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José Maria Blazquez Martinez in memoriam (1926-2016)

José Maria Blazