at the early examples, the vertically placed pebbles, which we define as
“hedgehog-shaped”, are quite remarkable. It is possible to observe this practice
in Tiryns and on some of the Sinope mosaics. However, in the publications on
Sinope pebble mosaics, the construction technique and placement of the pebble
mosaics have been neglected in technical terms. Especially the “hedgehog”
form and the pinkish bedding mortar feature have not been included. Since
we had the chance to look at more detailed photographs of the mosaic, it is
noteworthy that the pebbles in the pebble mosaics found in Sinope were placed

8 On the dating of houses at Olynthos, Hoepfner - Schwandner 1994.
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in a “hedgehog” form, that is, vertically, and especially due to this placement,
a deep joint opening was exposed, and this opening was filled with very small
broken terracotta sherds (?) (Fig. 9).

As mentioned before, we have not received the mortar analysis results yet.
However, even if there is at least a mixed mortar bedding, the terracotta density
in this mortar should be taken into consideration. The dense terracotta-tempered
mortar, which we see especially in the cistern plasters, is quite suitable for
watery floors and walls. The reason why this type of mortar was preferred for
the mosaic floors in the androns must be the frequent cleaning of the floor with
water. It is noteworthy that the pebbles were placed horizontally on the floor
in the Olynthos, Pella, and Corinthian mosaic examples, which are among the
early decorated pebble examples. In other words, both the bed mortar and the
vertical placement of the stones are quite different in Sinope examples compared
to Mainland Greece.

Salzmann identified four major stylistic phases on pebble mosaics: In the 5% and
early 4t century BC, figural mosaics were made with white pebbles in silhouette
form with few details. In the middle of the 4™ century BC, pebbles such as red and

Figure 9
The terracotta density in the mortar.
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yellow were added to the colors, and the exterior details were silhouetted with
simple shading techniques. In the 330s BC and onwards, the pebble technique
in Pella reached its peak, and exterior color effects were enhanced by using fine
colors and lead on the mosaics. By the 3™ century BC, we can say that reality
and dramatic expression were completely replaced in favor of decorative figures.
Obviously, in later periods, pebble mosaic producers realized that they could
never effectively reproduce the complexity of contemporary painting (Salzmann
1982).

The floral and dwarf designs on contemporary ceramics also provide guidance
in dating and evaluating mosaics (Salzmann 1982: 14-20). Curved branches
similar to vine branches, a wide variety of flowers, stars, crowns, and bells, and
the shape of traditional palmettes on ceramics can guide us in dating. This will
be a method that can give an idea in terms of style-critical comparison. This is
because the palmette motifs found on mosaics in Macedonia or Illyria are similar
to those found on all South Italian vases. Probably one of these arts must have
influenced the other (Robertson 1965: 82-83). Floral decorations developed in
the 4t century BC. The designs made with dark-colored pebbles on a light ground
remind us of the black ground technique on ceramics based on the previous
argument. It was extensively used on vessels from Attica, Boeotia, and Southern
Italy, especially in the 5t and 4% centuries BC. In terms of character, as in the
mosaics dated to the late 5™ century BC in Olynthos, the mosaic in the andron of
the Sinop Balatlar residence is dominated by light-colored pattern designs on a
dark ground. This is also the case for the other pebble mosaics found in Sinope.
In the pebble pavement of the building known as the Centaur Bath in Corinth,
the figure of a Centaur in one of the corners was made with light-colored pebbles
on dark ground (Salzmann 1982: 95 kat. 63 taf. 9.1-3).

Terracotta ceramic sherds dating between the 2" century BC and the 4t century
AD were found during the investigations around the mosaic. In addition, 18-
19t century ceramic sherds found close to the mosaic floor indicate that the area
was used until the Late Ottoman Period and that the destruction continued for a
long time. Therefore, there is no contextual group of finds on the floor that can
help dating. Consequently, the archaeological data obtained could not be used
to date the mosaic.

One of the closest examples to the Balatlar Mosaic is the “Yalnizlar Mosaic”
found in Sinope and dated to the middle of the 4™ century BC (Kaba - Aksoy
2022: 132-136). The Balatlar mosaic must be from an earlier date than the
Yalnizlar Mosaic due to its workmanship and lack of detail.

The dating of House 26 in Olynthos constitutes one of the most important criteria
for us. The earliest figure with mythological scenes on mosaics is the mosaic
with palmettes and animal figures from Corinth.? Olynthos mosaics date back to
the 5t century BC. In his study, Robinson proposes another dating criterion as
follows: “If they (the palmettes) were later than the 4t century BC, the tips of
the petals of the palmettes would be directed upwards rather than downwards”
(Robinson 1932: 17). Moreover, in another house numbered 31 in Olynthos, the
downward turn of the petals of the four-leafed palmettes in the pebble mosaics
consisting of floral palmettes designed in a central circular form indicates the 5th
century BC art (Robinson 1932: 20 fig. 4).

9 T. L. Shear believes that the Corinthian mosaics are as early as the Olynthos mosaics (Shear 1929:
526-528 fig.10), however, Robinson concluded that the Corinthian mosaics are later than the Olynthos
mosaics because the red figure fragments found at Olynthos were dated to the 5 century BC
(Robinson 1932: 17).
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Context finds constitute the primary dating criterion in mosaic studies. Then, the
technique and design of the mosaic are evaluated by making an analogy with the
style criticism method. Since there was no context found in the Sinop Balatlar
example, we will consider the placement of the pebbles and the styles of the
preserved palmettes as dating criteria. When we look at figure 10, the palmette
belt following the wave pattern at the entrance of the andron is very important
and the petals of these palmettes are directed downwards (Fig. 10). For this
reason, we believe that the pebble mosaic found at Balatlar should be considered
contemporary with the mosaics of Olynthos and dated to the late 5t century BC.

Pebble Mosaics and the Problem of Chronology

Ancient mosaics are generally analyzed in two categories: natural pebble
mosaics and hand-shaped cut-stone mosaics. Pebble mosaics, as they are
technically called, are clearly considered the earliest form of mosaic. However,
the debate about the origin of this type of mosaic has not yet ended.19 Before
starting this discussion, reviewing the definition of mosaic is useful. Mosaic is
the name given to the art of combining various colored materials such as stone,
glass, terracotta, and marble to form a pattern. In other words, it is not possible
to call a pavement made of stones arranged side by side without any pattern as
a mosaic. But perhaps it can be accepted as one of the steps in the emergence of
this type of art.

Dieter Salzmann in his book (Salzmann 1982) “Untersuchungen zu den antiken
Kieselmosaiken” dealt with and evaluated the pebble mosaic problems on a very
broad basis, but the discovery of new examples in the past period has caused us
to bring this issue to the agenda again.

The earliest known application that fits our definition, that is, where stones of
different colors are brought together to form a pattern, is found at Usakli Hoytik.
The Late Bronze Age pebble pavement found during the 2018 excavation

10 For example, Salzmann, an important researcher on pebbles, believes that although the technical
invention of pebble mosaics is Near Eastern, they are of Greek origin, based on the Late Bronze Age
example from Tiryns, and argues that they continued in the same region in the Geometric and Archaic
periods (Salzmann 1982).

Figure 10
The palmette belt following the wave pattern.
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season and dated to around 1500 BC shows black and white colored river stones
arranged in a triangular pattern that do not touch each other (D’ Agostino 2019:
1-8 figs.5-6).

It is suggested that this pattern example was continued by the Tiryns pavements
dating back to around 1200 BC. In 1974, the excavations in the so-called
Westtown part of Tiryns and the pebble pavement unearthed on the floor of
the house called House 49 formed the basis for this suggestion (Podzuweit -
Salzmann 1977: abb. 2-5). However, in the Tiryns example, the oval-shaped
pebbles were placed horizontally and haphazardly without forming any pattern
in a style that can be called “hedgehog” paving.1! Therefore, it is not possible to
accept the floor covering at Tiryns as a mosaic. If we accept every floor made by
arranging pebbles without creating any pattern as a mosaic, we will have to go
back to the Neolithic Period in Anatolia.1?

On the other hand, excavations in Gordion, the capital of Phrygia, not far from
Yozgat, which is home to the Usakli Hoylik in the Central Anatolia Region,
unearthed the pavements indicating the continuation of the mosaic tradition.
It is noteworthy that a heterogeneous design consisting of random geometric
patterns was applied on the floor dated to the 8t century BC. The Usakli Hoyiik
pavements show that the sophisticated decorative mosaics unearthed at Gordion
did not emerge by chance, but that a pre-existing art continued.!?

The practice of arranging small pebbles in a checkerboard pattern, which
we think originates from local traditions, is a practice seen both in Syrian-
Hittite cultures and in Assyrian provincial palaces. Evidence for multicolored
pavements in the Iron Age is known from Phrygian Gordion in Central Anatolia.
However, the Mycenaean pebble pavement at Tiryns is considered to be the
earliest known example of mosaic art and has been dated about 600 years earlier
than examples from Gordion, Arslan Tash, and Till Barsib, suggesting that these
eastern examples were influenced by Tiryns (Podzuweit-Salzmann 1977: 127).
However, the pebble mosaic pavement found at Usakli Hoyiik in 2018 invalidated
this hypothesis. Nevertheless, although it is difficult to suggest a logical stylistic
development between the Usakli pavement and the Phrygian or Syrian-Hittite
examples, the multicolored and patterned designs and later pebble mosaic floors
should be considered as a possible source of inspiration (D’Agostino 2019: 7).

11 Salzmann presented the discovery of the mosaics at Tiryns as evidence that the transformation of these
pavements into decorated pebble mosaics was not only practiced in Asia Minor in the 8t century BC,
but also in the Mycenaean period. It cannot be said whether this Asiatic art in Mycenaean Greece
was developed enough to influence the mosaics of Asia Minor and Classical Greece (Podzuweit -
Salzmann 1977: 137). However, the mosaics found at Usakli Hoyiik show that the researcher reached
some preliminary conclusions which proved to be incorrect, as a result of the discovery in 2018 of a
floor dated to 1500 BC in the courtyard of a Hittite temple to the east of the building, named Usakl1
Hoyiik Building II (D’ Agostino 2019: 1-8 figs. 5-6). Instead of pebbles, these mosaics are new mosaic
pavements made with stones that we can perhaps call river stones, which are larger than pebbles and
have changed/updated the status of the earliest mosaic example in chronology. In terms of design, it
has a geometric plan consisting of triangles that do not touch each other.

12 Patterned mosaic floors have also been found in the open courtyards and passageways of the Arslan
Tas (Thureau-Dangin et al. 1931: 43-44; Bienkowski - Millard 2000: 31) and Tell Ahmar (Thureau-
Dangin - Dunand 1936: 24 plan B 42.1; Bienkowski - Millard 2000: 291) Palaces in Northern Syria,
at Tille Hoyiik (Blaylock 2009: 127-170) and Karkamis (Marchetti 2016a: 44-55; Marchetti 2016b:
363-380) on the Euphrates River, and at Ziyaret Tepe (Matney et al. 2017: 222) and Assur (Preusser
1954: 59 pl.30) on the Tigris River and at Altintepe on the Erzincan plain (Ozgii¢ 1966: 8 taf.16, 1.2.).

13 Discovered in 1956, the Gordion Megaron 2 mosaics, consisting of about 33 eclectic geometric
designs that were not integrated with each other, were dated to the 8th century BC with their contextual
assemblage (Young 1965: 10) and were considered the earliest pebble mosaics for a long time. The
most important technical feature of the Gordion mosaics is that the pebbles of different sizes were
placed in one mortar.
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As can be seen from the examples described above, the pebble mosaics of
the Early Period generally have simple decorative features. In the following
periods, they made great progress and evolved into highly sophisticated designs.
Technically, all of the pebble mosaics have a similar application; a coarse layer
of mortar at the bottom, which can be called blockage, another thin layer of
mortar on top similar to plaster, and pebbles placed in the layer (Robertson 1965:
72-89).

The floor consisting of triangular geometric patterns that continue without
touching each other, which was uncovered in the temple courtyard of Usakli
Hoylik, evolved into a heterogeneous design of random geometric patterns at
Gordion.? Subsequently, it has been suggested that this tradition was somehow
forgotten until the 5t century BC, after which it suddenly appeared spontaneously
in Olynthos without any precedent. However, the textile-patterned mosaics
consisting of adjacent meander strips made of white, yellow, and dark blue
pebbles dated to the late 5 and early 4t centuries BC at Gordion (Salzmann
1982: 94 kat. 52-56 taf. 6, 3-4) are an important indication of the continuation of
the tradition in the same place and should not be ignored.

Located just west of the Dardanelles (Gallipoli Strait), Olynthos was a very poor
small city when it was first founded. The capital of the Chalcidian League, the
city began to make a name for itself only in 432 BC (Robertson 1965: 72 - 89).
In the new city, which was designed on the hippodamian plan as in Miletus,
the androns of the houses were decorated with beautiful mosaics.!> In 1952,
Robinson dated the mosaics he found in the “villa of good fortune” at Olynthos
to the late 5™-early 4th century BC, before the Hellenistic Period (before 323
BC). In the dating criteria used in the study, the hippodamian plan used before
the Hellenistic Period and some finds with seals before Alexander the Great
were taken into consideration, rather than the technical and the critical stylistic
features of the mosaics (Robinson 1952: 234-235).

In her study published in 1979, K. M. D. Dunbabin focused especially on the
dating criteria of Hellenistic Period mosaics and mentioned that they were found
in peristyles surrounding two or three sides, and in the androns and courtyards of
some houses in Olynthos (Dunbabin 1979: 265-277). Around the courtyard, the
men’s dining room, called andron, was arranged with a mosaic or mortared floor.
On these floors, there must have been klines on which diners reclined slightly
above the ground.

On the pebble mosaics of the dwellings dating to the last quarter of the 5% - first
half of the 4th century BC, different mythological scenes appear for the first
time (Robertson 1965: 73). In other words, geometric patterns are replaced by
mythological designs with figures. Therefore, the general opinion is that the first
mosaics with mythological themes developed in Mainland Greece in the 5t and
4t centuries BC and were a Hellenic idea.

For example, according to K. M. D. Dunbabin, one of the most respected mosaic
experts, the earliest pebble mosaic appeared spontaneously and independently
at Olynthos in Mainland Greece, and it is doubtful whether this new type
was influenced by the mosaics of Asia Minor and Assyria in the 8t century
BC (Dunbabin 1999: 5). D. Salzmann, on the other hand, states that relatively

14 The mosaic tradition of Asia Minor is thought to have continued in Gordion until the 5™ century BC
(Salzmann 1982: 35).

15 Of the fifteen decorative and figured pebble mosaics found at Olynthos, eight were found in androns,
one in the anteroom, two in the andron with the anteroom, one in the pastas and three in the courtyards
of houses (Robertson 1965: 73).
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few pebble mosaics are known outside Mainland Greece and the islands and
argues that Greece is the main center of pebble mosaic art, and that the mosaics
found in the Greek colonies, especially in the Black Sea, are purely mainland
traditions (Salzmann 1982: 35). However, when we look chronologically, we see
a very similar floor design to the one we see in the Megaron II of Gordion, in the
Swastika Mosaic, and on the Circle at Olynthos dated to the late 5™ - early 4th
century BC (Salzmann 1982: 100 kat. 83 taf. 8,1). Therefore, contrary to popular
belief, the artistic interaction must have been from east to west rather than from
west to east.

The mosaics found at Gordion in Asia Minor in the 8" century BC, followed
by the examples from Olynthos and Motya in Mainland Greece, have long been
included in the literature as examples of early and chronologically consecutive
pebble mosaics (Dunbabin 1999: 5). This sequence is likely to be disrupted by
the pebble mosaics found in different excavations in Sinope that are recently
being published. As claimed, ignoring the existence of the late 5 century and
early 4th century pavements in Gordion, then a gap of about three hundred years
and then suddenly appearing in Olynthos, should not be the case. The Sinope
examples show that the reason for the gap is not that the mosaic art ended before
it started in Asia Minor, but that the intervening examples are still not excavated
or unpublished. In a few individual examples published, only an introduction
has been made and the subject has not been examined in detail. 16

Towards the end of the 4™ century BC, we encounter highly sophisticated
pebble mosaic floors at Pella (Dunbabin 1999: 10-15). After this, from the mid-
3 century BC onwards, the transition to mosaic floors made in the tesselatum
technique began, with the first known examples at Morgantina in Sicily.1’

Conclusion

In conclusion, pebble mosaics were probably first used in public buildings, and
then they were applied in residential buildings. This suggestion of Salzmann,
who points to Greece as the place of origin and development of pebble mosaics,
has become open to discussion. Because the earliest known examples in Greece
are the undecorated House 49 in Tiryns (Podzuweit - Salzmann 1977: 123-137)
and the mosaics found in the building called “Building Z” (probably a house) in
Keramaikos, Athens, are dated to the 3™ quarter of the 5% century BC, around
430 BC (Knigge - Kovacsovics 1983: 218-219 fig. 18). These two examples are
followed by the mosaic from the Baths of Centaur in Corinth (Salzmann 1982:
kat. 63 taf. 9.1-3). These mosaics are not of the traditional type; they were made
with white pebbles on a dark ground and a darker mortar was used than the black
pebbles.

The mosaics of Peiraeus, composed of white-colored pebbles on black pebbles
with figures driving chariots, have been dated around 376 BC by comparing
them with mosaic floors found in cities such as Pergamon, Delos, and Corinth. In
these examples, no other supporting archaeological material other than stylistic
criteria was used (Donalson 1965: 77-88).

16 See for example. Priene (Rumscheid 1998: 95 abb. 75; Bing6l 2023: 223 fig. 295).

17 In addition to these examples, there is very little evidence of Hellenistic mosaics dating before the
2" century. When we look at these examples, we notice two features of the floors (including the
Morgantina examples); the first is formed by irregular stone forms, irregular and dominating and
partly homogeneously shaped tesserae, and the other is artificially shaped stones, meaning regular
and irregular stones in the same pavement. Unfortunately, most of the dates of these pavements are
disputed (v. Boselager 1983).
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To conclude, we should emphasize that considering the newly published mosaics
from Sinope, after the Gordion examples it is not possible to say that the pebble
mosaic tradition evolved into figurative examples displaying mythological
subjects in Olynthos and developed in Mainland Greece. In other words, it
would be a biased and erroneous point of view to ignore Asia Minor, where very
early examples of the pebble mosaic tradition were also seen, and to suggest that
it emerged and developed spontaneously in the west in Mainland Greece.

The mosaic pavements that emerged in Anatolia later developed not only in
Olynthos, Pella, etc. but also had a significant presence in Sinope. These mosaics
found in Sinope can be interpreted as the influence of the Mainland practice on
the colonies (Salzmann 1982: 35), or they can be explained as an integration
of the pebble mosaic tradition seen at Olynthos from Northeast Asia Minor
(Robertson 1965: 83). However, the most appropriate interpretation would be
the latter; why would a mosaic tradition that began in Anatolia be forgotten and
then spontaneously appear elsewhere! Of course, it is not extraordinary that it
continues to exist in the culture from which it originated, on the contrary, it is
what should happen naturally.
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Abstract

This paper explores the intricate mosaic artistry at the Phra Si Rattana Chedi, within The Emerald Buddha
Temple. Focused on the gold-mosaic patterns adorning the stupa walls, the study examines its historical
significance dating back to King Rama I's reign. Serving as a poignant symbol of Thailand's cultural opulence,
the stupas resplendent mosaic adornments showcase impeccable craftsmanship. Through meticulous
classification and analysis, this paper unveils the profound interplay between artistic expression, cultural
heritage, and architectural magnificence within this revered sanctuary.

Keywords: The Phra Si Rattana Chedi, Wat Phra Kaew, mosaic patterns, mosaic materials, architectural
elements.

Oz

Bumakalede, Ziimriit Buda Tapinagi 'ndaki Phra Si Rattana Chedi 'deki karmasik mozaik sanati incelenmektedir.
Stupa duvarlarini siisleyen altin mozaik desenlerine odaklanan bu ¢calismada, Kral Rama I'in saltanatina kadar
uzanan mozaiklerin tarihi énemi ele alimmaktadir: Tayland’in kiiltiirel zenginliginin dokunakli bir sembolii
olarak hizmet eden stupanin muhtesem mozaik siislemeleri kusursuz isgilik orneklerini sergilemektedir. Bu
makale, titiz bir simiflandirma ve analiz yoluyla, bu saygi duyulan kutsal alandaki sanatsal ifade, kiiltiirel miras
ve mimari ihtisam arasindaki derin etkilesimi ortaya koymaktadr.

Anahtar Kelimeler: Phra Si Rattana Chedi, Wat Phra Kaew, mozaik desenler, mozaik malzemeler, mimari
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The current situation of mosaic at the Phra Si Rattana Chedi in the temple of The
Emerald Buddha (Wat Phra Kaew) the object of this paper, is part of doctoral
thesis called “To create parametric art from Tessellation and Aesthetic features
of Thai mosaic.” which is developing at the Faculty of Fine and Applied Arts,
Khon Kaen university, Thailand.

This study focuses on the gold colored mosaic patterns and materials on walls
which can be found at “Phra Si Rattana Chedi” in the temple of the Emerald
Buddha (Wat Phra Kaew). The study is limited to areas of the mosaic which can
be easily accessed from the ground.

1. A Brief History About the Temple of The Emerald Buddha (Wat
Phra Kaew)

The temple of The Emerald Buddha (Wat Phra Kaew), situated within The Grand
Palace in Bangkok, holds great historical significance and carries a profound
legacy (Fig. 1). Its construction can be attributed to the benevolence of King
Rama I (20 March 1737 — 7 September 1809 AD), a prominent monarch who
established Bangkok as the capital in 1782 and undertook the establishment of
the Grand Palace. This practice of erecting royal temples within palace precincts
traces its roots back to antiquity, exemplified by notable instances such as Wat
Mahathat in the Sukhothai Palace and Wat Phra Si Sanphet in the Ayutthaya
Palace.

The temple of The Emerald Buddha serves as a sacred sanctuary for numerous
momentous state and royal ceremonies, ceremoniously presided over by the
reigning monarch and attended by eminent government dignitaries. This elevated
role has endowed the temple with unparalleled significance, designating it as the
preeminent national place of worship and a venerated national shrine, profoundly
esteemed by both the monarchy and the state. Such a position solidifies its stature
as an integral element of Thailand’s cultural heritage and a revered symbol of
religious and national reverence (Naengnoi Saksit et al. 1988: 284).

Throughout the years, Wat Phra Si Rattana Satsadaram has received generous
donations of sacred and valuable objects from successive monarchs, transforming
it into a revered treasury. The primary impetus behind the construction of
this temple was to enshrine the esteemed Phra Phuttha Maha Mani Rattana
Patimakorn, also known as King Buddha Yodfa Chulalok the Great (King Rama
I), who had brought the sacred relic from Laos and initially enshrined it at the
building in front of the Phra Prang of Wat Arun Ratchawararam. Subsequently,
upon his ascension to the throne as the inaugural king of the Chakri dynasty
(571279A4n%), King Rama I invited Phra Phuttha Maha Mani Rattana Patimakorn
to be enshrined in the new Ubosot of the monastery on Monday, March 2, 1784,
an event of profound significance (Naengnoi Saksit et al. 1988: 284).

The construction of Wat Phra Si Rattana Satsadaram was deeply influenced
by religious beliefs and cosmic principles. The temple complex encompasses
a diverse array of buildings, each serving specific religious purposes, and
designed in a variety of Thai architectural styles. Despite the diverse architectural
expressions, the constructions remain faithful to the traditional principles of
Thai religious architecture, reflecting a harmonious blend of sacred customs and
artistic craftsmanship (Naengnoi Saksit et al. 1988: 284).

The enduring legacy of Wat Phra Si Rattana Satsadaram as a spiritual sanctuary
and a repository of royal patronage further underscores its profound cultural

Figure 1

Plan of the temple of The Emerald Buddha
(Wat Phra Kaew). Red inset shows the
location of the study area (Naengnoi Saksit
et al. 1988: 284).
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Figure 2

The temple of The Emerald Buddha (Wat
Phra Kaew) in The Grand Palace, Phra
Nakhon, Bangkok, Thailand (Naengnoi
Saksit et al. 1988: 284).

significance within the realm of Thai religious and architectural heritage as
shown in (Fig.2).

2. A Brief History About the Phra Si Rattana Chedi

Thai cultural heritage is not complete without stupas. The stupa is referred to
as “Chedi” or “Phra Chedi” in Siamese. “Phra Chedi” is the Thai word for a
reliquary or a religious monument. Many “Chedis” with different sizes and
decorative styles may be present in one Wat, or there may be just one “chedi”
that is fairly enormous. Stupas are most frequently used to house holy relics
and serve as centres of devotion for Buddhist communities. A meritorious act is
circumnavigating the Phra Chedi or the Bot with lit candles. On certain Buddhist
holy days, such as Wisakhabucha day, Thai Buddhists always carry out this
practice on full moon evenings (Thomprasert 2013: 55 ).

King Mongkut - titled Rama IV (18 October 1804 - 1 October 1868 AD), the
fourth monarch of Siam, was graciously pleased to have The Phra Si Rattana
Chedi (Fig. 3) constructed in 1851, the style of the Great Chedi in Wat Phra Si
Sanphet, Ayutthaya to enshrine the Buddha relics of he got it from Sri Lanka and
gave it the name Phra Siratana Chedi, but the construction not finished when he
passed away (Naengnoi Saksit et al. 1988).

In preparation for the celebration of the 100! anniversary of Bangkok in the
reign of King Chulalongkorn - titled King Rama V (20 September 1853 — 23
October 1910AD) (Bhamorabut 1983), His Highness assigned (Krom Luang
Adisorn Udomdej wsgtantiavenisa nsuniluadfidsanuia, 15 March 1856 —
16 April 1925 AD)! [4], when he held the title of Phra Siratana Chedi. Decorated
with gold mosaic tiles outside and painted interior walls, made door panels and
marble floors inside and graciously bestowed upon Her Royal Highness Princess
Maha Chakri Sirindhorn Sappasat Suphakit when he held the title of Phra Chao
Nong Ya Thee, Prince Thong Tham Thawan. Yawong Tha decorated with gold
mosaic tiles outside the whole body?.

1 P.N. K. N. Museum, 20 July 2024. [Online]. Available: https://culture.ssru.ac.th/event/view/1008.
2 “Siammanussati,” [Online]. Available: http://www.siammanussati.com/?s=Princess+Maha+Chakri+Sirindhorn+.
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According to Mr. Carl Alfred Bock, a notable Norwegian government official,
author, naturalist, and explorer, the commemoration of Bangkok’s 100th
anniversary during the reign of King Chulalongkorn, titled King Rama V, on
the 215t of April 1892, marked a significant event in the history of Wat Phra
Si Rattana Satsadaram. During this ceremony of final dedication, an elaborate
and grand celebration took place, culminating in the naming of the temple as
‘Wat Phra Kaew’ with particular emphasis on the Phra Si Rattana Chedi, which
was adorned with splendid gold mosaic tiles. These mosaic tiles were specially
crafted in Germany, commissioned by H. R. H. Krom Mun Aditson Udom Det
for this auspicious occasion (Bock 1884).

In the year 1932, preparations for the 150" Anniversary Celebration of Bangkok,
during the reign of Prajadhipok, titled King Rama VII (8 November 1893 — 30
May 1941), entailed a restoration project for the exterior of Phra Si Rattana
Chedi. As part of this restoration effort, the gold mosaic tiled walls were repaired,
and damaged mosaic tiles were replaced. Additionally, meticulous attention
was given to fixing intricate decorative elements, such as lotus flowers, rooster
leaves, swan tails, and small chedi on the arch (Bock 1884: 386-387).

The accounts provided by Mr. Carl Alfred Bock offer valuable historical
insights into the significant ceremonial dedications and restoration efforts that
have embellished Wat Phra Si Rattana Satsadaram, contributing to its enduring
architectural splendor and cultural significance (Naengnoi Saksit et al. 1988).

According to Pirasri Povatong, the planning for the commemoration of
Bangkok’s bicentennial anniversary was initiated in 1976, during the reign of
King Bhumibol the Great, titled Rama IX (5 December 1927 — 13 October
2016 AD). A central objective of this momentous event was the restoration
and renovation of Wat Phra Si Rattana Satsadaram. To oversee this significant
endeavor, the Thai Government established a Working Committee for the
Restoration and Reconstruction of Wat Phra Si Rattana Satsadaram in 1976. This
committee consisted of professionals specializing in various branches of Thai art
and architecture (Pirasri Povatong 2021: 3-4).

Recognizing the esteemed importance of the project, the Thai Government sought
the favor of King Bhumibol the Great [8], who appointed HRH Princess Maha
Chakri Sirindhorn as the President of the Board of Directors for the Restoration

Figure 3

The entrance to The Phra Si Rattana Chedi
at the temple of The Emerald Buddha (Wat
Phra Kaew) in The Grand Palace, Bangkok.
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and Reconstruction of the Grand Palace and the Temple. Princess Maha Chakri
Sirindhorn’s eminent position facilitated her leadership role throughout the
implementation of the project, spanning the years 1977 to 1980 AD.

The involvement of the working committee and the eminent leadership of
HRH Princess Maha Chakri Sirindhorn exemplify the commitment of the Thai
Government and the monarchy to preserve and enhance the cultural heritage
of Wat Phra Si Rattana Satsadaram. The meticulous restoration and renovation
efforts undertaken during the bicentennial celebration contributed significantly
to the enduring reverence of this temple within the Grand Palace complex
(Pirasri Povatong 2021: 3-4).

According to Mr. Somchai Supalak Ampaiporn (8218 FadneaialTwws)
(an interview in 25 August 2022 AD), the Phra Sri Rattana Chedi was restored
once again. by changing some of the gold mosaic tiles that decorate the exterior
and restore damaged parts but still retains, it was specially imported for this
purpose from Italy, the characteristics of the original art did not change in any
way architectural style Phra Sri Rattana Chedi is a circular chedi in Lanka style.
The same pattern as the 3 pagodas at Wat Phra Si Sanphet Phra Nakhon Si
Ayutthaya Province It is a pagoda made of bricks and cement decorated with
golden mosaic tiles. Inside the hollow is enshrined a small chedi containing the
Buddha’s relics?®.

Overall, The Phra Si Rattana Chedi symbolizes the intricate craftsmanship,
artistic brilliance, and rich cultural heritage of Thailand, showcasing the
profound connections between Thailand and Italy (Lohapon 2007) through its
splendid mosaic patterns and ornate design. The Chedi remains a treasured gem,
reflecting the nation’s history and its harmonious blending of various cultural
influences.

Objective

The objective of this paper is to classify and analyze the mosaic patterns and
materials found in the Phra Si Rattana Chedi, based on the different architectural
elements present in the structure.

Methodology

This paper utilized a systematic approach to analyze the mosaic patterns and
materials in the Phra Si Rattana Chedi. The methodology included the following
steps:

1. Data Collection: Extensive research was conducted, gathering information
from various sources such as literature reviews, historical records, and expert
insights.

2. Pattern Identification: The collected data were carefully examined to identify
and document the different mosaic patterns present in the Phra Si Rattana
Chedi, analyzing their types based on their design characteristics. Identify the
Geometric Mosaic Pattern (TMGPs), Organic Mosaic Pattern (TMOPs), and
Animal Mosaic Pattern (TMAPs) if present.

3. Categorization: The identified mosaic patterns were categorized based on the
architectural elements within the Phra Si Rattana Chedi, forming the basis for
classification.

3 M. S. S. Ampaiporn, Interviewee, Mosaic restoration at the Phra Sri Rattana Chedi. [Interview]. 25
August 2022.
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4. Frequency Analysis: Perform a frequency analysis of the mosaic patterns
to determine the prevalence of each pattern type. Calculate the occurrence of
TMGPs, TMOPs, and TMAPs among the architectural elements and variations
on The Phra Si Rattana Chedi’s facade.

5. Materials Analysis: Analyze the materials used in the mosaic creation, such as
the types of tesserae, color variations, and any historical references to the origin
and procurement of mosaic materials.

In summary, this paper employed a systematic methodology to classify and
analyze the mosaic patterns and materials in the Phra Si Rattana Chedi. By
examining their architectural elements, cultural influences, and historical
context, the paper aimed to enhance understanding of the artistic significance
and cultural exchange represented by the mosaic decorations.

Results and Discussion

1. Classification of Architectural Elements:

The Phra Si Rattana Chedi is characterized by the presence of three distinct
architectural elements, namely the base part, the middle part and the tope
part. These individual components harmoniously combine to form a visually
captivating and well-composed stupa as following:

1.1. The Top Part:

(Plong Chanal — ddav'lau), then it is the leaves and the top of (DIi Yod — U&
#am) the beads (Swn-Pixng-Chin - & uddavlau).

1.2. The Middle Part:

Above it is a square (Banllang-Chedi-Klom — 1iaavfi) throne with a pillar to
support the joint (Sao Han — L&1%1U) which is made of 20 layers of glass beads
from large to small overlapping.

1.3. The Base Part:

Chopping board, the lotus base (Than-Pathum — §1u1I3i) base with garlands
of 3 tiers (Malai Thao - 3NRagnuAILal 3 du), alternating with the base of
the inverted lotus bell supporting the bell (Bua-Pak-Rakhang — ad@As¢99159
AAWU), The exterior is all covered with golden mosaics (Fig. 4). The description
of the classification of architectural elements is shown in table [1] (Cha-Um
2011: 154).

2. Classification of Mosaic Patterns and Materials that Covered the
Phra Si Rattana Chedi

Glass mosaic decoration is an intricate process that involves applying glass
Materials to various surfaces, creating visually captivating aesthetics. It serves
both decorative and architectural purposes, enhancing the overall beauty of
objects or structural elements (Silvers 1996). One notable form of glass mosaic
is the gold glass mosaic, which exhibits a brilliant shimmer akin to precious
gemstones when illuminated by light. This type of mosaic is particularly favored
in religious architectural components, such as the renowned Phra Si Rattana
Chedi, not only for its ornamental value but also for its ability to contribute to
the preservation of architectural integrity over time, thus enhancing its longevity
and visual appeal. Furthermore, the resilience of glass mosaic to the elements,
including resistance to the effects of sunlight and rain, further solidifies its appeal
in these applications.
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Figure 4

Architectural elements of The Phra Si
Rattana Chedi at the temple of The Emerald
Buddha (Wat Phra Kaew) in The Grand
Palace, Bangkok.

Table 1
Classification of Architectural Elements.
NO Level of Architectural Thai Name English Name Discerption of the architectural elements
Elements

1 fiuldaslau Swn-Pixng-Chin Popularly made from crystal ball, looks like a drop of water
called “Dew-Drops”

2 The tope part U&aan Pli-Yod Pointing to the sky, the path to Nirvana

3 Udaslau Plong — Chanal or Chin Called top end of the Pagoda, made into a mosaic lotus
flowers from large to small, to support “Pli-Yod” shape

4 suLlisvnau Round chopping board Inverted cornice on top

5 L®IRU Sao-Han Components element, made into a round cylinder, tiered

The middle part position in all 8 directions

6 {iadan Banllang-Chedi-Klom An important element, base of 4 corners, support the round
cylinder “Sao-Han”

7 AVATEAINIINAN Rakhang-Chedi-Klom Packing Buddha statue or relics or royal relics and relics

8 suhanumian’la Than-Bow-Lukkaew-Xkki | A mosaic lotus base

9 WAgALAILa 3 du | 3 tiered crystal ball garlands | The name of the element (Lotus petals) it’s like a garland,
hidden 3 layers together at the mouth of the bell

10 1aa1 Baw-Thla Lotus flower, It is a characteristic that was received from
Lanka, but removed the lotus layer facing out

11 Fruinyd Than-Pathum The lotus base (Pathum) symbolizes the lotus flower, which

The base part serves as a foundational support for the Buddha in all of his

gestures and postures

12 Sum-Choranums-The exte-

rior directions

13 20 253U Sum-Choranums-Small chedi
The entrance arches in 4 directions

14 Sum-Choranums-The en-

trance door
15 Sum-Choranums-Lotus and
Lion base
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The utilization of gold glass mosaic extends beyond religious structures to royal
buildings and other significant edifices. During the Rattanakosin period, the
popularity of mosaic decoration saw a notable rise, owing to various architectural
masterpieces. As evidenced by the exemplary design of the Emerald Buddha
within Wat Phra Kaew, located in the Grand Palace of Bangkok, the art of
mosaic decoration has its roots in the era of Ayutthaya, experienced fluctuations,
and experienced a revival during King Rama III’s reign.

Additionally, it is crucial to recognize the unique role played by Italian
professionals serving the Siamese government during this period. These
professionals, including artists, architects, and engineers, played a dual role as
cultural ambassadors, introducing European cultural elements to Siam, thereby
contributing to the richness and diversity of artistic expressions present in the
architectural landscape (Lohapon 2007).

2.1. Classification Mosaic Patterns in The Phra Si Rattana Chedi:

The Phra Si Rattana Chedi, located at Wat Phra Kaew, renowned as the temple
of The Emerald Buddha, stands as a magnificent testament to Thailand’s
opulent artistic legacy, boasting a remarkable array of intricate Thai mosaic
patterns. These patterns are celebrated for their elaborate designs and vibrant
palette, contributing to the awe-inspiring splendor of the Phra Si Rattana
Chedi. This study undertakes a comprehensive exploration encompassing the
classification and systematic analysis of these exquisite patterns, illuminating
their unique styles and designs. Investigating the contemporary state of Thai
mosaic decorative art, the study primarily classifies the mosaic patterns into two
distinctive categories: the first type based on the mosaic pattern itself and the
second type based on the mosaic materials employed at Wat Phra Kaew, the
temple of the Emerald Buddha. The Thai mosaic patterns in the Phra Siratana
Chedi are further organized into three main types:

1. Decorative Thai Mosaic Geometric Patterns (TMGPs)
2. Decorative Thai Mosaic Organic Patterns (TMOPs)
3. Decorative Thai Mosaic Animal Patterns (TMAPSs).

Each category represents a unique approach to mosaic decoration, reflecting the
creative expressions of Thai artisans. as following:

2.1.1. Decorative Thai Mosaic Geometric Patterns (TMGPs):

The fundamental design elements for the decorative geometric pattern at Phra Si
Rattana Chedi encompass essential conceptual components, including the major
shape of mosaic, color scheme, volume, and the mosaic guide line (Andamento).
As individuals encounter these forms, these elements become perceptible in the
mind’s eye.

According to observations, the glass golden mosaic (tessera) patterns elegantly
embellish the form of Phra Si Rattana Chedi, following a grid line pattern at
45° and 90° degrees.as illustrated Diagram (Fig. 5) and (Fig. 6). shows the
construction technique employed for the working lines. In this stage, the lines are
meticulously marked, starting from the center (beginning) point, and extending
outward. The marked lines include a line parallel to the longest wall (Line 1),
a vertical line (Line 3) at a right angle to the rest line, and a diagonal 45° line
(Line 2).

The decorative Thai mosaic geometric patterns (TMGPs) discovered within the
architectural context of through close examination of the relevant documents
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Figure 5

Diagram showing mosaic (TMGPs) directions
axes at (90°) construction technique details
of The Phra Si Rattana Chedi.

Figure 6

Diagram showing mosaic (TMGPs) directions
axes at (45°) construction technique details
of The Phra Si Rattana Chedi.

Figure 7

Diagram (TMGPs) showing the vertical,
horizontal and diagonal lines andamento
directions axes at (45°, 90°).

and careful observation, a clear interaction of vertical, horizontal and diagonal
lines, known as TMGPs (Mosaic Geometric Patterns), emerged. (TMGPs) exert
an effect on the andamento, which represents the flow or direction, of the mosaic
lines (rows) within the compositions of the mosaic surface units (Fig. 7), as
show in Table [2].



228 Remon Samuel Wassef - Burin Plengdeesakul - Pat Kotchapakdee

No | Cad Designs of architectural elements Mosaic details Mosaic patterns type
1
(TMGPs)
Swn-Pixng-Chin
2
(TMGPs)
Pli-Yod
3 (TMGPs)
Plong — Chanal
4 (TMGPs)
Round chopping board
5 (TMGPs)
Sao Han
6 (TMGPs)
Banllang-Chedi-Klom
7 (TMGPs)
Rakhang Chedi Klon
8 (TMOPs)
9 (TMGPs)
Malai Thao
10 (TMGPs)
11 (TMGPs)
12 (TMGPs)
13 (TMGPs)
Sum Choranum
14 (TMOPs)
15 (TMGPs)

Table 2
Classification of Architectural Elements of
the Phra Siratana Chedi.
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Figure 8
Lotus base “Than-Bow-Lukkaew-Xkki
suihgnuilanln” mosaic Decorative
(TMOPs).
Figure 9

The entrance door mosaic flower Decorative
of The Phra Si Rattana Chedi.

2.1.2. Decorative Thai Mosaic Organic Patterns (TMOPs):

The decorative Thai mosaic organic patterns (TMOPs) discovered within the
architectural context of “Than-Bow-Lukkaew-Xkki giuignufilanila”
exhibit notably remarkable manifestations of artistic ingenuity evident in the
construction of the Phra Si Rattana Chedi. Emanating an aura of elegance, these
TMOPs are skillfully fashioned in the form of a Lotus base (Fig. 8), assuming
a pivotal role as the fundamental underpinning upon which the pagoda stands
gracefully, carrying profound cultural and symbolic implications. Another
exquisite representation of Thai mosaic organic patterns (TMOPs) adorns the
gilded wooden door, enriched with enameled glass mosaic showcasing a floral
motif rendered in dark green (Fig. 9), crimson, and silver hues.

2.1.3. Decorative Thai Mosaic Animal Patterns (TMAPs):

The animal mosaic pattern (TMAPs) has no occurrence. The presented table [2]
offers a detailed overview of the architectural elements present in the Phra Si
Rattana Chedi, providing valuable insights into the mosaic patterns found within
each level. The data is categorized into three types of mosaic patterns: geometric
mosaic pattern (TMGPs), organic mosaic pattern (TMOPs), and animal mosaic
pattern (TMAPs).

The analysis of the provides a frequency analysis of the presence of different
mosaic patterns within each architectural element of the Phra Si Rattana Chedi.
The data is categorized into three types of mosaic patterns geometric mosaic
pattern (TMGPs), organic mosaic pattern (TMOPs), and animal mosaic pattern
(TMAPs). Here is the frequency in the chart [1] analysis.

The Tope Part:

Geometric Mosaic Pattern (TMGPs): Found in all three elements (100%).
Organic Mosaic Pattern (TMOPs): Not found in any of the elements (0%).
Animal Mosaic Pattern (TMAPs): Not found in any of the elements (0%).

The Middle Part:

Geometric Mosaic Pattern (TMGPs): Found in all four elements (100%).
Organic Mosaic Pattern (TMOPs): Not found in any of the elements (0%).



230 Remon Samuel Wassef - Burin Plengdeesakul - Pat Kotchapakdee

Animal Mosaic Pattern (TMAPs): Not found in any of the elements (0%).
The Base Part:

Geometric Mosaic Pattern (TMGPs): Found in four out of five elements (80%).
Organic Mosaic Pattern (TMOPs): Found in one out of five elements (20%).
Animal Mosaic Pattern (TMAPs): Not found in any of the elements (0%).

Miscellaneous (Sum-Choranum):

Geometric Mosaic Pattern (TMGPs): Found in three out of four variations (75%).
Organic Mosaic Pattern (TMOPs): Found in one out of four variations (25%).
Animal Mosaic Pattern (TMAPs): Not found in any of the variations (0%).

The Frequency Coefficient Average:

Geometric Mosaic Pattern (TMGPs): The average occurrence of the geometric
mosaic pattern is 87% across all elements/variations. Organic mosaic pattern
(TMOPs): The average occurrence of the organic mosaic pattern is 13% across all
elements/variations. Animal mosaic pattern (TMAPs): The average occurrence
of the animal mosaic pattern is 0% across all elements/variations.

This frequency analysis indicates that the geometric mosaic pattern (TMGPs)
is the most prevalent mosaic pattern, found in the majority of the architectural
elements/variations in The Phra Si Rattana Chedi. The organic mosaic pattern
(TMOPs) is less common and appears in only a few specific elements/variations.
The animal mosaic pattern (TMAPs) is not present in any of the examined
elements/variations.

This study classifies various mosaic patterns called (TMGPs) according to
several characteristics of gold glass mosaic at The Phra Si Rattana Chedi, as the
following results are in Table [3].

Chart 1

The frequency coefficient of the classified
types of mosaic patterns in the Phra Si
Rattana Chedi.
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Table 3
Classification of Andamento Types At the
Phra Si Rattana Chedi.

The level of detailedness exhibited by each mosaic tile serves as an indicator
of how effectively it represents an ornamentation source. A higher level of
detailedness indicates a closer resemblance to the source of ornamentation.
Consequently, the detailedness of the (TMGPs) directions at (45°, 90°) the
method involving precise cutting of mosaic tiles to suit the ornamentation source
is found to be high.

The regularity of a tile pertains to its uniformity in terms of shape and size.
Regarding the diamond shape (TMGPs) directions at (45°), a high degree of
regularity is observed. However, with regard to the (TMGPs) directions at (90°),
where a background filled with regularly shaped and sized mosaic tiles is present,
a high degree of regularity is noted.

The degree of tile alignment gauges how evenly the tiles conform to a specific
guideline. For the (TMGPs), when tiles are laid following a 45°-degree guideline
with respect to the x-axis, a high degree of alignment is evident. Similarly, for
the (TMGPs), where tiles are placed along a 90°-degree guideline with respect
to the x-axis, a high degree of alignment is observed.

In addition, it is difficult to clearly distinguish the andamento directions (rows)
of the vertical, horizontal, and diagonal mosaic lines, which shows mixing or
merging of the mosaic units (tessera). Despite the appearance of a modulus grid
covering the body of the stupa. However, in certain places, such as the base
of the stupa, there is a mixture between vertical, horizontal and diagonal lines
andamento (rows) directions is used to express a visual rthythm.

In mosaic art, the Italian term “andamento” (plural: andamenti) refers to the
arrangement and flow of mosaic pieces, known as “tesserae.” Ancient Romans
and Greeks originated this technique to create visually coherent images and
decorations. “Andamento™ and “tiling” involve skillfully composing and fitting
mosaic modules to achieve specific visual designs and expressive impacts. This
approach continues to be valued in contemporary mosaic art for its ability to
enhance artistic coherence and aesthetic appeal®.

Helped not to distinguish between directions in the andamento is to control the
color of the connecting lines between the mosaic tiles or the connecting lines.
The golden yellow color has been used for the join lines (grout) for each given a
general harmony with the color of the golden mosaic to emphasize the chromatic
value of The Phra Si Rattana Chedi body, which is the golden color as shown in
(Fig. 10).

Overall, the prevalence of (TMGPs) mosaic patterns in the architectural
design of The Phra Si Rattana Chedi this intriguing phenomenon highlights
the pivotal significance of the structural interweaving accomplished through
the implementation of the cladding grid system in the mosaic decoration,

4 H. Miles, “mosaics-miscellaneous-andamento,” 2016. [Online].

5 E. Betsy, “andamento the flow of a mosaic,” 2014. [Online].
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potentially reflecting historical influences from cultural exchanges between the
Greco-Roman world, with its building techniques called (Opus Reticulatum and
Opus Regulatum) (Pitts 2017: 134), and Buddhist regions. A noteworthy aspect
emerges from the juxtaposition of surfaces, where the various axes’ (rows)
directions are harmoniously unified by employing identical gold mosaic colors
and tile sizes, seamlessly integrating with the essential architectural elements.

2.2. Classification of the Mosaic Materials of Phra Si Rattana Chedi:

Gold glass mosaic, also known as gold “tesserae”, has experienced a resurgence
in popularity as a medium for artistic expression. Its origins can be traced back
to the Romans, who first utilized it in late antiquity for both floor and vault
decoration. Notable examples of its early use include the depiction of a golden
wreath in a floor mosaic at Antioch around 300 AD and the portrayal of gold
vessels in some of the vault mosaics at Santa Costanza in Rome.

Historically, the first treaty of friendship, trade, and navigation between Siam
and Italy, signed in 1868, played a pivotal role in fostering direct relations
between the two countries. Over time, friendships between the nations evolved
through diplomatic efforts as well as through encounters between significant
figures, such as the meetings between the Duke of Genoa and the King of Siam,
and even the King of Siam’s own journey to Italy. During this period, from
1868 to 1930, Italy’s influence in Siam was notable, particularly in the realms
of art and architecture, with Italian professionals serving as representatives of
European culture in Siam. This period marked an important phase in Siam’s
modernization, wherein the presence of this “Italian intellectual colony”
significantly contributed to the development of the country.

One remarkable testament to the enduring relations between Italy and Siam is
the mosaic adorning the Phra Si Rattana Chedi (Stupa) in the Emerald Buddha
temple, known as Wat Phra Kaew. The mosaic covering this important structure
was sourced from Italy, more specifically from Angelo Orsoni s.r.l., as indicated
in an email from Luca Chiesura, the Technical Commercial Manager, dated

Figure 10
Diagram showing the vertical and horizontal
grout lines.



Exploring the Diverse Mosaic Patterns and Materials of the Phra Si Rattana ... / Phra Si Rattana Chedi’nin Cesitli Mozaik Desenlerini ve Malzemelerini ... 233

Figure 11

The Historic Venetian Furnace Crafting
24K Gold Leaf Mosaics, Colored Gold, and
Venetian Smalti in a Vast Spectrum of 3,500
Colors, including 20 Shades of Gold.
(orsoni, “orsoni,” [Online]. Available: https://
orsoni.com/).

June 28, 2023. The specifications of this gold mosaic are impressive, featuring
natural yellow gold with 24 kt gold leaves. Each tessera, measuring 20x20
mm, is meticulously attached in a reverse orientation onto paper, employing
traditional techniques reminiscent of the Roman and Byzantine eras.The process
of fabricating this extraordinary materials takes place in their furnace located in
Venice, further preserving the ancient artistry associated with gold glass mosaic.

In 1982, the oldest Italian mosaic company, Orsoni, took on the ambitious
project of covering the Stupa with a 24-carat golden glass mosaic (Fig. 11),
thereby blending tradition and innovation. The Orsoni furnace, established in
Cannaregio in 1888 and the only one of its kind in the historic center, serves as
the living embodiment of the craft’s enduring legacy.

The presence of such intricate and historically significant gold glass mosaics
in Siam stands as a compelling testament to the enduring bond between Italy
and the friendly country, and it continues to be an integral part of their shared
cultural heritage. The craftsmanship and artistry involved in these mosaics serve
as a poignant reminder of the historical exchanges and collaborations that have
enriched the artistic traditions of both nations.

The daily production of 300 kilos of gold mosaic and the yearly output of
10 to 12 thousand square meters of mosaic tessera demonstrate the scale of
this specialized craft. This technique holds great significance as it embodies
the opulence and luxury associated with the precious metal, gold, while also
carrying profound symbolisms relevant to Thai Buddhist arts. Due to its use of
raw materials like gold leaf for decorating important buildings, the gold mosaic
tessera commands a higher cost, making it an extravagant product.

However, it is essential to recognize that the craftsmanship involved in creating
these mosaics requires a high level of expertise from the glassworker. Even in
the present day, a glass tesserae factory in Venice, Orsoni Smalti Veneziani,
continues to dedicate specific workdays to producing gold glass mosaic tesserae
using authentic gold leaves. The modern slabs of gold mosaic tesserae exhibit
an elliptical shape, featuring the gold leaf and “cartellina” (pre-cut in a square
pattern) at the center. The tesserae are skillfully cut only from the central area
of the disc, ensuring a seamless appearance without any visible edges. The
remaining glass from the slab that is not used for the tesserae is recycled, further
highlighting the sustainable approach to production (Fig.12).
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Step (1) 24-carat gold leaf support with layer of cartellina

Step (2) 24-carat gold leaf with layer of
cartellina prepared for next step

into rectangular plates.

Step (3) The traditional cylinder press used to shape incandescent the gold mosaic (gold leaf is enclosed between two layers)

Step (4) the elliptical shape with the gold leaf | Step (5) skillfully wielding a diamond tip
and the cartellina (pre-cut in a square pattern) cutter to give square shape

Step (6) final product of 24-craat gold
glass mosaic (tessera)

The process of creating these intricate mosaic tesserae involves placing a 24-carat
gold leaf, weighing 0.022 grams, on a nearly circular damp glass surface that is
1.0 mm thick. The gold leaf is meticulously hand-beaten into a square shape and
applied cold. Subsequently, 200 grams of molten glass, which may be colored
in various shades such as yellow, green, or amber, is poured over the gold leaf.
The materials are then subjected to firing at 1200 °C and annealed before being
gradually cooled to room temperature. The cooling process includes a brief
period at 600 °C after reaching the firing temperature of 1200 °C. Once the
materials has cooled, it is carefully sliced into strips, and any burrs that do not
contain gold are meticulously removed before the tesserae are sold in rods, each

Figure 12

Progressing steps for Modern slabs, cutting
procedure, and the final product tessera from
Angelo Orsoni s.r.l., glass tesserae factory in
Venice, Italy.

[orsoni, “orsoni,” [Online]. Available: https://
orsoni.com/]. [R. Bisazza, Interviewee, From
Gaudi to the portraits of the sheikhs, the new
life of the Orsoni furnace. [Interview]. 13
October 2017.]
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measuring 2 to 10 centimeters in length (Bustacchini 1973: 56).

In the context of Buddhism, gold holds profound symbolic significance,
representing various virtues and ideals such as knowledge, enlightenment,
purity, happiness, and freedom. As a result, gold is associated with the sun or
fire in Buddhist symbolism, further accentuating its spiritual and auspicious
connotations. The integration of gold with other elements is discouraged in
Buddhist art, as it is believed to diminish the intrinsic brilliance and purity of the
gold itself. Consequently, gold mosaics, made exclusively from pure gold, are a
predominant feature in the decoration of religious and royal edifices within the
realm of traditional Thai architecture.

A compelling example exemplifying the application of pure gold mosaic
can be found in the case of Phra Si Rattana Chedi. This revered architectural
structure is adorned with a resplendent 24-carat gold mosaic “tessera”, reflecting
the unwavering commitment to imbuing sacred spaces with the radiance and
symbolism associated with gold in Buddhist beliefs. By utilizing pure gold
mosaic, Phra Si Rattana Chedi embodies the spiritual essence and virtues
attributed to gold in Buddhism, thereby bestowing a sense of divine sanctity
and reverence upon the temple. The practice of adorning religious and royal
buildings with gold mosaics in traditional Thai architecture epitomizes the deep-
rooted cultural and religious significance of gold as a cherished medium for
artistic expression and spiritual reflection within the Buddhist tradition®.

Conclusion

In conclusion, the exploration of the diverse mosaic patterns and materials
used in The Phra Si Rattana Chedi at Wat Phra Kaew in The Grand Palace,
Bangkok, provides valuable insights into the historical and artistic significance
of this monumental art form in Thailand. Based on the findings and analyses, the
following points can be drawn:

1. The history of modern mosaics in Siam (Thailand) owes its achievements to
cultural and commercial exchanges with Italian mosaic companies, emphasizing
the international influences that have shaped Thai mosaic art.

2. The frequency analysis of mosaic patterns in The Phra Si Rattana Chedi reveals
that the geometric mosaic pattern (TMGPs) is the dominant pattern, prevalent in
the majority of architectural elements and variations. The organic mosaic pattern
(TMOPs) appears less frequently and is limited to specific elements/variations,
while the animal mosaic pattern (TMAPs) is absent, showcasing the preference
for geometric motifs in the temple’s mosaic design.

3. The prevalence of TMGPs in the architectural design of The Phra Si Rattana
Chedi underscores the importance of the cladding grid system in achieving a
harmonious structural interweaving. This phenomenon suggests potential
historical influences from cultural exchanges between the Greco-Roman world
and Buddhist regions. While there may not be a direct relationship between
Greco-Roman mosaic techniques and Thai mosaic decorative, the possibility of
indirect influences or inspirations from various artistic forms over time should
be acknowledged.

4. However, it’s essential to recognize that the interpretation of patterns
presented in this article is one perspective. Given the current lack of evidence

6 Academia (n.d.). Retrieved from https:/www.academia.edu/33409893/Buddhist Texts on Gold
and_Other Metals_in_East Asia Preliminary Observations .



https://www.academia.edu/33409893/Buddhist_Texts_on_Gold_and_Other_Metals_in_East_Asia_Preliminary_Observations
https://www.academia.edu/33409893/Buddhist_Texts_on_Gold_and_Other_Metals_in_East_Asia_Preliminary_Observations

236 Remon Samuel Wassef - Burin Plengdeesakul - Pat Kotchapakdee

and documentation on the mosaic patterns in Phra Si Rattana Chedi, further
investigation and research are necessary. A comprehensive study would lay the
groundwork for creating new knowledge, filling the gaps in the history of Thai
mosaic patterns, and establishing potential connections to the global history of
mosaics.

5. Golden mosaics hold significant importance in Thai architecture and the
embellishment of royal temples, playing a central role in the creation of colossal
and awe-inspiring art in Thailand’s cultural heritage.

In conclusion, the study of mosaic patterns and materials in The Phra Si Rattana
Chedi sheds light on the interplay of artistic influences and historical contexts
that have contributed to the rich mosaic tradition in Thailand. The intricate
patterns and craftsmanship showcased in this architectural wonder attest to the
enduring significance of mosaic art in Thai cultural heritage. Further research in
this field would contribute to a deeper understanding of the mosaic traditions and
their global connections, providing valuable insights into the artistic exchange
between different cultures across history.
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Oz

Antik Donem’den itibaren yer, duvar, kubbe ve tavanlar mozaiklerle bezenmislerdir. Mozaiklerin teknik
ozellikleri ve bezeme elemanlari, zamana ve cografvaya gore farklilik gostermektedir. Mozaiklerde zamanla
bazi bozulmalar olusmaktadr ve her eserde bu bozulmalar genellikle birbirlerine benzerdir. Yapim katmanlart
arasinda olusan ayrilmalar, bozulmalarin bir sinifini olusturmaktadir. Malzemenin kimyasal ve kristal yapisinin
bozulmast sonucunda ya da fiziki faktorlerin etkisiyle (deprem, nem, heyelan vb), katmanlar arasindaki baglar
tutuculuklarini kaybetmektedirler.

Bu makalenin amaci, Ayasofya kubbe mozaiklerinin onarim ¢alismalarinda kullanilan harg enjeksiyonu iizerine
bir tespiti sunmaktir. Ayasofya’daki koruma ve onarim ¢alismalarmda 2002-2004 yillart arasinda, kubbe
mozaiklerinde katman ayrilmalarimin oldugu tespit edilmistir. Ozellikle kubbedeki yiizeyler, cati ve kismen
duvar mozaiklerinin ayrilan katmanlari yer ¢ekimine bagl olarak kopma ve diisme olasiligina karsi gegici
veya kalict korumaya alinmiglardir. Bu alanlardaki bosluklar, aralikli kenetlerle tasiyici zemine tutturulmus
ve enjeksiyon harct ile doldurularak saglamlastiriimaya ¢alisilmigtir. Soz konusu bozulmalar, farkly teknik
ekipmanlar ile tespit edilmistir. Ozellikle icerde olusan bosluklar: gormek icin uygun kistmlarda endoskopi
cihazi kullanilmistir. Mozaiklerin arkasina uygulanacak enjeksiyon harcimin tutmasi amaciyla, dikis yontemi
denenmistir. Dolayisiyla her zaman enjeksiyon yapmanin faydalt olmayacagi bu érnekle gosterilmistir.

Anahtar Kelimeler: Mozaik, Ayasofya, onarim, tespit, dolgu harcu.

Abstract

Floors, walls, domes and ceilings have been decorated with mosaics since the Ancient Period. The technical
features and decorative elements of mosaics vary according to time and geography. Some deteriorations occur
in mosaics over time, and although these deteriorations are examined separately in each work, generally
similar classifications are made to each other. Separations between the construction layers constitute a class of
deterioration. As a result of the deterioration of the chemical and crystal structure of the material or the effect
of physical factors (earthquake, humidity, landslide, etc.), the bonds between the layers lose their grip.

The purpose of this article is to present an assessment on the mortar injection used in the repair works of Hagia
Sophia dome mosaics. During the conservation and restoration works in Hagia Sophia between 2002 and
2004, it was determined that there were layer separations in the dome mosaics. Especially the surfaces in the
dome, the roof and partially the separated layers of the wall mosaics are temporarily or permanently protected
against the possibility of breaking and falling due to gravity. The gaps in these areas were attached to the
load-bearing ground with intermittent clamps and an attempt was made to strengthen them by filling them with
injection mortar. The mentioned deteriorations were detected with different technical equipments. Endoscopy
devices were used in appropriate areas, especially to visualize the cavities formed inside. The stitching method
was tried to hold the injection mortar applied to the back of the mosaics. Therefore, it'’s shown that it is not
always benefical to do injection.

Keywords: Mosaic, Hagia Sophia, restoration, consolidation, injection mortars.
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Giris

Kubbe, Tiirk Dil Kurumu’na gore “yarim kubbe bigiminde olan” ve “yapiy1 6rten
dam” olarak tanimlanmaktadir. Egrilikli kabuk sistemlerinin en sik kullanilan
tiriidiir (Ttrkmen-Bilgin 2002: 119-128). Binlerce y1ldir mimarinin karakteristik
ve gorkemli yapisal elemanlarindan biri olarak kullaniimaktadir (Ozdeniz vd.
1998: 478-483). Siitun, lento ve kemerden gibi kendi diizlemindeki yiikii aktaran
yapilardan farklidir. Oz agirhig: ile diisey kuvvetleri yiizey iginde tasimaktadir
ve Ozellikle mekan genislemesinde kullanilmistir. Tarih boyunca ahsap, tugla
ve tag orgli teknikleri kullanilarak gelistirilmis kubbe 6rnekleri, Akdeniz’den
Cin’e kadar farkl cografyalarda karsimiza ¢ikmaktadir. Yakin Dogu’da Neolitik
Donem’e kadar uzanan 6rnekler bulundugu belirtilmekle birlikte, gercek kubbe
teknigine yakin kerpig 6rnekler, MO 6. binden itibaren Mezopotamya’da Halaf
(MO 6100-5400) ve Ubaid (MO 5300-4000) kiiltiirlerinde, ilerleyen zamanlarda
Stimer, Babil ve Persler’de goriilmektedir (Kipfer 2000: 226). Bindirme tas
teknigi ile oriilen kubbeli yuvarlak yapilar ise, Ge¢ Bronz Cag’da Akdeniz ve
Ege’de (Mylonas 1966: 119-120; Diler 2016: 455-473) gortliirken, ilerleyen
zamanlarda da kullanilmaya devam etmistir. Ozellikle Roma Imparatorluk
Donemi ve sonrasindaki yapilarda yaygindir (Bustacchini 1973: 52-56).
Gokkubbeyi temsil eden bu yap1 elemani Biiyiik Selguklu, Anadolu Selguklu ve
Osmanli mimarhigimin 6nemli 6geleri arasindadir ve giiniimiizde de kullanilmaya
devam edilmektedir (Dilaver 1971: 17-28; Esin 1971: 159-178; Miilayim 2002:
300-303; Ozgaki 2018: 384-398).

Mozaik, genellikle tas, pismis toprak ya da camdan kii¢iik parcalarin, harg
zemin iizerinde bir diizen i¢inde bir araya getirilmesiyle olusturulmaktadir.
Antik Dénem’den itibaren yer, duvar, kubbe, zemin ve tavanlar mozaiklerle
bezenmistir (Dunbabin 1999: 1-5; Cura 2021: 78-81). Mezopotamya’da MO
3500’lerden itibaren gériilen mozaikler, MO 8. yiizyildan itibaren Akdeniz’de
yayginlagmaya baslamistir; Hellenistik ve Roma donemlerinde farkli tekniklerin
kullanilmasiyla ilerlemistir. MS 4. yiizyildan sonra tavanlar siklikla mozaiklerle
bezenmistir. Mozaiklerin teknik 6zellikleri ve bezeme elemanlari, zamana ve
cografyaya gore farklilik gostermektedir.

Mozaiklerde zamanla bazi bozulmalar olusmaktadir ve bu nedenle, kiiltiir
varliklarini koruma ve onarim ¢aligsmalarinin 6nemli bir grubunu olusturmaktadir
(Sener2023:522-523). Yapim katmanlari arasinda olusan ayrilmalar, mozaiklerde
goriilen bozulma tiirlerindendir. Malzemenin kimyasal ve kristal yapisinin
bozulmasi sonucunda ya da fiziki faktorlerin etkisiyle (deprem, nem, heyelan
vb.), katmanlar arasindaki baglar tutuculuklarin1 kaybetmektedir. Koruma ve
onarim ¢aligsmalarindaki en 6nemli agama, eserlerde olusan bozulmalarin tespit
edilmesi ve kullanilacak uygun yontemlerin belirlenmesidir. Ayasofya’da 2002-
2004 yillar1 arasinda, kubbe mozaiklerinde katman ayrilmalarinin oldugu tespit
edilmistir. Ozellikle kubbedeki yiizeyler, ¢at1 ve kismen duvar mozaiklerinin
ayrilan katmanlar1 yer ¢ekimine bagli olarak kopma ve diisme olasiligina kars1
gegici veya kalict korumaya alinmislardir. Bu ¢alismanin amaci, Ayasofya’nin
kubbe mozaiklerinin saglamlastiritlmasi amactyla yapilan har¢ enjeksiyonu
lizerine yapilan bir tespit dogrultusunda kullanilan teknigin sunulmasidir.

Ayasofya ve Onarimlarin Kisa Tarihi

Ayasofya (Grekee: Ayio Xogpia, Hagia Sophia, Tirkce: Kutsal Bilgelik
anlamindadir) (Ayasofya Cami-i Kebiri) Istanbul’da Fatih Ilgesi’nde yer
almaktadir ve gilinimiizde goriilen yap1 IIl. Ayasofya olarak bilinmektedir
(Resim 1). Bazilikal plan ile merkezi planin birlestirildigi kubbeli bazilika
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Resim 1

Ayasofya, https://islamansiklopedisi.org.tr/
ayasofya, Erigim tarihi: 17.12.2023.

tipindedir; kubbe gecisleri, tasiyict sistemleri, duvar resmi ve mozaikleriyle
diinya tarihindeki en 6nemli yapilar arasindadir (Eyice 1991: 206-210).

Ilk Ayasofya MO 4. yiizyilda, ahsap catili bir bazilika olarak insa edilmistir
(Mango 2006: 90-98; Diker 2019: 1-6). 1. Constantinus zamaninda baglansa da
(MS 324-337), oglu II. Constantinus zamaninda (MS 337-361) tamamlanmig
ve 15 Subat 360°da agilmisti. MS 404°te ¢ikan bir ayaklanmada kilise zarar
gormils ve II. Theodosius tarafindan (MS 408-450) bes nefli olarak yeniden
yaptirilarak 415°te yeniden agilmistir. MS 532°deki Nika Ayaklanmasi sirasinda
cikan yanginla ¢ok sayida bina ile birlikte zarar gormiistiir. imparator, binay1
daha 6ncekilerden daha biiyiik ve gosterisli olarak yaptirmak isteyince, Trallesli
(Aydin) Anthemius ve Miletoslu (Soke-Balat) Isidorus’a verilen ingaatin yapimi
MS 537°ye dek siirmiistiir (Civelek 2023: 138-141). Yanindaki Hagia Eirene
(Aya Irini) ile birlikte Megale Ekklesia (Bilyiik Kilise) olarak anilmustir.

7 Mayis 558°de merkezi kubbesi ¢okmiistiir. konoklast (Put Kiric) Donem’de
(MS 726-842) Ayasofya’daki figiirlii bezemeler kaldirilmistir. 859°da tekrar
biiylik bir yangin gec¢irmis, 869 ve 989’daki depremlerde yeniden biiyiik oranda
tahrip olmustur. II. Basileus (MS 976-1025) tarafindan yeniden onartilmistir.
flerleyen yillarda da cesitli nedenlerle ¢ok kez tahrip olmustur.1453’ten sonra
bakim ve onarim ¢alismalari yapilarak camiiye doniistiiriilmis, insan figiirlii
mozaikleri ince sivayla kaplanmis ve mozaikler yiizyillarca siva altinda kalmistr.

Ayasofya, insa edildigi tarihten itibaren ¢ok kez onarilmistir. Osmanli mimarlari
tarafindan aralikli olarak onarim ve koruma ¢aligmalar1 slirdiiriilmiistiir. Diinya
tarihinin en iinlii mimarlarindan Mimar Sinan tarafindan 16. yiizyilda yapilan
iinlii ve kapsamli ¢alismada, yapinin dis cephesine striiktiirel destekler eklenmis,
eski minareler degistirilmis ve yap1 bir daha ¢okmemistir (Bilgin 2006: 119-127;
Diker 2020: 49-55).

1847°de 1. Abdiilmecid (1839-51) tarafindan davet edilen Isvigreli mimar Fossati
Kardesler ve Ekibi tarafindan Istanbul’da Ayasofya’nin ve ¢ok sayida binanim
onarimi yapilmistir (Eyice 1996: 170-173). Fossatiler ve ekibi, 1847’de Ayasofya
lizerinde ¢aligmaya baslamigtir; kubbe ve tonozlardaki ¢atlaklar onarilmig, disa
dogru itisi engellemek amaciyla kaidesinin ¢gevresine demir zincir yerlestirilmis,
catilarin sizdiran kursun kaplamalar degistirilmis ve Ozellikle bozulan siva
duvarlardan yontulmustur. Boylece, mozaikler de giin 15181na ¢ikarilmig ancak
uygun bir sekilde gizlenmeleri ve korunmalari istenmistir. 1930-35 yillarinda
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ise, Atatiirk’iin istegi dogrultusunda tekrar onarim ¢aligmalar1 yapilmistir; bu
calismalar sirasinda {izerlerindeki sivalar kaldirilarak mozaikler tekrar agiga
¢ikarilmis ve temizlenmeye baglanmistir.

Ayasofya’nin kire¢ bazli sivayla kapli yilizeylerinin temizligi ve incelenmesi
1931°de Byzantine Institute of America tarafindan ve 1940’1 yillarda
Dumbarton Oaks Alan Komitesi tarafindan yapilmistir (Teteriatnikov 1998: 6
vd.). Calismalar, uluslararasi 6lgekte halen siirdiiriilmektedir. 1934°te Ayasofya,
Bakanlar Kurulu Kararnamesi ile miizeye doniistiiriildiikten sonra sivalar
cikarilmis ve mozaikler giin 15181na kavusturulmustur. Ayasofya’ya 2020 yilinda
tekrar cami statiisii verilmistir (Resim 2).

Ayasofya Kubbe Mozaiklerindeki Bozulmalarin Tespiti ve Onarimlarda
Kullanilan Enjeksiyon Harglar

Ayasofya’daaltin, glimiis, renkli cam, pigmis toprak ve renkli mermer kullanilarak
yapilmis MS 6. yiizyildan MS 14. yiizyila uzanan mozaikler olmakla birlikte
gliniimiizde goriilen figiirlii mozaikler MS 9. yiizy1l ve sonrasina aittir. Merkezi
kubbeye gecisi saglayan dort pandantifin her birinde seraphim! (Akgiindiiz
vd. 2006: 181) figiirleri bulunmaktadir ve bunlar ilk 6nce mozaik tekniginde
yapilmistir. 1346’daki depremde zarar gérmiislerdir. Daha sonraki restorasyon
caligmalarinda, bazilar1 asil formlarina uygun onarilmakla birlikte, 1847-49
yillarinda kuzeybati ve giineybatidakiler duvar resmi olarak secco teknigi’nde?
(Cuni 2016: 12) yapilmislardir. 1910-1935 yillarinda kuru tempera teknigi’nde3
(Ersoy 2019: 101-109) yeniden boyanmakla birlikte, son miidahaleler figiirleri
formlarindan olduk¢a uzaklastirmistir. Kuzeydoguda bulunan figiliriin yiizi
2009’daki ¢alismalarda agiga ¢ikarilmistir (Resim 3).

1 Seraphim (Serafim): alt1 kanatli goksel kanatli varliklar.
2 Kuru siva iizerine yapilan resim.

3 Latince Temperare: harmanlama ya da karigtirma anlamindadir. Yaygin olarak yumurta sarisinin
kullanildig, gesitli bitki ve madenlerin ezilerek baglandigi boyama teknigine verilen isimdir. Boya
hizla kuruyarak, yziieye mat bir goriiniim verir ve dayaniklidir.

Resim 2

Ayasofya Camii’nin iginden goriiniis (K.
Yusuf Unal Koleksiyonu),
https://islamansiklopedisi.org.tr/ayasofya,
Erigim tarihi: 17.12.2023.
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Resim 3
Ayasofya kubbe pandantifierindeki serafim
betimlemeleri (Y1lmaz Emre 2014: fig. 6).

Resim 4

Solda Kuzeybat1 serafim karolajt,

Sagda Fossati ve vakif roleve miidahaleleri
(Cura 2010: 292).

Kiiltiir varliklarinin koruma ve onariminda® (restorasyon ve konservasyon),
onleyici ve etkin koruma ¢alismalar1 nemlidir (Corr 1999: 4 vd.; Cetin vd. 2019:
99-141). Glinlimiize kadar ulagmis eserlerin durumunu iyilestirmek ve dayanikli
hale getirmek caligmalarin baslica amaclar1 arasindadir. Miidahaleler, eserin
durumuna ve bozulma nedenlerine gore degismektedir. Bozulma olusumlarinin
giderilmesi kadar yeni olusumlarin da 6nlenmesi gereklidir (Severson-Kokten
Ersoy 2002: 1-6; Sener 2012: 201-220). Etkin koruma ¢aligmalarinda, ilk agsama
belgeleme’dir; eserin mevcut durumu kayit altina alinmakta ve eserde olusan
bozulmalar tespit edilmektedir. Bununla ilgili olarak ¢ok c¢esitli tan1 yontemleri
(Laser tarama 3D, jeoradar, IR termografi, endoskopi, GPR vb analizler)
kullanilmaktadir (Cura 2010: 287-302; Cura vd. 2014a: 379-390).

Hagia Sophia’da 2002-2004 yillar1 arasindaki caligmalarda, bozulmalarin
tamisinda ¢esitli yontemler denenmistir. Italya’dan gelen uzmanlarla birlikte
Olglimler yapilmis ve yapi, kubbenin kuzeybatisindaki ¢eyrek bolimii ile
pandantif incelenmistir (Resim 4).

4 Venedik Tuziigi 1964, http:/www.icomos.org.tr/Dosyalar/ICOMOSTR tr0243603001536681730.
pdf
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Ayasofya’da kubbe mozaiklerindeki (kuzeybati ve gilineybati) caligmalar
sirasinda, gozle gorillen bozulmalar da tespit edilmistir (Cura 2010: 290).
Mozaiklerin arkalar1 bogsalmakla kalmamis, ayn1 zamanda kandillerin yakilmasi
ve yanginlardan etkilenerek bosluklara kurum doldugu tespit edilmistir. Ozellikle
kubbe, cat1 ve kismen duvar mozaiklerinin ayrilan katmanlari, sismik hareketlere
bagli olarak kopma ve diisme tehlikesine karsi, yiizeyleri korumaya alinmistir.
Bu alanlardaki bosluklar, enjeksiyon harct ile doldurularak saglamlastirilmaya
calistlmistir. S6zii edilen bozulmalar, farkli teknik ekipmanlarla da tespit
edilmistir. Icerde olusan bosluklar1 gérmek igin, uygun kisimlarda endoskopi
cihazi (MEB 2012a: 4 vd.; Cura vd. 2014b: 394-403) kullanilmis ve karsilasilan
durum, enjeksiyon ile saglamlastirma (Ugur - Gilileg 2016: 77-89) konusunda
farkl bir teori gelistirilmesine neden olmustur. Ayasofya ile ilgili raporlarda, bu
sorunlar ve ¢ozlime yonelik oneriler sunulmustur.

Katman ayrilmalar1 yalnizca mozaiklerde degil duvar resimlerinde de tespit
edilmistir. Serafim betimlemesinin iist kisimlarinda, olumsuz kire¢ karbonlagsmasi
olusmustur. Siva iizerindeki boya tabakasinda, icerigi belirlenemeyen bir tiir
tempera teknigi kullanilmistir. Bazi alanlar miksiyon kullanilarak yaldizla
kaplanmistir (Onel 2016: 20-21). Karotaj incelemeleri yapilarak, onarimlarda
kullanilan harg tabakalar1 incelenmis ve ¢oziilebilir tuz varligi saptanmistir.

Fossatiler ve ekibinin kullandig1 sivada baglayici kire¢? (Vitr., 2.5; Cigek 1999:
184-188; MEB 2012b: 1vd.) bulunmakla birlikte, siva i¢inde al¢i® (MEB 2012c:
1 vd.) olma olasilig1 diisiiniilmiis ve bu diigiince kanitlanmistir. Sivada saman
kirig1 gibi organik birlestirici malzemeler de saptanmigtir. Bazi1 yerlerde ¢atlaklar
goriilmekle birlikte, yapisal biitiinliigiinii kaybetmedigi tespit edilmistir.

Ayasofya giineybati kubbe ¢eyregi mozaiklerinin de har¢ katmanlar1 arasindaki
bozulmalar endoskopi cihazi ile gozlemlenip fotograflanmistir (Resim 5).
Endoskopik yontem, bir nesnenin i¢inin gdriilmesini saglamaktadir; bir esnek

kablonun ucundaki minyatiir optik fiber kameradan olusmaktadir. incelemeler,
G. Accardo ve R. Ciabottoni tarafindan yapilmistir. Fossati ve ekibi tarafindan
da tespit edilen mozaik tabakasinin har¢ tabakasindan ayrilmasiyla olusan
bosluklarin sorun oldugu tespit edilmistir. Mozaik pargalarinin ve tesseralarin
diismesi ve kendi agirligiyla olusan hareketler, mozaiklerin asil konumunu
kaybetmesine neden olmustur. Ayrik tabakalar arasinda tespit edilen kurum
ve yagli Ogelerin ayirict 6zellige donilismiis olmasi, enjeksiyon dolgunun

5 Endistriyel hammaddeler arasinda en fazla kullanilanlardandir. Kiregtaslarinin 900-1000 °C
de kalsinasyonu ile kire¢ (CaO) elde edilmektedir. Tarih boyunca insaatta kullanilmigtir; Misir
piramitlerinden Roma Imparatorluk Dénemi yapilarina ve giiniimiize dek.

6 Algisivanin tutunma 6zelligi yiiksektir. Ortam nemliyken biinyesine nemi ¢eker ve ortam kurudugunda
nemi geri vermektedir. Bu nedenle, nem dengesini saglayarak saglikli bir ortam olusturur. Alg1 siva
yakit tasarrufu saglamaktadir. Cabuk kuruyarak boyaya hazir hale gelmektedir. Gozenekli yapisi,
sesi emerek giiriiltiiyli azaltmaktadir. Blinyesindeki su nedeniyle, 80-100 °C sicaklikta aci§a ¢ikarak,
yanginin yayilmasini geciktirmektedir.

Resim 5
Endoskopik fotograf (Cura 2010: 301).
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Resim 6
Dr. Annalisa Morelli tarafindan yapilan
jeoradar ¢alismasi (Cura 2010: 293-294).

Resim 7

Endoskopik fotograf. Solda mikro makro
gecisin kurum olusmus siva katmani ayrigi,
Sagda mikro makro gecisin bulunmadigi
kurum olugmamuis siva katmani ayrigi (Cura
2010: 293-294).

baglanmasma engel olmus olmalidir. Kurum tabakasi, igeri akitilan harcin
bosluga dolup agirlik yapmasma neden olmaktadir. G. M. Crisci ve D.
Miriello’nun tarafindan farkli har¢ tabakalarindan 6rnekler alinarak yapilar
incelenmisgtir (Cura 2010: 293-294).

Alanda ayrilmalar nedeniyle olusan bosluklarin yerleri jeoradar yontemi ile
tespit edilmistir (Resim 6). Enjeksiyon harclari, eski yapilarin onariminda
yaygin olarak kullanilmaktadir ve bu nedenle koruma - onarim ¢aligmalarinda
kullanilan en dnemli malzemelerden biridir. Kubbeye yapilacak enjeksiyon,
endoskopi ile incelendiginde, tessera altindaki har¢ katmanlarmin ayrilan
kisimlart gozlemlenmis, bu kisimlarin igerisinde ¢atlaklar yoluyla, aciklik ve
gecis bulan kurum ile doldugu tespit edilmistir.

Tabakalar i¢inde kurum oldugunda, biriktiginde yagli ve kirli bir olusum olmas1
nedeniyle, ayirict gorevi yapmaktadir ve enjeksiyon harci kuru olsa da, ayrilmis
iki ylizeyle birlesmemekte ve bu nedenle, enjeksiyon harci boslugu doldurarak
agirhik yapmaktadir. Uygulama yapildiginda deprem gibi yer hareketleri de
agirlik yapmakta ve dokiilmelere yol agmaktadir. Bu nedenle, mozaiklerin
arkasina uygulanacak enjeksiyon harcinin tutmasi amaciyla, dikis yontemi
denenmistir (Resim 7).

Onceki onarimlar incelendiginde, Fossatiler ve ekibi tarafindan, zamanin teknik
olanaklar1 dogrultusunda, bosluklar1 har¢la doldurmak yerine, belli araliklarla
metal ¢iviler yerlestirildigi tespit edilmistir (Resim 8). Bu miidahalenin bazi
olumsuz yonleri de (demirlerin oksitlenmesi, depremlerle ¢evrelerindeki harg
ve mozaikleri oynatmalar1 gibi) zaman i¢inde ortaya ¢ikmistir. Bununla birlikte,
kullanilan bu yontemin bosluklar1 har¢la doldurmaktan daha uygun oldugu
sOylenebilir (Cura 2010: 301).
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Yapilan tespitler dogrultusunda saglamlastirma icin belirlenen dikis, fiber /
karbon ¢ubuklardan olusan kenetlerin, kire¢ bazli hargla veya vinilik tutkal ve
kitik sarilarak bosluk olan alanlara sarilarak belli araliklarla yerlestirilmesiyle
uygulanmasi benimsenmistir (Resim 9). Dikey alanlarda ise elastik hafif
hidrolik enjeksiyon harcinin, alkol ve saf su karigimi ile dezenfekte edilen
bosluklara enjekte edilmesi diisiiniilmiisse de uzmanlar tarafindan genis basl
plastik diibel ile paslanmaz ¢elik yerlestirilmesi tercih edilmistir (Resim 10).
Kiiciik ¢ubuklarin yerlestirilecegi noktalarin, olabildigince tesseralarin diistiigii
yerlere denk getirilmesine calisilmistir. Eger, yerlestirme i¢in belirlenen yerlerde
mutlaka tessera ¢ikarilmasi gerekiyorsa, yerlerinden ¢ikarilan parcalar yiizey
haritasina islenmis, kenetle saglamlastirma sonrasinda tekrar ayni sekilde yerine
yerlestirilmistir.

Resim 8
Fossati onarimlarinda metal ¢ivi kullanimi
(Cura 2010: 301).

Resim 9
Ayasofya’da kullanilan dikis yontemi (Cura
2010: 302).

Resim 10
Solda mikro enjeksiyon, sagda makro
enjeksiyon (Fotograf: E. Gokge).
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Resim 11

Solda  Fossati  kenetleri, sagda yeni
restorasyonlarda kullanilan plastik diibel ve
paslanmaz ¢elik vidalar (Fotograf: M. Cura
2003).

Fossati restorasyonlarinda, yiizeye araliklarla sabitlenen yumusak doévme
demir ¢ivilerin, zamani i¢in dogru bir konservasyon girisimi olarak yapildigi
goriilmektedir. Kenetler sayesinde, hem ayrilmis olan tabaka tasiyict zemine
baglanmis hem de deprem hareketleri olustugunda ayrik yiizeyler olabildigince
rahat hareket edip birbirine baski olusturmamistir. Bu mantikla aralar1 ayrilmis
iki ylizeyin Ozellikle tesseralarin diistiigii alanlardan sabitlenecek esnek
kenetlerle tasiyictya baglanmalar1 yaklagik 170 yil sonra bile gecerliligini
koruyan bir yontem olarak kabul edilebilir gériinmektedir. Bu dogrultuda belki
de tespit yapilmadan enjeksiyon islemlerinin gelisi giizel uygulanmasi yarardan
cok zarara yol acacaktir (Resim 11).

Sonug

Bu c¢aligmada Ayasofya kubbe mozaiklerinde tessallatum tabakasinin
korunmasina yonelik bazi uygulamalar sunulmustur. Kubbe mozaiklerindeki
bozulmalarin tespit edilmesinde endoskopik cihaz ve jeoradar teknikleri
kullanilarak, mozaiklerdeki bozulmalarla birlikte tastyicidan ayrilan yerler tespit
edilmistir. Mozaiklerin arkasina uygulanan enjeksiyon harcinin diismekte olan iist
tabakalar1 tutmasi amaciyla, dikis yontemi kullanilmigtir. Bu ¢aligmayla, tabaka
arkasinda yapilan tespitte, harcin birlesmesini engelleyici kurum birikmeleri
dolayisiyla tek basina enjeksiyon harci uygulanmasimin yeterli olmayacagi,
dayanikliligin saglanmasi amaciyla, bu uygulamanin dikis yontemiyle birlikte
kullanilmasi gerekliligi ve bu teknigin avantajlart sunulmustur.

Etkin koruma ¢alismalarinda, koruma ve onarim uzmanlar ile birlikte, diger
iligkili dallardaki uzmanlarin caligmalar1 dnemlidir. Mozaiklerin korundugu
ortamdaki atmosfer, fiziksel, kimyasal ve biyolojik kosullar dogru bir sekilde
incelenmis, 6n ¢aligmalar tamamlandiktan sonra, yapitin korunmasi i¢in en
uygun yontem belirlenmistir.

Kiiltiir varliklarinin korunmasi siireklilik gerektirmektedir ve bu nedenle, tespit
calismalarinda kullanilan arkeometrik kontrollerin de siireklilik gostermesi
gereklidir. Koruma ve onarim ¢alismalarinin baginda yapilan dlglimler, koruma
sonrasinda ve periyodik araliklarla tekrar edilmelidir. Bu caligmalardaki en
Oonemli sorunlardan biri, en hassas uygulamalarda bile kullanilan malzeme ve
tekniklere, eserin zaman i¢inde verecegi reaksiyondur. Mevsimler dongiilerde
sicaklik farkliliklar, fiziksel etkiler (deprem, heyelan gibi), nem, basing gibi
fiziksel etmenler eserlerde ¢esitli bozulmalara yol agmaktadir. Yapilan koruma
ve onarim ¢aligmalarinin siirekli olarak kontroliine yonelik hassas izleme araglari
konulmali ve ¢alisir durumda tutulmalidirlar.
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Oz

Nikomedia antik kenti Izmit- Cukurbag Mahallesi 'nde, 1999’da meydana gelen deprem sonrasinda, Imparator
Diocletianus 'un Imparatorluk yapist bulunmus ve 2001-2016 yillart arasinda Kocaeli Arkeoloji Miizesi
tarafindan kurtarma kazilari yapilmistir. Imparatorluk kompleksine ait oldugu diisiiniilen ¢ok sayida, renkli
rolyefve mimari 6gelerin yani sira, farkli boyutlarda ve renkli mermer taslardan olusan geometrik motifii, farkl
ebatlardaki panellerden olusan Opus sectile taban dosemesi agiga ¢ikarimistir. Opus sectile taban dosemesi
biiyiik él¢iide hasar gérmiistiir. 2022 yilinda Opus sectile taban dosemesinin daha fazla zarar gérmemesi igin,
verinde koruma ve onarim projesi yapilarak ¢alismalar baslatiimistir.

Bu kapsamda, taban dosemesinden bir har¢ ornegi alinarak, tuz testleri (kloriir, siilfat, nitrat ve karbonat), yag
ve protein testi, kizdirma kaybi, nem miktari, asitle muamele sonrasi tane boyutu dagilimi analizi, SEM-EDX ve
petrografik analizler (ince ve kalin kesitler, Stereo ve Polarizan Mikroskop ile incelemeler) yapilmistiv. Koruma
ve onarim ¢alismalari, detayli belgeleme, alanda yogun olarak bulunan otsu ve odunsu bitkilerin temizligi,
verlerinden karilarak ve koparak ayrismis mermer parcalarin orijinal yerlerine yerlestirilmesi ve yapilan harg
analizlerinin sonuglart dogrultusunda, uygun bir harg ile saglamlagtirma ve dolgu islemlerini kapsamaktadir.
Koruma ve onarim ¢alismalarimin tamamlanmasindan sonra taban dosemesinin iizeri jeotekstil ve kum ile
kapatilmistir:

Anahtar Kelimeler: Cukurbag, restorasyon, konservasyon, har¢ analizleri, opus sectile.

Abstract

Following the earthquake that occurred in 1999 in the Izmit-Cukurbag District of the ancient city of Nicomedia,
the imperial structure of Emperor Diocletian was discovered and rescue excavations were conducted by the
Kocaeli Archeology Museum between 2001-2016. In addition to colourful reliefs and architectural elements
that have been identified as belonging to the imperial complex, opus sectile panels of various dimensions and
geometric motifs, crafted from marble stones of varying sizes and colours, have been unearthed. The opus
sectile flooring was extensively damaged. In order to prevent further deterioration of the opus sectile flooring
in 2022, a conservation and restoration project has been initiated on-site.

In this context, a sample was taken from the bedding mortar of opus sectile. This sample was subjected to a
series of tests; including salt tests (chloride, sulphate, nitrate and carbonate), fat and protein tests, loss of
ignition, moisture content, grain size distribution analysis after acid treatment, SEM-EDX and petrographic
analysis (thin and thick sections, examined with a stereo and polarising microscope) were also conducted.

Serkan Gediik, Kocaeli Miize Miidiirliigii, Kocaeli, Tiirkiye. () https:/orcid.org/0000-0002-5747-7251. E-posta: serkangeduk@gmail.com
Sina Noei, KUMAD Dernegi, Tiirkiye. {2} https://orcid.org/0000-0001-7762-2850. E-posta: sinal51@hotmail.com
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The conservation and restoration activities entail a comprehensive documentation, the cleaning of herbaceous and
woody plants that are densely found in the area, the placement of broken and decomposed marble pieces in their
original locations, and the reinforcement and filling processes with a suitable mortar in accordance with the results of
the mortar analysis. Once the conservation and repair works had been completed, the opus sectile was covered with
geotextile and sand.

Keywords: Cukurbag, restoration, conservation, mortar analysis, opus sectile.

Giris

Nikomedia antik kenti, giiniimiizde Kocaeli ili, Izmit Ilgesi sinirlar1 igindedir.
Dogu Roma Imparatorlugunun “idari baskenti” olarak bilinen bu kentte,
arkeolojik yiizey arastirmalar1 ve kazilar yapilmistir. Modern Izmit kentinin,
antik donem yapilari iizerinde inga edilmis olmasi, kentteki arkeolojik ¢alismalari
biiyiik 6lciide engellemektedir. 17 Agustos 1999 yilindaki Izmit Depremi (Richter
Olgegine gore 7,6 Mw biiyiikliigiinde), binlerce kisinin yasamini yitirmesine
neden olmustur. Depremin ardindan, 2001 yilinda Kocaeli Miize Miidiirliigii'ne
gelen bir ihbar iizerine, Izmit ilgesi, Cukurbag Mahallesi'nde arkeolojik
caligmalar baglatilmis ve agir hasarli modern yapinin altinda yapilan kurtarma
kazilar1 sonucunda, heykel, rolyef pargalari ve mimari buluntulara ulagilmistir.
2001 yili kurtarma kazisinin ardindan, 2009 yilindaki ikinci kurtarma kazisiyla,
kompleks bir yapi icindeki ¢ok sayida buluntuya ulasilabilmistir (Agtiirk 2022:
19). Imparator Diocletianus Donemi’nde, Nikomedia kentinin Dogu Roma
Imparatorlugunun baskentiyken yapildig1 diisiiniilen saray yapisinda 2001, 2009
ve 2016 yillarinda yapilan kurtarma kazilarinda giin yiiziine ¢ikarilan buluntular,
Roma Doénemi Sanati’na farkli bir bakis agis1 getirmistir.

2021 yilindayenidenbaslatilan kurtarmakazilarinda, daha fazla teknik donanimla,
kaz1 alanlar1 genisletilmis ve c¢alismalara devam edilmistir. Bu kapsamda
alanda jeofizik caligmalari, lazer tarama, ortofoto belgeleme uygulamalari
gerceklestirilmistir. 2022 yili yaz aylarindaki kazi déneminde, 414/14, 414/15,
414/16 ada parsellerde yer alan opus sectile zemin dosemelerinde (Res. 1)
restorasyon ve konservasyon ¢aligsmalari baslatilmigtir.

Resim 1

Nikomedia antik kenti, Imparatorluk
Kompleksi, Opus Sectile Alan1 hava
fotografi (Fotograf: Nikomedia Kazist
Arsivi).
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Resim 2
Biiyiik dlctide hasar gdrmiis opus sectile.

Resim 3
1/20 ¢izim.

Renkli mermer taslardan olusan opus sectile panellerin neredeyse tamami
bakimsizlik, deprem ve biyolojik etkenler nedeniyle, biiyiik Ol¢iide hasar
gormiistlir. Paneller ve panelleri birbirinden ayiran bordiirlerin ebatlar
birbirinden farklidir. Ayrica panellerde kullanilan mermer taslar farkli boyut
ve renklerden olusmaktadir. Mermer taslar ticgen, kare, dikdortgen, altigen,
sekizgen ve dairesel sekildedir; biiyiik paneller yaklasik 6,8 x 6,8 m, kiigiik
paneller ise 2 x 2 m boyutlarindadir (Agtiirk 2022: 27). Biiyiik 6l¢iide hasar
goren taban dogsemesinin (Res. 2) koruma ve onarim ¢alismalarina baglamadan
once belgeleme (Res. 3) yapilmistirl. Koruma ve onarim ¢aligmalari dncesinde,
opus sectilenin yatak harcindan bir 6rnek alinarak detayli har¢ analizi yapilmistir.

1 Noei 2022: 125. Daha detayli belgeleme yontemleri.
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Analizler ve Sonuglarin Degerlendirilmesi

Gliniimiizde teknolojinin gelismesiyle, eserlerin igeriginin belirlenmesi tarihi
eserlerin yapim teknikleri ve kullanilan malzemeler hakkinda faydali bilgiler
saglamaktadir. (Arinat 2014: 67-76; Gheris 2023: 2-25). Bu veriler, koruma
ve onarim ¢aligmalarinin daha iyi ve dogru yapilmasini, eserin 6zgiinligiiniin
korunmasint ve en az miidahaleyle gelecek nesillere aktarilabilmesini
saglamaktadir (Grazzini et al. 2019: 1; Noei 2023: 478).

Taban dosemelerinin koruma ve onarim ¢alismalarinda yapilan har¢ analizleri
sayesinde, Antik Donem harglarinin fiziksel 6zellikleri ile kimyasal icerikleri
ve bozulma nedenleri belirlenebilmektedir (Papayianni et al. 2013: 87).
Bu caligmalar, disiplinler arasi olarak yiiriitilmektedir. Elde edilen veriler
dogrultusunda, orijinal harca fiziksel ve kimyasal agidan benzerlik tasiyan harg
iiretilebilmekte ve boylece, bozulma siirecinin kontrol edilmesini saglamaktadir.

Bu calismada, Nikomedia imparatorluk alaninda bulunan opus sectile taban
dosemesi harcinin analizleri sonucunda, harcta kullanilan malzemelerin
nitelikleri, baglayic tiirii / orani, icerigindeki tuzlarin c¢esidi ve miktari, nem
orani, agregalarin tane boyutu dagilimi1 ve miktar1, hargtaki katki / dolgu
malzemelerinin tiirii ve oran1 belirlenmistir. Elde edilen sonuglar dogrultusunda
benzer nitelikte harg iiretilerek, koruma ve onarim uygulamasi yapilmistir.

Yapilan gorsel degerlendirmede, harcin saglam yapida ve pembemsi renkte
oldugu ve igeriginde ¢ok az kum, tugla kirig1 ve tozu, siyah ciiruf pargaciklariyla
birlikte beyaz kiitleler bulundugu saptanmustir.

Almanharg¢ 6rnegine, tuztestleri, yag ve protein testi, kizdirma kaybi, nem miktari,
asit ile muamele ve elek analizi, Scanning Electron Microscopy and Energy
Dispersive X-ray Spectroscopy (SEM-EDX; Taramali Elektron Mikroskopu ve
Enerji Dagilimli X-Ismlar1 Dagilim Spektroskopisi) ve petrografik (Argunhan
— Aydin 2022: 370) analizler (ince/kalin ve parlak kesitler, Stereo ve Polarizan
mikroskop ile incelemeler) yapilmistir (Glileg - Ersen 1998: 56-76; Ersen -
Giileg 2009: 1-3).

Basit kimyasal analizler sonucunda hargta protein, tuz testlerinin sonucunda
kloriir tuzu tespit edilmis, toplam tuz oran1 %0,90 ve iletkenligi 143 (us) olarak
tespit edilmistir (Tablo 1). Kizdirma kaybi1 analizinde, 6rnekteki nem miktari
(105°C) %11,61, molekiiller aras1 su ve organik madde miktar1 (550 °C) %3,06
ve kalsiyum karbonat miktar1 (1050 °C) %55,76 oldugu tespit edilmistir (Tablo
2). Ornekte sabunlasabilir yag tespit edilmemistir. Ancak protein testinin pozitif
olmasiyla % 3,06 oraninda olan 550 °C kaybi birlikte degerlendirildiginde harcta
organik katki kullanilmis olabilecegi sdylenebilir. Asitle muamele (kayip %65,80
ve kalan % 34,20) sonrasinda asitle reaksiyona girmeyen silikatl agregalar, elek
analizi ile boyutlarina ayrildiktan sonra, goriiniir 6zellikleri stereo mikroskop
altinda incelendiginde; drnegin 125 p’dan kiigiik boyutlu agregalarmin %1-2
oraninda siyah ciiruf parcaciklari, kalani tugla tozu, mineraller ve kil boyutlu
malzeme oldugu, 125-500 p aras1 agregalarinin %1-2 oraninda siyah ciiruf, %1-2

Tablo 1

Tuz, yag ve protein testleri, iletkenlik ve tuz

oraninda beyaz renkli dagilmamis kiitleler, %5 oraninda mineraller ve kalan1  miktar:.
Ornek Kloriir Siilfat Karbonat Nitrat Iletkenlik Tuz (%) Protein Yag
(cr) (S042) (CO3%) (NO%) (ps)
Harg
* - - - 143 0,90 +

- Yok; +: Az var; ++: Var; +++Fazla var; ++++: Cok fazla var
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Ornek Kizdirma Kaybi1 (%) Asitte (%) Elekte Kalan (%)
105 550 1050 Kayip Kalan 5000 2500 1000 500 250 125 63 <63
Harg °C °C °C (%) (%) u u u u u u u u
11,61 3,06 55,76 65,80 34,20 47,62 13,69 9,97 6,40 7,29 5,80 4,17 5,06

Tablo 2

Nem miktari, kizdirma kaybi, asitle muamele

ve sonrasinda elek analizi sonuglari.

Resim 4 (sol)
Kalin kesit fotografi.

Resim 5 (sag)
Ince kesit fotografi.

Resim 6
Baglayici alaninin SEM Goriintiisii.

ise tugla tozu igeren pembe renkli dagilmamis kiitleler ve tugla kiriklarindan
olustugu tespit edilmigstir. 500 p’dan biiylik agregalarin %1-2 oraninda siyah
cliruf pargasi, %1-2 tugla tozu iceren pembe renkli dagilmamus kiitleler, %1-2
oraninda kayag pargalari, mineraller ve kalani tugla kiriklaridir.

Epoksiye gomiilen 6rnegin hazirlanan kalin kesit (Res. 4) ve ince kesitinde (Res.
5) bulunan minerallerin tanimlar1 ve kabaca oranlar1 polarizan mikroskop (gift
nikol) ve stereo mikroskop altinda incelenerek (Aydin — Kavsut 2021: 13-28),
kesitteki baglayict alan1 yaklasik %35 oraninda oldugu, 6rnekteki agregalarda
cok az miktarda siyah ciliruf parcacigi, %]1-2 oraninda kiregtasi, %5 kireg
topagt, %10 mineraller ile kaya¢ parcaciklari ve kalaninin tugla kiriklart oldugu
saptanmigtir. Kayag pargaciklarinin mikali kumtasi ve mineraller ile kuvars ve
alkali feldspat oldugu tespit edilmistir.

SEM (Scanning Electron Microscope) ile belirlenen baglayict alanin fotografi
(Res. 6) ¢ekildikten sonra, EDX (Energy Dispersive X-Ray Spectroscopy) ile
alanda bulunan elementlerin ¢esidi ve oksitlerinin yiizde olarak dagilimlari
belirlenmistir (Makreski et al. 2022: 498-514).
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EDX analiz sonucunda (Res. 7) baglayict igeriginde CaO (%77,91), SiO,
(%12,41), ALL,O3 (%4,38), MgO (% 2,36), FeO (%0,70), K,0 (%0,89), SO;
(%0,15), P,05 (%0,28), CI" (% 0,05), TiO, (%0,00) ve Na,O (%0,88), tespit
edilmistir (Res. 8). Bu sonuclara gore har¢ drneginin baglayicisinin yaklasik
%78’inin kaymak kire¢ (CaO), %17,5’inin tugla tozu (SiO,, Al,O5 ve FeO)
oldugu anlasilmaktadir. Kayda degmeyecek miktarda oldugu tespit edilen
P,0Og’in canlilarin kalintilarindan ve hareketlerinden, NaCl’iin ise topraktan ve
iretim malzemelerinden kaynaklandig anlagilmistir.

Analizlerin sonuglar1 birlikte degerlendirildiginde; Ornegin baglayicisi
sondiiriilmiis kaymak kire¢ olup, alansal olarak baglayici orami %30-35
araligindadir. Agregalarin yaklasik %50°si tugla kirig1 ve tozu, kalan %350’si
kire¢ tasi ve tozudur. Harcin igeriginde yaklasik %5 oraninda karbonatlagsmis
kire¢ topag1 parcaciklari ile % 1-2 oraninda siyah ciiruf parcaciklari bulundugu
tespit edilmistir. Agrega boyutu kiregtasi agregalarda 4 mm elek alti, tugla kirigi
agregalarin %50’si 4 mm elek altt olup kalan %50’si ise 8-10 mm araliginda
pargaciklardan olusmaktadir. Ornegin agirlikga baglayici-agrega orani yaklagik
1,00:3,00 civarinda oldugu tespit edilmistir.

Koruma ve Onarim Calismalari

Yapilan incelemeler ve degerlendirmeler sonucu deprem ve art¢i sarsintilari
nedeniyle alanda kot farkliliklar olustugu ve panellerde kabarma ve ¢cokmelerin
meydana geldigi gozlemlenmistir. Bu ylizden opus sectile panellere fazla ve
gereksiz miidahaleler yapilmadan (Fullick - Svenson 2008: 313-315), in situ
olarak saglamlastirilmalarina karar verilmistir. Yapilan incelemeler sonucunda,
opus sectile taban désemesinde kullanilan geometrik taslarin dogrudan bir kalin
har¢ tabakasi (rudus) iizerine yerlestirildigi ve ince harg (nukleus) tabakasinin
olmadig1 anlagilmistir. Bu kalin harg tabakasi (yaklagik 8-10 cm) altinda ise
degisik boyutlarda yiizeyleri diizlenmis mermer taslarindan olusan bir blokaj
(statumen) tabakasinin oldugu saptanmistir. Bazi panellerde onarim izlerinin
oldugu gozlemlenmistir. Blokaj olarak kullanilan bu diizlenmis mermer
pargalarinin daha erken donemde yapilan bir taban dosemesi oldugu ihtimali
bulunmaktadir ve bu konu ile ilgili kazi heyeti tarafindan arastirmalar devam
etmektedir.

Cukurbag opus sectile taban dosemesinin yerinde saglamlastirma ¢aligmalarina
baglamadan once belgeleme (Chlouveraki 2024: 87) calismalart yapilmistir;
hava fotograflari, detayl yakin ¢ekimler ve 1/20 dlgekte ¢izim ve lazer taramasi
gibi belgeleme islemlerinden sonra temizlik ¢alismalarina gecilmistir (Alberti

Resim 7 (sol)
EDX Spektrumu.

Resim 8 (sag)
EDX sonuglari.
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Resim 9
Harg tabakasinin iistten gortintiisii.

et al. 2013: 32; Sener - Sahin 2013: 51). Ik olarak taban désemesinin iistiinde
biriken kalin kir ve toprak tabakasi temizlenmis ve islem sonrasi tekrar detayli
fotograflari ¢ekilerek, taban désemesinin durumu daha detayli incelenebilmistir.
Bu incelemeler sonucunda opus sectile panelleri olusturulan taglarda biiytlik
hasarlar olustugu gozlemlenmistir. Alanin yaklagik yarisindaki panellere ait
taglar tamamen yok olmus ve yalnizca taglarin oturtuldugu kalin harg tabakasi
saglam bir sekilde ortaya ¢ikmistir (Res. 9). Mevcut panellerde, taglarin ¢ogunun
kirilarak dagildigi ve tas kayiplari nedeniyle, eksik kisimlarim bulundugu
anlagilmigtir. Alanda bu tiir bozulmalara ve kayiplara neden olan etkenlerin
biiyiik kismmin degisik donemlerde yasanan depremlerle ve 2001 yilindan
itibaren ag¢iga cikarildiktan sonra, yeterli koruma Onlemlerinin alinmamasi
(Stanley Price - Jokilehto 2002: 23) ve dolayisiyla alandaki biyolojik aktiviteye,
bakimsizliga ve iklimsel faktorlere bagli olarak meydana geldigi tespit edilmistir
(Caneva et al. 2008: 97).

Opus sectile taban dosemesinin neredeyse biitiin panellerinde yogun bir bitkisel
aktivite gézlemlenmistir. Otsu ve odunsu bitkilerin (Res. 10) verdigi hasarlar
sonucunda; taglarin kilcal ¢atlaklara, kiriklara, ayrismalara (Kudde - Ahunbay
2016:38; Noei 2022: 127-128) ve bazi kisimlarda ise biiyiik 6l¢lide pargalanarak
dagilip yok olmasina neden olmustur.

Gozlemler sonucu herhangi etkin koruma (Yesil-Erdek 2014: 61-75; Roby et
al. 2024: 26) uygulamalarinin 6ncelikle, bu otsu ve odunsu bitkilerin alandan
temizlenmesi calismalariyla baslanmasi kararlagtirnlmistir. Otsu  bitkilerin
temizliginde bitkiler olabildigince tamamen kokleriyle birlikte koparilarak



258 Serkan Gediik - Sina Noei

temizlenmis, tas ¢atlaklari arasinda gelisen ve yiizeyi kaplayan bitkiler ise, dip
kisimlarindan bistiiri ile kesilmistir. Odunsu bitki tiirliniin, Kocaeli’de sikga
bulunan ve halk arasinda Kokar Aga¢, Aylandoz ve Yalanci koz olarak bilinen
Alianthus-Altissima oldugu tespit edilmistir. Govde capt 1 metreyi bulabilen
bu tiir cok hizli biiyliyen bir agagtir ve ortalama 6émrii 50 yildir. Koklerinden
yeni kokler ¢ikarabilmesi nedeniyle agag kendini sinirsiz olarak klonlayabilir?.
Taban dosemesinin belirli bolgelerinde bulunan bu agag¢ tiiri ¢ok biiyiik
hasar ve kayiplarin meydana gelmesine neden olmustur. Temizlik ¢aligmalari
kapsaminda 6nce agaglarin govdesi yere en yakin kismindan testere yardimiyla
kesilmistir. Daha sonra aga¢ goévdesinin tam ortasina matkap yardimiyla
yaklasik 3 cm capinda bir delik acarak Roundup (Glyphosate potasyum tuzu)
%35 (v/v) oraninda suda seyreltilerek agacin gévdesinin ortasina agilan delige

2 www.kocaelibitkileri.com

Resim 10
Bitkisel aktivitelerin verdigi hasarlar.


http://www.kocaelibitkileri.com
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Resim 11
Kesilen agag¢ gdvdesinin delinmesi.

uygulanmistir (Res. 11). Otsu bitkilerinin koklerinin kurutulmasi amaciyla da
bitki koklerinin bulundugu kisimlara ve ¢atlak aralarina Roundup ¢6zeltisi ayni
konsantrasyonda yiizeyden piiskiirtiilerek uygulanmaistir.

Bazi taslar iizerinde mikroorganizma (bakteri ve mantar) olusumlari tespit
edilmistir. Bu mikroorganizmalar taslarin yiizeyinde siyahimsi bir tabakanin
olusmasina neden olmustur. Bu tabakanin temizligi i¢in %3 liikk (v/v) non iyonik
deterjan su ile seyreltilerek yiizeye uygulanmis ve yumusak firgalar ile temizlik
yapilmistir. Daha sonra bolca su, yumusak firgalar ve siingerler yardimiyla
ylizeydeki tabaka temizlenmistir. Temizlik ¢aligmalarinin ardindan, kirik olan
ve birbirinden ayrisan mermer pargalarinin orijinal yerleri saptanmis ve parcalar
orijinal yerlerine yerlestirilmistir. Opus sectile panellerin temizligine kuru ve
1slak yontemlerle devam edilmistir. Elektrik siiplirgesi ve yumusak fircalar
yardimiyla, dnce harg uygulanacak biitiin kisimlar (¢atlaklar, kayip kisimlar ve
bordiirler) toprak ve kirlerden tamamen arindirilmis ve devaminda ylizeye su
puskiirtiilerek yumusak firca ya da siingerler yardimiyla 1slak temizlik yapilmis,
panellerdeki taglarin yiizeyi ve bosluklar tamamen kir ve tozdan arindirilarak,
har¢ uygulamasi i¢in uygun hale getirilmistir.

Yatak harcinin analiz sonuglarima gore, konservasyonda kullanilacak harg
karigimi hazirlanmistir. Harg analizi sonuglar1 dogrultusunda; 1 kisim kireg, 1,5
kisim 4 mm elek alt1 kiregtasi kirig1 ve tozu, 0,75 kisim 2 mm elek alt1 tugla tozu,
0,75 kisim 4 mm elek alt1 tugla kirig1 kullanilarak onarim harct hazirlanmistir.
Hazirlanan har¢ bordiir ve bosluklara yerlestirileceginden kullanilan tugla
kiriklart 6zellikle 4 mm elek alti olarak kullanilmistir.

Alanda bulunan ancak kirik olan ve yerlerinden kaymis olan opus sectile parcalari
tespitedilmis, tekrar birlestirilerek orijinal yerlerine kireg harg ile yerlestirilmistir.
Tas kayiplar1 yiizinden meydana gelen bosluklar har¢la doldurulmustur.
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Panellerin kenarlar1 yaklasik 3 ¢cm kalinliginda bir bordiir harci ile gevrilerek
daha fazla kayma ve ana gévdeden ayrilmalarinin 6niine ge¢ilmistir (Res. 12).
Taslardaki ince ¢atlaklara 1:3 oranina sadik kalarak 2 mm elek alt1 agregalarla
dolgu yapilmistir. Hargta kullanilan tugla tozu ve kiriklar: su da bekletilerek ve
her 8 saate suyu degistirerek (toplamda 3 kez) tuzdan arindirma islemi yapilmis,
tamamen kuruduktan sonra har¢ yapiminda kullanilmistir (Noei 2022: 745-757.)
Uygulama 06ncesi har¢ uygulanacak bolgeler ve taglar harglarin ani kurumasini
onlemek amaciyla su ile 1slatilmigtir. Har¢ konulan bolgeler, uygulama bittikten
sonra ve ertesi giin ¢calismalara baslamadan once, su piiskiirtiilerek ani kuruma
ve ¢atlak olusumlarin1 6nlemek amaciyla, 1slatilmastir.

Taban désemesinin orta (5D agmasi) boliimiinde, temizlik sonrasi opus sectile
panelinin altinda bir kat daha mermer doseme oldugu tespit edilmistir. Ayni
saglamlastira igslemi, 2. tabakaya da yapilmigtir. Calisma, tim uygulamalar
sonunda alanin tekrar ilaglanmasi ve yiizeyin jeotekstil (bitki olusumu, kirlenme
ve suyu uzaklastirmak amaciyla) ortii ile kapatilmasiyla sonuclandirilmistir
(Sener, 2012: 203; Roby et al. 2024: 31-32).

Sonug

Son yillarda yapilan koruma ve onarim ¢alismalarinda bilimsel arastirma
yontemlerinin kullanilmasi, eserlerin uygun sekilde korunmasi ve gelecek
nesillere saglikli olarak aktarilmasi agisindan biiyilk énem tagimaktadir. Bu
baglamda arkeolojik alanlarda bulunan mimari 6gelerin yerinde korunmasi i¢in,
disiplinler arasi ¢alismalarla, eserlerin yapim teknikleri, igerdikleri malzemeler
ve bozulma nedenlerinin anlasilmasi, detayli belgeleme ve ilgili ( harg, tas, kir
vd.) analizlerinin yapilmasi gereklidir.

Cukurbag sit alaninda koruma-onarim ¢aligmalara baslamadan 6nce kapsamli
belgeme ve taban ddsemesinin harcinin analizi yapilmistir. Analizler sayesinde,
Roma Ddénemi’nde kullanilan 6zgilin harcin igerigi belirlenmis ve sonuclari
dogrultusunda konservasyonda kullanilacak har¢ karigimi hazirlanmistir.

Resim 12
Kenarlarin harg ile saglamlastiriimasi.
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Boylece uygulamada kullanilan harcin, 6zgiin malzemeyle tamamen uyumlu
olmasi ve zaman igerisinde orijinal har¢larin ve taglarin zarara ugramadan
korunmalar1 saglanmistir.

Belgeleme calismalari, uzman mimar, konservatér ve arkeologlar tarafindan
yapilmistir. Belgelemeyle bir¢cok detayin ortaya ¢ikmasi hem veri kaybinin
6nlenmesi ve hem de koruma ve onarim ¢aligmalarinin daha saglikli ve detayl
yapilmasi saglanmistir.

Cukurbag sit alan1 6zellikle barindirdig1 egsiz eserler ve tarihsel ozellikleriyle
Dogu Roma ile ilgili ¢ok onemli bilgileri barindirmaktadir. Bu alan, kentsel
arkeolojik sit alan1 olmasi nedeniyle, yapilan koruma ve onarim ¢aligmalar1 daha
onemli hale gelmektedir. Kentsel sit alanlari, bolge halkinin ve bolge digindan
gelen ziyaretgilerin kiiltlir varliklarini taninmasi, korunmasi ve bu alanlara
sahip ¢ikmalart agisindan biiyliik 6nem tagimaktadir. Bu tiir alanlarda yapilan
kazilarla birlikte koruma ve onarim ¢alismalarinin tamamlanmasinin ardindan,
acik hava miizesi olarak faaliyete gegirilmesi ve ziyarete acik hale getirilmesi,
bulundugu kente biiyiik avantajlar saglamaktadir. Cukurbag’da yapilan kazi
ve koruma-onarim calismalariin siirdiirildiigti kalintilarin iizerinin koruyucu
catilarla kapatilmasi ve siirdiiriilebilir bir koruma saglanarak sergilenmesi
disiiniilmektedir.

Tesekkiir

[zmit Belediye Baskanligi’nin kazilara ve restorasyon g¢alismalarina verdigi
desteklerden dolay1 tesekkiir ederiz. Ayrica calismada yer alan ekip iiyeleri
arkeolog Ali Aytag Comak, restoratér Onur Coban ve projede calisan diger
meslektaslarimiza uyumlu ve 6zverili calismalarindan dolayi, Istanbul KUDEB
Laboratuvari’na analizleri yaptig1 i¢in sonsuz tesekkiir ederiz.
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Abstract

In the ancient city of Issos Epiphaneia in Erzin, Hatay, there is a Roman bath. The bath was unearthed by the
Hatay Archaeological Museum. After the excavations were completed, the Artemis mosaic found on the floor
of the frigidarium was moved to the Hatay Archaeological Museum and exhibited in the Issos-Epiphaneia
section in the Roman Bath animation. After more than 10 years following, the wooden protection roof, which
was previously built temporarily, has completely lost its function and has become a threat to the building due
to the collapse in some parts. In addition, the walls and some exposed equipment of the building are exposed
to the destructive effects of climatic conditions. In this context, within the scope of the project, which primarily
aims to build a protective roof for the protection of the building, a plan suitable for visits has also been made in
order to bring the area to tourism. It aims to introduce the bath with all its values, especially with the Artemis
Mosaic, which is very important in terms of archaeology. In this context, it is aimed to exhibit the mosaic in
its original place in the building by making a replica of the mosaic with an application that has no previous
example in mosaic art in Turkey.

Keywords: fssos-Epiphaneia, Roman Bath, Artemis Mosaics, Antiocheia Mosaics, archeopark, art of mosaic,
Hatay.

Oz

Hatay Erzin’deki Issos Epiphaneia antik kentinde Roma Dénemi’ne ait bir hamam bulunmaktadi: Hamam
Hatay Arkeoloji Miizesi tarafindan giin yiiziine ¢tkarilmistir. Kazilarin tamamlanmasimin ardindan frigidarium
tabaminda bulunan Artemis mozaigi Hatay Arkeoloji Miizesi'ne tasmarak Issos-Epiphaneia seksiyonunda
Roma Hamami canlandirmast i¢inde teshire sunulmustur. Hamam kazilarmmin ardindan gegen 10 yuli askin
siire sonunda, gegici olarak yapilan ahsap koruma catisi tiimiiyle islevini yitirmis; bazi kissmlarda gériilen
gog¢me nedeniyle yapuyt tehdit eder hale gelmistir. Bununla birlikte yapimin duvarlar: ve agikta bulunan bazi
donamimlart iklim kogullarimin yikict etkisine maruz kalmaktadw. Bu baglamda oncelikle yapinin korunmast
adina bir koruma g¢atisinin yapimasin amaglayan proje kapsaminda alamin turizme kazandrilmast igin
ziyarete uygun bir planlama da yapilmis;, hamamin tiim degerleriyle birlikte ozellikle de arkeoloji a¢isindan
olduk¢a onemli Artemis Mozaigiyle tamitilmas: amaglanmaktad: Bu kapsamda daha onceden Tiirkiye 'de
mozaik sanatinda ornegi olmayan bir uygulama ile mozaigin replikast yapilarak yapidaki orijinal yerinde
sergilenmesi amaglanmaktadir.

Anahtar Kelimeler: Issos-Epiphaneia, Issos-Epiphaneia Roma Hamami, Avcr Artemis Mozaigi, Antiocheia

Mozaikleri, arkeopark, mozaik sanati, Hatay.
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Issos Epiphaneia is located in the Gozeneler region of Erzin District in the
northern part of Hatay. The Deli Halil cone is located in the northwest of the city
(Heberdey-Wilhelm 1896: 17-18; Tiilek 2012: 175). The Amanos Mountains are
located in the east, and the Burnaz Coast is located in the south-west (Fig. 1).
Epiphaneia was located in the region called Cilicia Pedias during the Roman
Period. The Issos Plain had been providing a convenient passage for both land
and sea transportation between Anatolia and Syria-Mesopotamia (Ozgen - Gates
1993: 387-393; Sayar 2008: 277-287). The advantage offered by its geopolitical
location had led to the region being densely inhabited since Prehistoric times
(Yikmen-Edens 2019: 297-320; Yiikmen-Edens 2020: 297-310); it allowed
agriculture, maritime and trade activities to be carried out (Lehmann et al. 2006:
79-88). With the excavations carried out in 2022, the earliest history of Issos-
Epiphaneia was set back to the Prehistoric Ages (Ozdilek et al. 2023: 29-33;
Ozdilek et al. 2024). Our research on the hill where the theater leans enabled us
to access some data from very early periods. These data, which are important in
many respects, are also archaeological indicators that can carry the history of
settlement to a much earlier time than the Hellenistic Period. During “the eastern
campaign” Alexander the Great where had left Macedonia and had reached
Hydaspes River in India, he had defeated the Persian King Darius the third, in
the Battle of Issos, which had taken place in the Issos Plain in 333 BC. After
this war, during the Hellenistic Period, the name of the city had been changed
to Epiphaneia by Antigonos Epiphanes. The finds belonging to the Neolithic,
Chalcolithic, Bronze Age, Iron Age, Hellenistic, Roman, Byzantine, Abbasid,
Crusader Principality and Armenian Kingdom, Seljuk and Ottoman periods give
us information about the historical chronological process of Issos-Epiphaneia.

The Urbanism of Epiphaneia:

The traceable buildings of the settlement, built on a flat area, are dated to the
Roman Period and later. The urban planning shows an order in accordance
with the urbanism of these periods (Fig. 2). The surveys in the settlement
generally documented sacral and profane structures. There are also traces of
some sepulchral buildings. The regular plots around the junction formed by the
intersection of the wide main streets running east-west and north-south in the
public centre are allocated for central public buildings (Ozdilek et al. 2024) (Fig.
2).

Figure 1

Issos-Epiphaneia Excavations and Research
2022-2024, 1/100 000 Map General
Directorate.
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Figure 2
Issos-Epiphaneia, 3-D Hypothetical City
Modelling, N. Sonmez 2024.

Short History of Issos-Epiphaneia Roman-Byzantine and Islamic
Periods for Understandings Layers of Bath:

Appian states that Gnaeus Pompeius Magnus, who was appointed by the Roman
senate in 67 BC to clear the Mediterranean of pirates, relocated them to the
eastern Cilician cities of Adana, Mallos and Epiphaneia after his success (App.
Mithr. 96). Marcus Tullius Cicero, who was appointed proconsul of Cilicia
in 51 BC, mentioned that Epiphaneia was one day’s journey from Cilicia and
Amanos (Cic. fam. XV. 4. 10). During the Persian and Sassanid attacks in the
2nd century AD, the importance of Cilicia increased in terms of military and
maritime trade. In the 3" century AD, Roman urbanisation activities in the
Plain Cilicia region increased with the increasing Eastern campaigns. In the
3 century AD, the Sassanid king Shapur I captured Emperor Valerianus and
occupied the cities of Cilicia (Jones 1937: 199-200). During the Eastern Roman
Period, in the 4™ century AD, the region where Epiphaneia is located is called
Cilicia Secunda and is affiliated to the Anazarbos Diocese of the Antiochian
patriarchate. It is known that its bishop named Amphion was martyred in 310-
313 AD during the Maximinus Period. It was an important trade base of the
Hellenes in Late Antiquity (Magie 1950: 275; Hild- Hellenkemper 1990: 250).
In 638 AD, the region was captured by the Islamic conquests and Islamic rule
began in Epiphaneia. In the 7" century AD, the economy of the region collapsed
with the Sassanid attacks and Arab raids, and the cities were plundered (Tutar
2010: 14-15).

Research and Excavation History

Archaeological excavations at Issos Epiphaneia started eighteen years ago. The
studies started as a rescue excavation by the Hatay Archeology Museum in 2006,
since 2017 it was carried out under the consultancy of H. Pamir (Celik 2018:
89-109; Pamir - Kara 2019: 317-388; Pamir - Yast1 2020: 371-393; Pamir et al.
2022:409-428; Pamir et al. 2023: 155-168). Upon the proposal of the Ministry of
Culture, the new period excavations started in 2022, under the chairmanship of
Hatay Archeology Museums Director Ersoy and with the scientific consultancy
of B. Ozdilek (Ozdilek et al. 2023: 29-33; Ozdilek et al. 2024).

Culture and Tourism in Isos Epiphaneia

Issos-Epiphaneia Archaeological Research has adopted as a serious mission to
provide information about archaeology and archaeological studies to the whole
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society before the public and public administrators in Hatay province and Erzin
district (Ozdilek - Tibikoglu 2023: 24-25; Ozdilek - Tibikoglu 2024: 27). In
2023, after the earthquake in the region, the only excavations in the region were
carried out at Issos. After the excavations of the new period, cultural heritage
projects were carried out especially for the protection of the structures unearthed
with the excavations and then for the promotion of the ancient city and bringing it
to tourism. One of these works is the Tibikoglu Mansion, which has a traditional
architecture located in the district centre, was registered and a restoration project
was initiated in order to transform it into a district memory centre and excavation
office (Tibikoglu - Ozdilek 2023: 6-8).

The excavations and researches we carry out in Issos-Epiphaneia will reveal
the potential of Erzin, introduce its historical-archaeological identity and add
historical depth and richness to it. Archaecological excavations will help the
tourism in the region to gain a cultural dimension along with archaeology. The
information to be given to the people living in the region and the people coming
from outside about the ancient city and the excursion to the ancient city will
ensure the introduction of the city, which has never been known until now. After
the protection of the Artemis baths, a sightseeing route was created within the
scope of the protection project in 2023 in order to ensure that the replica of the
Hunter Artemis mosaic, which was unearthed during the excavations and taken
to the Hatay Archeological Museum and taken out of its context, was exhibited
in its original place. In this way, the first project of the site management studies
was initiated (Ozdilek 2024: 10-11).

For the archaeology of Hatay, the excavations to be carried out in Erzin are
important in terms of telling the history and archaeology of Hatay to the country
and the world. In the holistic perspective adopted recently, nature, sea and
history will be considered together in tourism and promotion of the district, so
that tourists will spend more time in Hatay starting from the entrance district.
Introducing the city uncovered by the excavations carried out in the city to a
wider audience in order to protect, promote and own the city in addition to the
scientific world will contribute to the culture and tourism of our country.

Excavation History of the Artemis Bath

The rescue excavations conducted by the Hatay Archaeological Museum in the
city of Issos Epiphaneia in Erzin, Hatay, started 18 years ago in the bathhouse
(Celik 2012; Celik 2018: 89-109). The building, which we call the Artemis Bath,
belongs to the Roman Period. The excavations in the baths were carried out by
museum expert Omer Celik, and the excavation photographs in the baths were
taken by Necmi Burgag, photographer of the Hatay Archaeological Museum. The
excavations in the bath lasted for about 6 years and the works were completed
in 2012. After the completion of the excavations, the mosaics, which caused the
rescue excavations to begin, were taken to the Hatay Archaeological Museum
to be exhibited, and then a temporary roof was built over the bath with wooden
chipboard pillars. In the intervening 18 years, the roof collapsed on the bath
structure. In 2022, officials from the Republic of Turkey Ministry of Culture and
Tourism and the General Directorate of Cultural Assets and Museums visited
the Excavations of Issos Epiphaneia and provided funds for our excavations
and the bathhouse project. In 2022, the upper cover, roof and protection project
of the bath was drawn by Architect Sedat Biger and submitted to the Hatay
Conservation Board in November 2023. The replica reproduction of the bath
mosaic is produced by the Erzin Women’s Cooperative (Ozdilek 2024: 10-11).
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Figure 3

Issos-Epiphaneia Hatay Archaeological
Museum, Artemis Mosaic Display,

N. Sénmez 2021.

Figure 4
Issos-Epiphaneia, 3-D Hypothetical
City Modelling, N. Sonmez 2024.

Figure 5

Aerial Photograph of Issos-Epiphaneia,
M. Simgsek, Issos-Epiphaneia 2022
Excavation Archive.

After the excavations were completed in 2012, Artemis the Hunter mosaic found
on the floor of the frigidarium and the surrounding mosaic panels with geometric
motifs were moved to the Hatay Archaeological Museum and exhibited in the
Issos-Epiphaneia section within the Roman Bath recreation (Fig. 3).

Artemis Baths

The Artemis Bath of Issos-Epiphaneia is located in the eastern direction of the
ancient city centre, probably on the edge of the colonnaded street and at the
eastern entrance of the city (Fig. 4). Therefore, the Roman Bath is connected
to both the colonnaded street and the aqueduct (aquaeductus) in the east-west
direction to its North (Fig. 5).

Considering the sequence of the bathing function, the main entrance of the baths
of Issos-Epiphaneia is located in the south direction. Contrary to the east-west
orientation for utilising the sun, as seen in other baths, the caldarium is located
in the north direction in the baths of Issos Epiphaneia, and the orientation of the
baths is south-north (Fig. 6). According to Krencker’s bath typology, it shows
asymmetrical-twin caldarium bath plan features (Yegiil 1994: 162-163). It is
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similar to the South bath of Perge (Yegiil 1994: 261). It is also similar to the bath
of Anemurium II-7a (Yegiil 1994: 268). The bath was built in an asymmetrical
plan with cold rooms to the south and east, a lock in the centre and hot and warm
rooms to the North (Figs. 5, 7). After an entrance deviating from the axis of
the bathing rooms in the south, there is a frigidarium section with the Artemis
mosaic floor. To the east of the frigidarium, there is a small pool behind the
peristyle area. There is a fountain to the north of the pool. To the north of the
frigidarium, in the eastern and western parts of the bath, there are tepidariums.
The floor of the section called the lock room is covered with terracotta slabs. The
walls of the room were built in opus mixtum technique and it is thought that this
room is also tepidarium since it has wall and floor heating system. The northern
part of the tepidarium is covered with opus-sectile marble mosaic. To the west of
the tepidarium there is a pool and side by side rooms which may have been used
as apodyterium (Fig. 5). The caldarium lies to the east of the tepidarium, while
the tepidarium and caldarium lie to the north of the bath. There is a hypocaustum

Figure 6
Issos-Epiphaneia Baths, Architect Sedat
Biger, mosaic illus. N. Sénmez 2024.

Figure 7
Aerial Photograph of Issos-Epiphaneia, M.
Simsek, Issos-Epiphaneia 2022 Excavation
Archive.
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Figure 8
Issos-Epiphaneia ~ Artemis Mosaic, N.
Burgag, Ozdilek 2014: 144,

Figure 9
Illustration of the Artemis Mosaic of Issos-
Epiphaneia, N.Sonmez 2022.

under the caldarium. To the east of the caldarium is the praefurnium. The
praefurnium leads to a large quadrangular open-air pool/natatio with an apsidal
shape on the north short side (Fig. 5). Brick, marble, limestone, basalt, basalt,
lecha, river stone were used in the walls of the bath and plastered over. The areas
to the west of the baths were used as palestra and agora during the Roman Period
and as a market place during the Medieval Period.

The Bath Mosaics consist of a total of 6 panels (Fig. 6). There is a mosaic of
Artemis the Hunter in the centre, 3 rectangular panels of paired animals between
the columns next to the mosaic, a panel of parrots with ribbons above the central
panel, and a geometric panel to the west of the central mosaic panel. It was
observed that the geometric mosaic was damaged due to the wall built on it in
the late period and the reorganised spaces.

Artemis the Hunter Mosaic (Figs. 8. 9): Artemis the Hunter Mosaic is located
in the cold section of the baths, i.e. the frigidarium. The mosaic measures 9.20
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x 9.80 m. Nearly 30 different colours, 1 cm x 1 ¢cm, 1 cm x 0.5 ¢cm and 0.5
cm x 0.5 cm teseras were used in opus tessalatum technique. In the centre of
an impressive landscape depiction, Artemis the Huntress and the theme of
hunting and venationes/animal struggles in the natural landscape around her
are depicted. Potnia Theron depicts the goddess Artemis, the queen of animals,
taking an arrow from her quiver. The inscription “APTEMIC” is written above
her head. She is depicted hunting in the forest, surrounded by various trees and
plants (Fig. 10).

Artemis is depicted frontally, standing on her left foot with the tip of her right
foot touching the ground, her upper body slightly turned to her left. Her head
is slightly turned to her right (Fig. 11). Celik suggests that the bow is made of
silver and that the ends of the bow are depicted as snake heads, but it is difficult
to argue both; it is not possible to see these depictions in the pictorial narrative
(Celik 2018: 28). While removing the arrow from the quiver, she is depicted
with her pinky finger in the air, while making a quick move towards her prey.
Her hair is parted in the centre and gathered at the back. She wears a golden
stephane and a halo on her head. She wears a dangling earring in her ear. The
large eyes and eyebrows, which are characteristic of the period, are depicted in
the form of a bow, in harmony with the eyes. She wears a short yellow peplos
with a pink-burgundy sash around his waist, which flutters with his movement,

Figure 10
Issos- Epiphaneia Artemis Mosaic,
N. Burgag, Celik 2008: fig. 2.

Figure 11
Illustration of the Artemis Mosaic of Issos-
Epiphaneia, N. Sénmez 2022.
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Figure 12

Artemis of Edessa Museum of Ontorio. https://
collections.rom.on.ca/objects/356847/floor-
mosaicartemis-and-her-bow?ctx=91fb5687-
afd9-465a-b0f5-44b4cd4c4098&idx=0
Access date: 20.04.2024.

Figure 13
Sarrin (Osrhoene), Artemis (Balty 1990: pl.
E, pl. ID).

and a pink-burgundy cloak fluttering on his back, which he wraps around his
arm holding an arrow. Since the peplos has a wide sleeve width, it is seen that
he is wearing a pink underwear. Her peplos is two-layered with a black band of
piping around his neck and on the folds of his garment. The leather handle of his
quiver passes diagonally across his chest. There are bracelets and bicep bands
on both arms. She wears long cross-strapped sandals. Artemis’ animal, the stag,
is depicted running behind her with its two front paws in the air.

Comparison Examples of Artemis the Hunter Iconography on
Mosaics

The example of Artemis the Hunter in the central emblema of the mosaic with a
similar iconography is the Artemis of Edessa origin in the Royal Ontario Museum
(Sahin - Unsal 2018: 247). Compared to the Issos- Epiphaneia example, the face,
hairstyle, dress, posture, form and grip of the bow and arrow are exactly the
same, with the only difference being that in the Issos example she is depicted
her upper body slightly turned to her left and with her deer beside her (Fig. 12).
It has a similar iconography to the Artemis the Hunter of Edessa in the Ontorio
Museum, but the anatomical features of the figure, posture, arms, expression of
movement, details of the fingers, clothing and sandals, richness in the tonality of
the colours used, and the use of light and shadow are much more advanced in the
Issos-Epiphaneia example. The Edessa example is dated to the 4t-5t century
AD (Sahin - Unsal 2018: 250).

Another example similar to the Artemis mosaic of 1ssos is the Artemis mosaic of
Sarrin (Osrhoene) in Syria, which is on display in the Museum of Ontorio (Balty
1990: pl. E, pl. II). The Sarrin mosaic depicts Artemis drawing an arrow from
her quiver, lunging forward, and standing on the lion she is hunting (Fig. 13).
Artemis posture, hairstyle, dress, arrow grip and sandals are similar to those of
the Issos example. She is depicted with animals around her and the lion and deer
she hunted. Artemis is surrounded by a round ribbon with a knot at the navel
level. Artemis hair and clothing arrangement are less detailed and later than the
Issos example, which is dated to the 6" century AD (Sahin - Unsal 2018: 250).

In the Artemis mosaic from Utica in the Bardo National Museum, Tunisia, the
goddess is depicted shooting an arrow at a gazelle eating the leaves of a large-
leaved tree (Fig. 14) (Romisch-Germanischen Museum 1964, cat. 35). The
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mosaic is dated to the 3" century AD (https://www.theoi.com/Gallery/Z6.1.html
accessed on 20.04.2024). The pose of Artemis is similar to that of Issos, but the
difference is that here she is depicted shooting her arrow.

Figure 14

Utica Artemis,
https://www.theoi.com/Gallery/Z6.1.html
Access date: 20.04.2024.

A mosaic depicting the gladiator-venationes games at the Smirat Amphitheatre
in the Sousse Museum in Tunisia. The scene shows Artemis on the left and
Dionysus on the right. The depiction of Artemis in gladiatorial games is similar
to the venationes games in the Issos-Epiphaneia mosaic. The difference is that
here, instead of shooting arrows, she carries a palm branch in her hand to award
a prize to the winning player (Fig. 15). The mosaic dates to the 3™ century AD
(Dunbabin 1999: 117 fig. 118; Ben Abed 2006: 116-117 fig. 6.6).

Figure 15
Samirat Artemis (Ben Abed 2006: 116-117
fig. 6.6).
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The mosaic recovered from the House of Bir Ennahal in Kelibia, Tunisia,
represents Artemis in a temple in nature among deer and laurel trees (Ennaifer
1994: pl. CLIX nr. 2), shooting her arrow and flying her short peplos (Fig. 16).

Figure 16

Kelibia Artemis Mosaic (Ennaifer 1994: pl.
CLIX, nr. 2), The House of the Two Hunts
(Kélibia, Tunisia). A crossdisciplinary
approach to the study of Vandal-Byzantine
venison paintings and animal bones (51 to
5t centuries).
https://books.openedition.org/pup/62727

A very interesting phenomenon in the mosaic of Artemis in the baths of Shahba-
Philippopolis from the Souweida Museum in Syria is that Artemis is depicted
in the Curaching Aphrodite typology rather than in the hunting characteristic
of Artemis, and especially in the iconography of Astarte, Inanna, the Eastern
goddess of fertility from which Aphrodite with her jewellery originated (Fig.
17). The similar point with the Artemis of Issos-Epiphaneia is the halo behind
the stephanated hair of the Pagan goddesses. They also share bracelets and bicep
bands. The mosaic is dated to the 3™ century AD (Balty 1977: 20-21).

Figure 17
Shahba Artemis (Balty 1977: 20-21).


https://books.openedition.org/pup/62727
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The mosaic from Carthage shows Artemis at the entrance of the temple and
Apollo next to her (Fig. 18). There are soldiers and a hunting scene around the
temple (Balty 1990: pl. III).

A Roman mosaic in the House of Venus in Volubilis (modern-day Morocco)
depicting Diana and a nymph surprised by the hunter Actacon while bathing (Fig.
19). In revenge, the goddess turned Actaeon into a stag. He was then killed by
his dogs. The mosaic is dated to the 2" century CE (https://www.worldhistory.

org/image/16803/mosaic-of-diana-and-actaeon).

The Mosaic of the Little Hunt, a sacrifice to Artemis, Piazza Armerina, Sicily,
depicts a hunting scene with a sacrifice being offered on a fire altar in front of the

statue of Artemis the Hunter standing on a podium (Fig. 20) (https://etc.usf.edu/

clippix/picture/piazza-armerina-mosaic-of-the-little-hunt-a-sacrifice-to-artemis.

html Access date: 14.05.2024).

Figure 18

Carthage Artemis-Apollon (Balty 1990: pl.
III), Museum of Bardo: Diana and Apollo
hunting a crane (late IV century).
https://www.romeartlover.it/Cartago3.html

Figure 19
Volubilis Artemis, www.worldhistory.org
Mosaic of Diana and Actaeon.

Figure 20

Sicilia Armerina Artemis
https://etc.usf.edu/clippix/picture/piazza-
armerina-mosaic-ofthe-
little-hunt-a-sacrifice-to-artemis.html
Access date: 14.05.2024.



https://www.worldhistory.org/image/16803/mosaic-of-diana-and-actaeon
https://www.worldhistory.org/image/16803/mosaic-of-diana-and-actaeon
https://etc.usf.edu/clippix/picture/piazza-armerina-mosaic-of-the-little-hunt-a-sacrifice-to-artemis.html
https://etc.usf.edu/clippix/picture/piazza-armerina-mosaic-of-the-little-hunt-a-sacrifice-to-artemis.html
https://etc.usf.edu/clippix/picture/piazza-armerina-mosaic-of-the-little-hunt-a-sacrifice-to-artemis.html
https://www.romeartlover.it/Cartago3.html
http://www.worldhistory.org 
https://etc.usf.edu/clippix/picture/piazza-armerina-mosaic-ofthe- little-hunt-a-sacrifice-to-artemis.html 
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Figure 21a
Wild boar-dove.

Figure 21b
Lion-wild goat-partridge-pheasant, antelope.

Hunting and Venationes Scene in Isos-Epiphaneia Nature Narrative: Since
the architectural area where the mosaic is located is the frigidarium section at
the entrance of the bath, the figures and pictorial composition were designed
according to the point of view that can be perceived properly from 4 different
directions. The main theme of the mosaic is the hunting scene and animal
struggle. The fauna is depicted in a landscape of trees and grasses. The landscape
is Mediterranean and North African in nature, with baobab-type trees resistant
to heat and maquis vegetation characteristic of the Mediterranean (Figs. 8-9).
When we look at the mosaic from the entrance of the baths, there is a wild boar
orientated to the left and a large bird standing between its legs to the right, with
a red sash around its neck and its head tilted forwards (Fig. 21a Wild boar-bird).

Next to it, a male lion is depicted leaping forward to catch wild chamois fleeing
in pairs to the right. One of the ibexes, which is closer to the lion, is looking back
towards the lion, while the other is looking forwards. There is a partridge standing
between the lion’s legs facing in the opposite direction, a pheasant looking in the
same direction under the feet of the ibexes, and a wildebeest grazing in the far
corner of the scene (Fig. 21b Lion-wild goats-partridge-pheasant-wildebeest).

In the upper row, a wildebeest with a bovine head leaping forward and lunging,
and a brown bear standing on two legs opposite it, are depicted clawing towards
the head of the bovine. Between the legs of the cattle is depicted the struggle
between a cobra and an Egyptian mongoose. The cobra is about to make an
upright attack to hunt the mongo, while the mongo has raised its long curled
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tail (Fig. 21¢ Cattle-Bear-Cobra-Mongo). Immediately afterwards, a cheetah is
depicted biting a Gerenuk (an antelope from Africa) just behind the neck, while
grabbing it by the leg with its hind paw. The wildebeest is bent on one knee and
bleeding on the ground from the bite on its back and hind leg, while the cheetah
is lifting its head upwards in its last moments of agony (Fig. 21d Wildebeest-
Cheetah). The last struggle of the second row depicts a fox lunging towards the

rooster. A maquis is depicted between both animals (Fig. 21e Rooster-Fox). Two
African animals, a Zebra and an Elephant, are depicted on Artemis, and these
depictions are among the venationes popular in Roman amphitheatres. The zebra
and the large-eared African elephant are depicted with an African, probably a

slave, pointing forward with his stick to attack the zebra. The elephant groom
is depicted naked, dressed in a robe, wearing a bandana and commanding the
elephant with a bent stick (Fig. 21f Zebra-elephant with rider). In the area below
Artemis, a hyena is depicted capturing an ostrich, climbing on it and biting it on
the neck. The hyena’s back, where it has bitten the ostrich, and its trunk, where

Figure 21c
Cattle-bear-cobra-mongo.

Figure 21d
Antelope-cheet.

Figure 21e
Cock-fox.

Figure 21f
Zebra-elephant-and its driver.
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Figure 22a
Hyena-ostrich, tortoise.

Figure 22b

Goat-rabbit-sheep-eared eagle.

Figure 22¢
Hunter-lion-steppes.

its paw has passed through, are bloody, and its mouth is open as it screams for
its life. A small turtle is depicted under the open wing of the ostrich (Fig. 22a
Hyena and ostrich-turtle). In the area below Artemis, there is a goat grazing at
the bottom, a tree in front of it, a hare running in front of the goat, and a sheep
grazing on it. It is the only part of the wild animal struggles in Africa that is not
a struggle. In fact, sheep and goats are domestic animals in this region. In the
narrative, they are used like filling motifs in harmony with the nature narrative.
Under Artemis’ foot is a bird caught by a sorghum-tipped eagle and stepped on
with its claws, and the eagle is holding a rope-like object with its beak (Fig. 22b
Goat-rabbit-sheep-sorghum-tipped eagle-bird). In the corner of the frieze to the
left of Artemis, a male lion is depicted wearing a short leather tunic and long
leather sandals, holding a spear and trying to fight off a hunter with his front
paws raised on his hind paws. The male lion has been wounded in the chest and
is bleeding from two different wounds. The hunter’s facial features, large eyes
and forward hair are characteristic of the period. Under the feet of the hunter and
the lion, in the small grasses, there is a pair of two turach birds, both with their
heads turned in different directions (Fig. 22¢ Hunter-lion-turach birds). Behind
the hunter, a tiger is depicted leaping forwards from the back of the neck and

biting a white foal with its mouth. Blood flows from the bite. A peacock is
depicted under the foot of the tiger. The plants depicted under the feet of the
animals both enliven the natural expression and provide the relationship with the
ground plane on which the figures stand (Fig. 22d Tiger-tiger-peacock). To the
left of Artemis is a pelican catching a water snake and a dove is depicted over
her left shoulder (Fig. 22¢ Pelican-Water Snake-Dove). Below the pelican is a
ram being chased by a hound (Fig. 22f Ram-Hound).
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Comparison Examples of Hunting and Venationes Scenes in Nature
Narrative

The hunting theme is quite common in Eastern Mediterranean mosaics from the
3rd century AD to the end of the 6™ century AD. There are differences between
hunting-themed narratives and venationes-gladiator narratives. Although the
Isos-Epiphaneia example is a hunting narrative set in nature, we think that
some of its elements were inspired by the venationes plays played in Roman
Amphitheatres. The reason for this is that gladiator games, animal hunts and
venationes performances were held in Roman theatres, amphitheatres and even
in other entertainment structures. It is the depiction of the daily life of Rome
and the fashionable subjects of the period that influenced the whole lifestyle and
therefore the art branches of Rome, especially from the 2" to the 4t centuries.
Although mosaics with this theme were found in the Eastern Mediterranean and
Africa, they are seen as the fashion of the period in all lands dominated by the
Roman Empire. It is also known from archaeological and epigraphic data that
animals were imported from Africa to make theatre gladiator games in Central
Rome. The fauna is mostly composed of animals found in this geography.

Figure 22d
Tiger-foal-peacock.

Figure 22¢
Ram-greyhound.

Figure 22f

Artemis Mosaic Artemis Mosaic, pelican-
water snake- pigeon (Issos-Excavation
Archive 2022, illus. N. S6nmez).
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Figure 23

Yacto Mosaic, https://www.alamy.com/
stock-photoyakto-mosaic-from-harbiye-5th-
cent-ac-hatay-archaeologymuseum-
antioch-72357499.html (Access date:
20.04.2024).

Figure 24

Konstantinian Mosaic,
https://www.turkiyenewspaper.com/
culture/21545 (Access date: 20.04.2024).

Yakto mosaic from Daphne: The common point of the Issos-Epiphaneia mosaics
is that they are designed along a symmetrical 4-way axis. Both mosaics have
divine figures in the centre (Fig. 23) (Ozdilek 2014a: 191). Both mosaics
depict a hunting scene with Mediterranean and African animals and a circular
movement. In the Yakto mosaic, the narrative of Narcissus the Hunter stabbing
his spear into the male lion, the narrative of the boar attacking the bull, snakes,
bears, leopards, hunting dogs, wild deer, deer, rabbits, various birds, tree species,
plants are common features with the Isos-Epiphaneia example (Dunbabin 1999:
182 fig. 194; Cimok 2000: 253; Ozdilek 2014b: 241-243).

The hunting and seasons-themed mosaic from the Constantinian villa in
the Louvre Museum, recovered from Antiocheia-Daphne, shows hunters on

horseback killing lions and leopoars with spears (Dunbabin 1999: 165). In the
mythological narrative, Meleager is hunting a wild boar with his spear, and
behind him is Artemis, who shoots her arrow towards the lion (Fig. 24). Although
Baratte suggests that this figure may be Atalante, it is similar to the iconographic
depictions of Artemis seen in other mosaics (Baratte 1978: 113 fig. 122).

The common feature of the Worcester mosaic from Antioch and the Epiphaneia
mosaic from Issos is that the hunter is in the centre and hunting scenes are
depicted around him. In both examples, there is a variety of figures and they are
placed horizontally and vertically (Fig. 25) (Cimok 2000: 298-299).

The similarities with the Dumbarton-Ok hunting mosaic in Antioch are that it is
seen from a bird’s eye view, the hunting theme is depicted, and the figures and
animals are designed horizontally and vertically. Next to the main panel where
the hunting theme is depicted, there are parrots in the form of stripes (Fig. 26)
(Cimok 2000: 292).

Among the animals from the Martyrion of Antioch-Seleucia Pieria, zebra,
elephant and other wild and domestic animals, which are more rarely depicted,
are also seen in the Artemis mosaic from Issos-Epiphaneia (Donceel-Voute
1988: 292, 293 fig. 273). Seleucia is dated to the 5" century AD (Dunbabin
1999: 181 fig. 193) (Fig. 27).



https://www.alamy.com/stock-photoyakto- mosaic-from-harbiye-5th-cent-ac-hatay-archaeologymuseum- antioch-72357499.html 
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https://www.alamy.com/stock-photoyakto- mosaic-from-harbiye-5th-cent-ac-hatay-archaeologymuseum- antioch-72357499.html 
https://www.alamy.com/stock-photoyakto- mosaic-from-harbiye-5th-cent-ac-hatay-archaeologymuseum- antioch-72357499.html 
https://www.turkiyenewspaper.com/culture/21545 
https://www.turkiyenewspaper.com/culture/21545 
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The Honolulu Hunt Mosaic from the House of the Worcester in Antioch has an
animal struggle panel with a lion in the centre and animal struggles around a lion
on each side of the square panel (Fig. 28) (Cimok 2000: 298-299).

The depiction of animal struggles and various bird species in the Antioch Ktisis
Mosaic is common with the Isos Epiphaneia mosaic (Campbell 1988: pl. 2;
Ozdilek 2014b: 245) (Fig. 29).

Birds such as peacocks, parrots and partridges on the Antioch House of Red
Pavement Birds panel are common with the Isos Epiphaneia mosaic (Cimok
2000: 86, 87).

The similarities between the Istanbul Grand Palace Mosaic and the Issos-
Epiphaneia Mosaic include the composition, the expression between the hunting
and animal struggles, the face and hair of the hunter figure, and the similarity
of the Acanthus border (Jobst et al. 1997: 52-54). As Constantinople was an
important capital city, it is thought that many artists came to the city from the
ancient centres and that travelling workshops came to Constantinople, especially
because of the similarity with the Antioch-Daphne mosaics.

In the emblema of the mosaic in the Bardo Museum from Thuburbo Majus in
Tunisia, the common animals depicted are Artemis on a stag throwing her spear,
surrounded by rams, gazelles, deer, ostriches, horses, wild boars, wildebeest,
bulls and bears in square and hexagonal panels (Alexander - Ben Abed 1994:

Figure 25

Worcester Mosaic,
https://worcester.emuseum.com/
objects/5275/worcester-huntfloor-
mosaic (Access date: 20.04.2024).

Figure 26

Dumbarton-Ok Mosaic, http://museum.
doaks.org/objects-1/info/35620 (Access
date: 20.04.2024).

Figure 27

Seleukia Martyrion Mosaic,
https://pbase.com/dosseman/
image/170158077 (Access date:
20.04.2024).



https://worcester.emuseum.com/objects/5275/worcester-huntfloor- mosaic
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https://worcester.emuseum.com/objects/5275/worcester-huntfloor- mosaic
http://museum.doaks.org/objects-1/info/35620
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Figure 28

Honolulu Hunt Mosaic,
https://honolulumuseum.org/
collections/26264/?reload=1
(Access date: 20.04.2024).

Figure 29

Ktisis Mosaic,
http://vrc.princeton.edu/archives/files/
original/7/14476/2352.jpg

(Access date: 20.04.2024).

Figure 30
Thurbo Majus Bardo Mosaic (Ben Abed -
Ben Khader 2001: pl. V. 1).

XLIX, L, LI, LII, nr. 415, 96-99) (Fig. 30). In these narratives connected with the
Venationes games, Artemis the Hunter is at the centre, surrounded by a common
narrative with many animals found in the Issos-Epiphaneia mosaic. The mosaic
is dated to the first half of the 3" century AD (Ben Abed 2006: 63; Alexander -
Ben Abed 1994: XLIX; Ben Abed et al. 2001: pl. V, 1).


https://honolulumuseum.org/collections/26264/?reload=1
https://honolulumuseum.org/collections/26264/?reload=1
http://vrc.princeton.edu/archives/files/original/7/14476/2352.jpg
http://vrc.princeton.edu/archives/files/original/7/14476/2352.jpg

282  H. Onur Tibikoglu - Banu Ozdilek

The Artemis the Hunter in the centre of the Issos-Epiphaneia mosaic is similar
to the El Djem mosaic from Tunisia, both of which depict Artemis the Hunter
in the centre, surrounded by fighting animals. The Tunisian iconography of
Artemis is probably to be found inside the temple, in an architectural setting
with vegetation (Fig. 31).

Among the hunting mosaics from Oudna, Tunisia, in the Bardo Museum,
the example with only an elephant (https://www.gettyimages.be/detail/
nieuwsfoto%27s/war-elephant-mosaic-with-animals-from-uthina-oudna-
nieuwsfotos/567934127) and the elephant from Issos-Epiphaneia have in
common. In general, elephant depictions are not common.

The figure of the hunter, depicted killing a wild animal with a spear in the area of
the north gate recovered from the Myrelaion Rotunda of Constantinople, has the
same ¥4 pose of the face, large eyes, and hair with forward bangs as the hunter
from Yakto and the hunter from Issos-Epiphaneia. This mosaic is dated to the
end of the 4t century AD (Fig. 32) (Niewohner 2013: 31-33).

The hunting theme in the hunting mosaics of the Amazons in the Haleplibahc¢e
mosaics of Edessa and the Acanthus curved branch border are similar. The
Haleplibahge mosaics are dated to the 2" quarter of the 6™ century AD
(Karabulut et al. 2011:102) (Fig. 33).

Figure 31

Diane chasseresse, Mosaique romaine dans
le style fleuri d’El Djem (antique cité de
Thysdrus), fin du 2¢ siecle apres J.-

C. Donation de la Tunisie https://afus-
unesco.org/revuelien/2017/lien-n129.html
(Access date: 20.04.2024).

Figure 32

Constantinopole Myrelaion Rotunda, https://
twitter.com/ByzantineLegacy. (Access date
20.06.2024).

Figure 33

Haleplibah¢e Amazon Mosaic,
https://www.kulturportali.gov.tr/turkiye/
sanliurfa/gezilecekyer/haleplibahce-mozaik-
muzesi- (Access date: 20.04.2024).



https://www.gettyimages.be/detail/nieuwsfoto%27s/war-elephant-mosaic-with-animals-from-uthina-oudna-nieuwsfotos/567934127)
https://www.gettyimages.be/detail/nieuwsfoto%27s/war-elephant-mosaic-with-animals-from-uthina-oudna-nieuwsfotos/567934127)
https://www.gettyimages.be/detail/nieuwsfoto%27s/war-elephant-mosaic-with-animals-from-uthina-oudna-nieuwsfotos/567934127)
https://afus-unesco.org/revuelien/2017/lien-n129.html 
https://afus-unesco.org/revuelien/2017/lien-n129.html 
https://www.kulturportali.gov.tr/turkiye/sanliurfa/gezilecekyer/haleplibahce-mozaik-muzesi-
https://www.kulturportali.gov.tr/turkiye/sanliurfa/gezilecekyer/haleplibahce-mozaik-muzesi-
https://www.kulturportali.gov.tr/turkiye/sanliurfa/gezilecekyer/haleplibahce-mozaik-muzesi-
 https://twitter.com/ByzantineLegacy
 https://twitter.com/ByzantineLegacy

Re-evaluation of the Mosaics of the Artemis Bath of Issos-Epiphaneia, ... / Issos-Epiphaneia Artemis Hamami Mozaiklerinin Yeniden Degerlendirilmesi ... 283

Figure 34
Apamee Bruxelles Musees royaux d’art,
Hunting Scene (Balty 1977: 104-105 fig. 51).

Figure 35
Apamee Colonad Porticus, Bruxelles Musees
royaux d’art (Balty 1977: 112-113).

Figure 36
Damas Hauwarte (Balty 1977: 129).

Bruxelles Musees royaux d’art from Apamee in Syria Some animals and
struggles in the hunting theme are common (Balty 1977: 104-105 fig. 51), such
as the chase scene in the mosaic with the hunting scene, the hoofed animal
caught by the tiger, running rabbits (Fig. 34).

The mosaic from the portico of the Great Colonade from Apamee in Syria,
which was found in the Musees royaux d’art et d’histoires in Bruxelles, depicts
a gazelle being chased by a lion in an animal chase, similar to the depiction of
a male lion chasing two gazelles, found at Epiphaneia in Issos. The mosaic is
dated to 469 AD (Balty 1977: 112-113) (Fig. 35).

In the mosaic recovered from the church at Hauwart¢ in Damascus, Syria, and
in the Musee National, leopards chasing deer, partridges, ostriches, trees and
grasses resemble the mosaic from Issos-Epiphaneia. The mosaic is dated to 472-
487 AD (Balty 1977: 128-129) (Fig. 36).

The birds depicted in The Hippolytus Hall from Jordan, the animals in the
acanthus scroll (Piccirillo 1992: 66,67); the animal struggles and hunting theme
in the acanthus scrolls in Madaba Mansion (Piccirillo 1992: 78). The fauna
forming the depictions of paradise in the Church of the Apostles, the animals in
the acanthus scroll and the animals behind the pheasants around the cantharos
are similar to the mosaic of Issos-Epiphaneia (Piccirillo et al. 1986: 45; Piccirillo
1992: 99). The mosaics in Jordan are dated to the 6t century AD (Piccirillo
1992).
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Isos-Epiphaneia Artemis Mosaic Akanthus Scroll border (Décor I: e): It is an

ornament in which acanthus leaves are arranged in the form of curled branches
and filling motifs are placed in the gaps formed by the branches. Ranke decoration
is a motif used in Roman architectural plastics and mosaics (Dunbabin 1999:
339). The Issos Epiphaneia curved branch border is arranged in the form of a
pipe flower, and animals and kalathos are depicted on the lunettes of the curved
branch, and fruits are depicted in serving plates (Fig. 9). The lower curved branch
border; from the lower left corner to the right; horse (Fig. 37a), waterfowl (Fig.
37b), leopard or cheetah (Fig. 37c¢), fruits in kalathos (Fig. 37d), wild boar (Fig.
37e), duck (Fig. 371), antelope (impala) (Fig. 38a), figs, apples and pomegranates
in fruit bowls (Fig. 38b) are depicted in the lunettes of the lower curved branch
frieze. Upper curling branch border; from the left corner there are greyhound
(Fig. 38c¢), quail (Fig. 38d), grey hare (Fig. 38e), fruits in kalathos (Fig. 38f),
wild goat (Fig. 39a), duck (Fig. 39b), bear (Fig. 39¢), triple fruits fig, apple, plum
(Fig. 39d). In the right curved branch border, from the bottom row onwards, there
are dog (Fig. 39e), rooster (Fig. 39f), rabbit (Fig. 40a), fruits in kalathos (Fig.
40b), antelope (impala) (Fig. 40c), waterfowl (Fig. 40d), leopard or cheetah (Fig.
40e). In the left curved branch border, starting from the lower row, there are
pomegranate (Fig. 40f), bear (Fig. 41a), partridge (Fig. 41b), deer (Fig. 41c¢),
fruits in kalathos (Fig. 41d), bull-cattle (Fig. 41¢) and waterfowl (Fig. 41f).

Figure 37¢ Figure 37f

Wild boar. Duck.

Figure 37d
Fruits in kalathos.

Figure 37a
Horse.

Figure 37b
Water bird.

Figure 37¢
Leopard.
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Figure 38a - Antelope. Figure 38D - Fruits in a bowl. Figure 38c - Hound dog.
Figure 38d - Quail. Figure 38e - Hare. Figure 38f - Fruits in Kalathos.
Figure 39a - Wild goat. Figure 39b - Duck. Figure 39c - Bear.

Figure 39d - Fig, Apple, Plum.

Figure 39e - Dog. Figure 39f - Rooster.
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Figure 40a - Rabbit. Figure 40b - Fruits in Kalathos. Figure 40c - Antelope.
Figure 40d - Water bird. Figure 40e - Cheetah. Figure 40f - Pomegrante.
Figure 41a - Bear. Figure 41b - Partridge. Figure 41c - Deer.

Figure 41d - Fruits in Kalathos. .
Figure 41e - Cattle.

Figure 41f - Water bird.
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Figure 42
Acanthus Scroll (Balty 1977: 25).

Figure 43
Acanthus Scroll (Balty 1977: 121-123).

Comparison of the Akanthus Scroll border of the Artemis Mosaic of
Issos-Epiphaneia

The Akanthus scroll from Sharba-Philippopolis, Souweida Museum, Syria,
depicts the theme of the hunting scene of eros in the gaps in the border. The
common feature with Issos-Epiphaneia is the inclusion of animals in the curling
branches. The rich processing of the acanthus is also similar. The mosaic is dated
to the 3" century AD (Balty 1977: 25) (Fig. 42).

The border of the Meleager and Atalante mosaic from Apamee, Syria, depicts
Eros hunting in the Acanthus scroll narrative, and the animals they hunt include
bear, lion and partridge. The mosaic is dated to the last quarter of the 4™ century
(Balty 1977: 121-123) (Fig. 43).

The mosaic from Antiocheia-Daphne with the theme of hunting and the seasons
in the Constantinian villa in the Louvre Museum shares the Acanthus border.
However, there are differences in the processing of both. The leaves of the
Constantinian example are fuller and richer. The common ornamentation is
pomegranates, etc. in the gaps under the curling branches (Dunbabin 1999: 165
fig. 170).

Similar acanthus borders are seen in the early Christian mosaics of Misis-
Mopsubhestia in Cilicia (Budde 1969: 58, 64 fig. 26, 31).

In the peristyle mosaics of the Great Palace of Constantinople, both the animal
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struggles and the hunting theme in the main panel and the animals and plants in
the gaps of the branches in the Akanthus scroll bodice are similar to the mosaics
of Issos-Epiphaneia (Dunbabin 1999: 232 fig. 244) (Fig. 24). In the narratives
of animal struggles in the Great Palace, the moment of capture of the superior
animal in the struggle is described in a bloody manner (Jobst et al.1997: 52).

Although the animal depictions in the Akanthus border of the Jordanian
Apostles mosaic show later characteristics than the border at Issos Epiphaneia,
it is observed that the mosaics in Cilicia and Antioch are exemplary (Piccirillo
1992: 98, 99).

Issos-Epiphaneia Wave Crest Wave border (Décor I: pl. 101; Campell 1988:
101b): Balmelle evaluated the wave border according to types a-k. The wave
border from Issos-Epiphaneia is classified in the “Wave pattern normal” group
in group b (Fig. 9, Fig. 44a).

Issos-Epiphaneia Wave Crest Wave border Comparison

The Wave Motif is one of the most commonly applied borders in mosaics and
was widely used in Antiochaecan mosaics (Campbell 1988: pls. 81, 86, 88, 89,
90, 140, 187).

On the Pyskheler Boat Mosaic from Daphne, the wave motif is used in two rows
of borders (Ozdilek 2014a: 188).

The drunken Dionysus Mosaic from Antioch has a wave border (Ozdilek 2014a:
188).

There is a wave motif on the outer border of the Bacchus of Tiassos Mosaic from
Antioch (Ozdilek 2014a: 189).

The House of Evil Eye Mosaic from Antioch has a wave border (Cimok 2000:
36).

The wave border used on the Red Pavement mosaic from Antioch is common
(Cimok 2000: 70-71).

Looped Circles and Ovals on the Artemis Mosaic from Issos-Epiphaneia
(Campell 1988: IV A 24c; Balmelle et all. 2002, P1. 405):

On both long sides of the Issos-Epiphaneia mosaic, a strapwork of circles and
horizontal spindles interlooped tangentially in asymmetrically shaded bands. In
the gaps of the circular loops there are 4 rosebuds in the form of clovers, and in
the gaps of the ellipses there is diamond decoration (Décor II: pl. 405) (Fig. 9,
Fig. 44b).

Figure 44a
Issos-Epiphaneia Artemis Mosaic, Wave
Bordure, Illus, N. Sonmez 2022.

Figure 44b
Issos-Epiphaneia Artemis Mosaic, Loops
and Ovals, Illus. N. Sonmez 2022.
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Figure 44¢
House of Aion (Campbell 1988: 93 fig. 149¢
IV A 24c pl.172).

Figure 44d
Issos-Epiphaneia Artemis Mosaic,
Ibis Panel, Illus. N. Sonmez.

Figure 44e
Antithetic birds around the Cilician Mosaic,
Kantharos (Budde 1969: fig. 87).

Comparison Examples of Looped Circles and Ovals in the Isos-
Epiphaneia Artemis Mosaic

-The geometric panel in Room 3 of the North Corridor in the Aion House of
Antioch is similar (Campbell 1988: 93 fig. 149¢ IV A 24c pl. 172) (Fig. 44c).

-Asimilar border is found in the basilica of Xanthos (Maniere Leveque - Raynaud
2007:168).

-In_the church of Quweismeh in Jordan, looped circles and ovals are a geometric
decoration used on the main panel of the mosaic, while at Issos-Epiphaneia this
geometric decoration is used on the border (Piccirillo 1994: pl. CXLII).

Isos-Epiphaneia Baths Kantharos and Kantharos with an Antithetical
Shiny Ibis Panel on Both Sides

There are 3 rectangular mosaic panels between two columns in the Issos mosaic
(Figs. 6, 44d). In the panel in the middle of the two columns, there is a kantharos
in the centre with red-necked ibises standing on either side of it with their heads
bent forward, eating the long thin branches that fall from the kantharos to the
ground. In a previous study, it was suggested that these birds were flamingos
(Celik 2012: 181 fig. 137). The reason why it cannot be a flamingo is that its beak
is thinner and longer than that of a flamingo, and the other distinctive feature is
the red feathers on its head depicted in the mosaic.

Issos-Epiphaneia Bathhouse Kantharos Comparison of the Bright Ibis
Panel standing antithetically on either side of the Kantharos

The iconography of a bird drinking water from the Kantharos (Budde 1969: fig.
87) is quite common (Fig. 44¢).
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The mosaic from Daphné depicts birds around the kantharos (Baratte 1978: 126-
127 fig. 136).

The rectangular panels around the central panel of the Constantine mosaic from

Daphne are similar to the depiction of animals in the grass (Baratte 1978: 104
figs. 101-106).

A mosaic from the eastern Mediterranean, whose exact provenance is unknown,
is exhibited in the Louvre and features anthythetic gazelles around the kantharos.
Depictions of animals with kantharos are generally found in the mosaics of the
Syro-Cilicia region and are dated to the beginning of the 6" century AD (Baratte
1978: 149 fig. 150).

Among the animals in the Acanthus border of the Noah’s Flood mosaic in the
basilica of Misis-Mopsuhestia in Cilicia, there is also a bright ibis bird (Budde
1969: fig. 87) and Kantharos and birds in the hollow of another Acanthus branch
(Fig. 45a).

In the church mosaics in Jordan, there are animals among the vine branches
emerging from the kantharos in the narratives of paradise depictions, and
animals standing antithetically in the hunting narratives (Balty 2003: 159-167).
In Madaba Mansions in Jordan, there are antithetical peacocks and rams in the
vine branches coming out of the cantharos (Piccirillo 1992: 70).

The mosaics of the Syrian Church of Ain El-Bad also show peacocks standing
antithetically on either side of the kantharos and various animals among the
twisted vine branches (Donceel-Voute 1988: 16 fig. 1).

Giraffe-Rock Panel of the Baths of Issos-Epiphaneia: On the far left of the two
columns is a ram in the grass and a giraffe behind it (Figs. 6, 45b). It is possible
to see African animals in both the Artemis mosaic of Issos and the Eastern
Mediterranean mosaics.

The rectangular panels around the central panel of the Constantine mosaic at
Daphne are similar to the depiction of animals among the grass (Baratte 1978:
104 figs. 101-106).

The mosaic in the baptistery in the diaconicon of Moses on Mount Nebo in
Palestine depicts a hunting narrative, grazing animals, a soldier leading a zebra
and giraffe away from their game, and a black man leading an ostrich. Giraffe

Figure 45a
Cilicia Mosaic, Ibis depiction (Budde 1969:
fig. 87).
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Figure 45b
Issos-Epiphaneia Artemis Mosaic, goat and
giraffe panel, illus. N. Sonmez.

Figure 45¢
Issos-Epiphaneia Artemis mosaic, goat’s
head, illus. N. Sonmez.

is one of the animals rarely depicted in mosaics and they are similar to the
depictions of animals in the Issos mosaic. This mosaic is dated to the middle of
the 6 century AD (Piccirillo et al. 1986: 95).

Issos-Epiphaneia Baths Goat Panel (Figs. 6, 45c): Only the goat’s head,
front hooves and the grass in front of it were preserved. Similar animals and
workmanship are found in many mosaics with hunting themes.

There is a similar depiction of a goat from the Dumbarton Oaks house from
Antioch (Campbell 1988: pl. 199).

The panels with two animal chases in the Syrian Qabr Hiram church depict a ram
running away and a greyhound catching it, and the lion and the plants between
them in the other panel are similar to the grasses on the ground (Donceel-Voute
1988: 417).

Issos-Epiphaneia Baths Ribboned Pagans Mosaic Panel

South direction of the Artemis mosaic in the middle of the Frigidarium, there
is a mosaic with parrots on a cream-coloured ground, unfortunately mostly
destroyed (Figs. 6, 46a) (Décor I: 124f-125c). The reasons for the destruction of
the mosaic include the fact that it was made of glass tesera and that the space was
used for other functions in the later periods after the mosaic was covered with
plaster (Celik 2008: 29). The Pagans are generally made of green glass teseras,
and the ribbons tied around their necks are made of red teseras.

The inner border is “two interbraided bands of straight-tongued outlined double
guilloche (Décor I: 124f-125c¢).
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Outer border swastika-meander of spaced recessed reverse-returned swastikas
with a square in each space (Décor I: 83 pl. 39¢; Campbell 1988: 97 fig. 191c¢).
The square spaces between the swastika meander have a pattern of square
diagonal chevrons (Campbell 1988: 98 IV A).

Comparison of the Ribboned Parrots Mosaic Panel of the Baths of
Issos-Epiphaneia
Similar mosaics with ribbons are also found in the Basilica of Issos-Epiphaneia

(Pamir - Yast1 2020: 393 fig. 11). They are very common in the mosaics of
Antioch.

In the Daphné House of the boat psyches mosaics, there are ribboned parrots
mosaic panel. A fragment of these panels is in the Louvre and another in the
Museum of Art Baltimore (Baratte 1978: 124 fig. 131) (Fig. 46b).

Figure 46a
Issos-Epiphaneia, panel of parrots with
ribbons, illus. N. Sonmez.

Figure 46b
Parrots with ribbons of Daphne (Baratte
1978: 124 fig. 131).
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Figure 47
Issos-Epiphaneia Artemis mosaic, geometric
panel, illus. N. Sénmez.

The Dumbarton Oaks Hunt Animal Hunt mosaic from Antioch has a mosaic
border with ribbons in the perimeter border (Campbell 1988: pl. 196).

The birds mosaic in the House of Ktisis from Antioch features parrots with
ribbons (Campbell 1988: pl. 5).

The Birds and Plants mosaic from Antioch features parrots with ribbons (Ozdilek
2014a: 185).

At Soran Khirbet Cheikh Messaoud, Syria, ribboned parrots and birds are
depicted in the diaconicon of the church (Donceel-Voute 1988: 305 fig. 299).

Issos-Epiphaneia Geometric Mosaic Panel (Figs. 6, 47): Very little of the
geometric panel is preserved. Row of tangent hourglasses, alternately horizontal
and upright, the colours counterchanged, creating the effect of a band of
diagonally quartered squares (Décor I: pl. 17 a). Stepped cross (square with
sides of broken lines) (Décor II: 37) and tightly braided shaded simple guilloche
opened to form eyelets (Décor I: pl. 71 e). Only a part of this mosaic panel was
recovered.

Issos-Epiphaneia Border Comparison

As comparative examples, the motifs seen in the basilica at Issos-Epiphaneia
and in the mosaics of Antioch are separated into separate weaves, and triangles
appear in many examples (see generally Campbell 1988: The mosaics of
Antioch).

In the Black Fisherman Mosaic from Antioch, rows of tangent hourglasses are
used (Cimok 2000: 44).

In the House of Calendar Oceanus and Thetis mosaics from Antioch, stepped
cross square with sides of broken lines is used in the border (Cimok 2000: 46-
47).

In the Bacchic Thiasos mosaic from Antioch, the braid border and wave border
are common (Cimok 2000: 56-57).

The House of the Red Pavement Geometric Mosaic from Antioch has row
of tangent hourglasses and stepped cross square with sides of broken lines in
common with the Thiasos mosaic (Cimok 2000: 68-69).

Re-evaluation and Conclusion of the Issos-Epiphaneia Bath Mosaics

When the treatment of Artemis is examined typologically and iconographically,
it shows the characteristics of Early Christian mosaic art, especially under Pagan
influence. As a result of the comparisons made, it shows similarities with the
closest Antiochiea-Kilikia-Syria-North Africa mosaics.



294  H. Onur Tibikoglu - Banu Ozdilek

The mythological narrative in the centre of the Hunting Artemis mosaic is seen
in the Eastern Mediterranean cities. The closest examples to the hunting theme
are found in Antiochiea-Kilikia, Syria, the Eastern Mediterranean, and the Great
Palace of Constantinople. The influence of the Antiochiean mosaic workshop
can be seen in many regions of Cilicia and the Eastern Mediterranean, with
similarities in subject matter, iconography and decoration programme.

The reason why the pictorial depiction of Artemis the Hunter in the centre of
the mosaic is inscribed with Artemis in Greek is to strengthen the recognition
of the Pagan goddess in the Early Christian period with the pictorial depiction
and writing. In Late Antiquity (Early Christianity), the tradition of the goddess
of the classical mythos, which is the most widespread belief in the Anatolian
geography of the classical mythos, being the virgin and the elixir of animals
in the belief, presents the thematic philosophical thought that overlaps with
the animal struggles and hunting scenes that started in the Roman Period
and increased in Christianity, together with the work of art. Greek and Latin
inscriptions were used together in the stoa mosaics of Issos-Epiphaneia. Here,
in the mosaic belonging to the Eastern Roman Period, the Greek name of the
Anatolian-Greek goddess Artemis was used instead of the Latin name Diana.
This shows the commitment of Isos-Epiphaneia to its tradition from its deep-
rooted Hellenistic past.

Built in the Roman Period, it is the largest of the 3 bath structures identified in
the city. It is located at the northern entrance of the city. The wealth of the city
comes from trade and agriculture-livestock breeding due to its location on the
route of land and sea routes between Mesopotamia and Anatolia. The fertile plain
where the city was founded and the stone resources of the Amanos Mountains
provide an advantage in terms of urbanisation spread over wide plains during the
Roman Period. Another very important resource for the operation of the baths is
the need for wood, and the trees in the Amanos meet the need for wood for the
baths. Being a city with a harbour, there are baths both in the harbour settlement
of Burnaz and in the city centre due to the need of sailors for bathing. The size
of the baths and their furnishings, the use of marble, architectural plastic and
mosaics meet the needs of not only the local population of the city, but also
the sailors and the soldiers of the Roman legions staying in the military camps
established by the Roman legions near here. The position of the mosaic, its
placement, the subjects depicted and the arrangement of the panels are in the
arrangement seen especially in early churches. The columns around the central
panel and the panels between the columns suggest that a church may have been
built inside the Roman Bath during the Byzantine Period. Similar placement
and planning features of the mosaics are observed especially in the churches
in Syria-Jordan. In the city of Tlos in the Lycia Region, a church was built in
the tepidarium section of the Roman baths during the Eastern Roman Period
(Korkut 2015: 53-56). The fact that the church and some of the mosaics are not
preserved is due to the fact that it was used in the Middle Ages during the Islamic
Periods and the Abbasid period. Some of the mosaics were plastered and a wall
was built over the geometric panel.

In previous research dates the mosaic at Issos-Epiphaneia to the 4t and 5t
century AD (Celik 2012: 115). However, together with the mosaic style and
similar examples, it is dated to the 5™ - early 6! century AD. There is also a
period association with the other mosaics in the city. There is an enrichment
in the Late Antique Period in the 4" century AD. When we look at the mosaic
repertoire of the region, it is seen that flora and fauna are depicted together with
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geometric panels from the beginning of the 5 century AD to the end of the 6%
century AD. Although Antioch and its neighbourhood experienced earthquakes
in the 4th, 5t and 6t centuries AD, it received great support for reconstruction,
especially from Rome. Due to the connection of Issos-Epiphaneia with the port
of Burnaz and its location on the route of pilgrimage routes, it was economically
enriched and many basilicas and churches related to Christianity were decorated
with mosaics.

In the previous publication in 2018; O. Celik stated that the Artemis mosaic at
Issos -Epiphaneia is located in the tepidarium section of the baths (Celik 2008:
28), this mosaic is located in the frigidarium section of the baths, but according
to our suggestion, it is located in the small church built in the frigidarium section
of the baths. Opus tessellatum technique was used in the mosaic (Celik 2008:
27).

It is understood that the pagan goddess was transformed into a Christian saint
with the adoption of Christianity in Late Antiquity with the cross on her head.
This marker reflected in the painting shows the continuity of the artistic tradition
of the Roman way of thinking in the transition to Late Antiquity.

The Issos-Epiphaneia mosaic shares some characteristics with mosaic examples
from Antioch, Syria, the Levant, Palestine and Africa. Its general expression is the
blending of pagan beliefs with the integrity of Mediterranean-African flora and
fauna, as an indicator of Romanisation, especially in the Eastern Mediterranean
basin. Potnia Theron, the symbol of abundance and fertility, became the Kubaba
of the Hittites in Anatolia, the Cybele of the Phyrians and the Artemis of lonia.
Thanks to the seafaring tribes of the Eastern Mediterranean, she reached mainland
Greece via the Aegean islands and Crete. Greek culture also adopted Artemis.
The belief in Artemis in Ephesus gave birth to the Christian faith, which has
common characteristics with the Virgin Mary. The story of Artemis the hunter,
the goddess of lonia, the islands, Lycia and Greece, is a cultural transmission
that combines flora and fauna, especially popular in Roman and Late Antiquity.

In addition, we see the reflection of Artemis’ hunter goddess feature, especially in
theatre culture, venationes, munera, gladiator games, which became fashionable
in the 27 and 3" centuries AD, on other arts such as sarcophagi, mosaics, etc.
Especially in the Late Roman and Eastern Roman Periods, hunting scenes are
very popular. It is seen that characters adapted from mythological pagan figures
to Christianity are used more often, such as Artemis, Dionysus and Orpheus.

The Artemis mosaic is designed with a four-way view. The mosaic floor is
cream coloured and the figures on it are coloured, shadows were made on the
bases so that the figures and animals are felt to be connected to the space, thus
eliminating the feeling of standing in the air. Since the mosaic has a viewpoint
from 4 directions, a walking floor could not be made; therefore, although this
situation has been evaluated as a “space line problem” (Celik 2008: 29), in our
opinion, this should be perceived as the design success of the mosaic artist.

We believe that the panels of parrots with ribbons were produced especially by
the Daphne workshop, The presence of parrots with ribbons in the baths and
basilica of Issos-Epiphaneia and the similarity of the geometric panels in the
baths and basilica with the mosaics of Daphne-Antiokheia, and the fact that the
mosaics of Issos-Epiphaneia have similar patterns with the mosaics of Daphne-
Antiokheia, indicate that the mosaics of Issos-Epiphaneia are similar to the
mosaics of Daphne-Antiokheia. The master of the travelling mosaic workshop
could come to Epiphaneia with his apprentices, or the master could come and
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work with local masters and train them, or he could import panels from Daphne
to Issos, local apprentices may have replaced them.

Conservation, Covering, Sightseeing Route and Reproduction of Bath Mosaics
for On-site Exhibition

After more than 10 years, the wooden protection roof, which was previously
built temporarily, has completely lost its function and has become a threat to
the building due to the collapse in some parts. In addition, the walls and some
exposed parts of the building are exposed to the destructive effects of climatic
conditions. In this context, in order to ensure that the building can be preserved
and the frigidarium mosaic, which has been detached from its context, can be
exhibited again in its original place, a project covering emergency protection
and the holistic exhibition of the building by opening it to visitors was submitted
to the Hatay Regional Board for the Protection of Cultural Assets in 2023 (Fig.
8). In this context, firstly, conservation works will be carried out and the building
will be stabilised in terms of conservation understanding with the construction
of a protective cover. It is aimed to achieve outputs such as contributing to the
cultural awareness of the society and the economy of the region in the context of
tourism by exhibiting the building with a travelling route arrangement.

Conservation

The conservation of mosaics is considered as permanent conservation and
temporary conservation. Permanent conservation is to make the mosaics suitable
for conservation and exhibition together with the architectural structure and its
surroundings.

This understanding is the method to be applied in Isos-Epiphaneia with the
replica mosaic in the baths. Temporary conservation, on the other hand, means
that if the mosaics cannot be preserved in situ, they should be moved to the
museum until the conditions are met. The Artemis mosaic was unearthed by
illicit excavations, excavated by the experts of the Hatay Archaeological
Museum upon receiving a notification, and moved to the Hatay Archaeological
Museum due to the security problems of the archaeological site at that time.

After the excavation of the site, some protection measures were taken by the
Hatay Archaeological Museum in order to prevent the collapse of the building
walls and to prevent the layers on the wall faces from falling off. However, due
to the loss of protection of the wooden roof built in those years and even collapse
in some parts, the walls of the building have been damaged in places. With this
project, a holistic conservation work will be carried out again in order to protect
the damages and the building material of the whole bath.

In the study on the Distribution and Conservation Measures of Cilicia Mosaics,
it is stated that the basic principle is to preserve the mosaics, which are very
dense in the region, in situ (Sayar -Yesil 2007: 109-133).

Top Cover

It is designed to protect the building from the corrosive effects of climatic
conditions and does not get in the way of the ancient structure, in harmony with
the environment and with minimal intervention to the ancient area. The roof is
designed with a roof that does not prevent air circulation and prevents UV and
IR rays. A visitor path around the roof was created for the visitors to perceive the
baths in their entirety, and some parts of the path were paved with a glass floor
so that the interesting parts of the building could be presented to the visitors.
The first project implemented in the new period of the excavations carried out
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by the Hatay Archaeological Museum for many years, which started in 2022, is
the design of the visitor area together with the protection in the ancient city, so
that the ancient city will be opened to local and foreign tourists.

Organisation of the Bath as an Archaeopark

There are examples where the areas where mosaics are found are museums.
After the excavation of the Istanbul Great Palace Mosaic (Sultanahmet), the
excavated area was taken under protection with a temporary wooden porch, and
when this temporary solution lost its protective function in time, the new Great
Palace Mosaic museum was built in 1987 in Sultan Ahmet in harmony with the
old building communities (Jobst et al. 1997: 81-83).

The area was organised as an archaeopark for the Villa and Bath mosaics
unearthed during the excavations in Edessa Haleplibahg¢e in Sanliurfa (Karabulut
et al. 2011: 118-150). Following the completion of the excavations in the
area, conservation-repair works were carried out. Repair and reconstruction
works were carried out on the building walls. In order to present the mosaics
to the public, a sightseeing platform was created to allow visitors to see the
mosaics together with the building and to prevent contact with the mosaics. The
building was covered with a temporary roof. Haleplibahge excavation area was
transformed into an open air mosaic museum.

After 1980, the excavation and restoration of mosaics gradually increased,
especially with the excavation of Zeugma. The previously excavated mosaics
were moved to museums. With the discovery of mosaics in many excavated
cities in Anatolia, in-situ mosaic conservation practices have been carried out
in many ancient cities with the support of the state, local administrations and
ministries, since the protection and display of mosaics in situ visually provides a
positive return to ancient cities in terms of tourism (Yesil Erdek 2011: 963-968).

Reproduction of Bath Mosaics

Due to the fact that it started as a rescue excavation and then the excavation of
the city of Issos Epiphaneia continued under the presidency of the museum, the
mosaic was moved from the bath where it belonged to the Hatay Archaeological
Museum due to the inability to take security measures due to the lack of site
management and archaeological site status. During the period when the
excavations in the city became more systematic, it was possible to preserve the
stoa mosaics in situ without being separated from their context by covering them.

We are adopting such an approach in order to make the infrastructure and
expertise branches that can meet all the requirements of the archaeological
excavations carried out here as part of the excavations of the new period, so that
the protection and storage of the artefacts and the mosaics, which will not be
separated from the context of the mosaic, will be preserved in place by carrying
out all the necessary procedures in this respect and ultimately present them to
local and foreign tourists as an element of cultural tourism.

As afirst step, it is planned to reproduce the mosaic recovered from the baths and
transported to the museum.

Documentation and Data Collection

The Artemis mosaic was first documented photogrammetrically. The drawings
of the mosaic are also used for documentation by being processed in a CAD
program with the help of total station. This method gives healthy results
especially in areas where there are tesera losses. In this way, the protection,
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dimensions and shapes of the stones were determined in mm scale. Analysis:
The color scale of the stones used in the mosaic was determined according
to the Tibikoglu and Ozdilek scale (Tibikoglu - Ozdilek 2022: 6-9). As it is
known, Issos and its surroundings are rich in basalt, green and black serpentine
volcanic stones. Nearly 30 colours were used in the Artemis mosaic. The reason
for the success of Cilicia mosaics is the rich stone resources and the use of
precious stones and glass. For colours not found in stones, such as dark blue,
shades of green, yellow, coral red, etc., opaque glass paste or translucent glass
tesserae are used. At the same time, archaeometric studies will be carried out to
determine the type of stones and their sources. Thus, the sources and stones used
in the mosaic will be determined and the most suitable stones will be provided.
The chemical, minorological and petrographic properties of the mortar used in
the mosaic will be determined and mortar close to the original will be used in
conservation works.

Mosaic Production

Photogrammetric documents will be printed out on a one-to-one scale and will be
used as a base template for the new mosaic to be produced. The stones provided
on a plastic net to be placed on the template will be arranged in accordance with
the original, as in the ancient period, the teseras shaped by using hand chisels will
be arranged in accordance with the original. The mosaic completed on the mesh
will then be transported to the area in sheets and placed in its original position in
the bathhouse in a special frame in which the layers of the mosaic layers of the
ancient period, including budus, statumen, nucleus, will be animated (Ustiiner
2002: 63). One edge of the frame will be transparent so that the layers can be
seen by the visitors.

Mosaic Production Technique

The stones to be used in the mosaic are brought to the pencil stone format in SNS
machines, then cut into various cube formats by hand with pliers and arranged
to fit each other. Care is taken to ensure that the surface of these artefacts is flat.
In order for the stones to be compatible with each other, their edges should be
polished. In the ancient method, the mosaic pattern is drawn on paper or cloth.
The pattern is surrounded by a wooden frame, and after the tesserae are placed
on the pattern, Roman cement is poured on it. After the cement mortar dries,
the mould is removed from the wooden frame, the mosaic is inverted and the
mosaic panel is placed on the substructure formed in 3 layers. The pattern on
the placed mosaic is removed. Mosaics can be made piece by piece. Especially
the emblema part in the centre is made separately and the part around it is
made separately. The emblema is in opus vermiculatum technique, while the
surrounding area is in opus tessalatum technique (Ustiner 2002: 63). In the Issos
Epiphaneia mosaic, Artemis in the emblema and the figures around it were made
using the opus tessalatum technique. It is seen that the construction techniques
applied in the mosaics of the Ancient Roman Period are almost the same in
today’s mosaic production. Today, it is known that there are mosaic production
workshops where a large number of workers and games work under the direction
of a master craftsman while producing large-sized mosaics (Tibikoglu - Ozdilek
2022: 6-9).

This study is planned to be carried out by creating a mosaic workshop consisting
of local mosaic mosaic artisans in order to provide a scientific communication
of modern artisans of the district where the ring city and the ancient city are
located. Thus, it is aimed to keep an important mosaic school in the ancient
region alive in the modern age and to provide employment with mosaic art.
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Jane Chick’s book, based on a PhD dissertation completed in 2014, is devoted to the “large mosaic pavement” in the
so-called East Church at Qasr el-Lebia, in Cyrenaica. This remarkable floor comprises a grid of fifty square panels
framed by undulating interlaced bands. The individual panels contain an astonishing variety of subjects, which
make the floor one of the richest with respect to its imagery to survive from the Early Byzantine world. The mosaic
resembles a giant crossword puzzle, whose meanings have to be teased out from the enigmatic clues provided by the
individual images and their sparsely provided inscriptions. It is certainly deserving of a book-length study, which it
had hitherto not received. Even if it is not the most technically accomplished of mosaics, its complex iconography
is fascinating and revealing of many aspects of early Byzantine thought and life, including concepts of theology,
geography, patronage, imperial expansion, and power. The mosaic was created in Theodorias, a town evidently
refounded in the province of Cyrenaica as part of the Emperor Justinian’s campaign to pacify the lands to the west
of Egypt.

Early commentators on the mosaic saw the diverse images it contains as nothing more than a random selection, with
little or no coherent symbolic content. However, subsequent scholars, beginning with André Grabar, have proposed
that the composition of the floor was meaningful, especially as an evocation of God’s creation. Chick presents
a more complete documentation of the mosaic and its imagery than was available in previous publications, and
expands upon the symbolic potential of its imagery.

“ Henry Maguire, Johns Hopkins University, Department of the History of Art, Baltimore, USA. https://orcid.org/0000-0002-5813-8657. E-mail:
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The first chapter contains an introduction to the church and its three surviving
areas of mosaic, the northeast annex, the sanctuary at the west end of the building,
and the east end of the nave, where the large pavement on which the book focuses
is located. The chapter concludes with a discussion of the dating. Chick accepts
that the mosaic in the northeast annex was laid at the same time and by the same
workshop as the large pavement, while the mosaic in the sanctuary is evidently
not by the same atelier as the other two mosaics. She accepts a sixth-century
date for the large mosaic, on the basis of inscriptions in both the large pavement
and the northeast annex mosaic, and of stylistic and iconographic parallels with
other churches.

The second chapter presents a brief discussion of the geographical and
ecclesiastical context in Cyrenaica, and of the site of Qasr el-Lebia. The main
archaeological features that have been discovered in the town are the East and
the West Churches. The West Church had an inscribed cross plan, while the East
Church was a two-aisled basilica, with a reverse orientation to the west. Its nave
was paved with large marble slabs and smaller slabs at its western end, and with
the large pavement at the east.



Book Review - Kitap Incelemesi 303

The third chapter seeks to interpret the imagery of the large pavement by
stepping “into the shoes of the Late Antique viewer” (p. 30). Chick stresses
the well-known ability of iconographic motifs in Early Byzantine art to convey
multiple meanings at the same time, comparing the mosaic to cento poetry and to
acrostics. She invokes the principle of varietas, drawing a parallel between the
pavement’s eclectic imagery and the use of spolia in Late Antique construction
to add “vigour and vitality” (p. 34).

The ensuing iconographic analysis in the fourth chapter focuses on groups of
motifs, related either by context or by location within the mosaic, that create
“meaning over and above the signification of the individual images”(pp. 37-39).
Much of this discussion is a well illustrated summary of previous scholarship,
but there are also interesting new observations. Thus Chick follows earlier
writers in describing the aquatic motifs in the outer edges of the composition as
representing the ancient concept of the ocean surrounding the inhabited earth,
but also in her discussion of the figures labelled Kosmesis (Adornment) and
Ktisis (Creation/Foundation) she makes the interesting new suggestion that these
figures of women, though labelled as personifications, were veiled references
to the role of female patronage in this ecclesiastical complex. This chapter
also includes detailed analyses of the central personification of Ananeosis
(Renewal), of the four nude personifications of the Rivers of Paradise, and of
the reclining nude figure of a spring labelled Kastalia. She also discusses the
symbolism of the motif of the eagle with its prey, which appears in the panel
immediately below the one containing Ananeosis, seeing in it a soteriological
significance, and she attempts to make sense of the trio of panels portraying
a bucolic musician, a leopard, and a satyr. Finally, she addresses the panels
with architectural representations, including the view of a walled town labelled
“Polis Nea Theodorias” (“New City Theodorias”) which is top and center of the
mosaic, before finishing with an assortment of animals: ostriches, horses, sheep,
lions, stags, gazelles, a bull and a bear.

The fifth chapter attempts to outline how this remarkably diverse imagery
created an overall program. Here the emphasis is placed on its Christian
significance rather than on the political meanings evoked by the naming of the
“New City Theodorias”, and the possible connections between Ananeosis and
the campaign of renovation in the province of Cyrenaica that was associated
with Justinian and his empress Theodora. Chick interprets the mosaic as it would
have been viewed by those who walked across it, from east to west. She sees
the eastern portion as representing a more unstable, chaotic world, containing
asymmetrical images including threatening sea monsters and the satyr, while
the western part, nearer the sanctuary, is resonant of paradise. She argues that
the western portion features panels containing images with stronger Christian
associations, including a peacock, the rivers of Paradise, the eagle with its prey,
and Ananeosis, which are arranged in a more orderly composition of central
figures flanked by symmetrically paired motifs. She characterizes the experience
of moving across the floor as a “simulacrum of a spiritual journey” (p. 125).
Throughout her discussion Chick sees a strong reference to baptism running
through the imagery, especially in in the personifications of Ananeosis, the
Rivers of Paradise, and Kastalia.

In the final chapter Chick turns to the large pavement’s architectural setting,
questioning whether the location that it occupies was indeed part of the nave,
as earlier writers had assumed. Instead, she proposes that the mosaic occupied a
separate space, which was divided by a partition from the nave proper to its west,
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although there appears to be no sure archaeological record of such a feature. She
hypothesizes that this space could have been part either of an episcopal palace,
or of a baptismal complex.

Chick’s book will be extremely useful to researchers working on Late Antique
mosaics in North Africa, and on Early Byzantine iconography in general. It is
extremely well documented, with extensive footnotes and a rich bibliography.
It is also beautifully illustrated with color photographs, most of them taken by
the author herself, both at Qasr el-Lebia and at other widely scattered sites as far
apart as Ostia in Italy and Pécs in Hungary.

One interesting aspect of the large pavement that the book does not address is
the approach of the mosaicists toward the illustration of the flora and fauna of
nature. Although the images cannot be considered naturalistic in a photographic
sense, nevertheless some of the portrayals of animals and plants pay careful
attention to the characteristics that differentiate different species. For example,
among the aquatic creatures, the Nile bolti fish (tilapia) is clearly recognizable
from its long dorsal fin and the Nile puffer fish from its ability to inflate when
under threat. These identifications, incidentally, throw doubt on the book’s claim
that “there is no mingling of oceanic and Nilotic motifs,” and that “care has
been taken to separate the two bodies of water and mark them as distinct from
each other” (p. 53), for the tilapia and the puffer, mainly freshwater fish, appear
together with a triton and sea shells in panels that the book identifies as “oceanic
imagery” (fig. 70).

The interpretation of symbolism in Early Christian art is an uncertain task, and as
a consequence some readers may find that the book pushes too far in proposing
meaning for motifs that may possibly have been innocent of anything other than
their literal content. To take one instance, it is suggested that the facing bull and
ram at the bottom of the mosaic, which are here classed as “anomalies”, may have
been “intended to evoke a pagan past in which sacrifice was the norm” (pp. 114-
115). But perhaps these animals were no more than illustrations of the diversity
of God’s Creation, evoked by the personification of Ktisis, which had the dual
meaning of divine Creation and human foundation. In viewing Early Christian
mosaics, it may not always be necessary to look for individual symbolism in
every single motif. While some subjects, such as peacock or the eagle with its
prey, plainly were freighted with extra layers of signification, others may have
been no more than portrayals of the varietas of Creation.

These observations should in no way detract from the overall value of this
book as an invaluable record and analysis, as complete as the archaeological
circumstances allow, of one of the richest and most challenging mosaics to have
survived from the Justinianic era. As the author herself writes in her conclusion:
“The intention of this study is not to offer up definitive interpretations, but to
open up discussion” (p. 136). In this aim she has succeeded admirably. We are
greatly in the author’s debt for bringing her work to publication.






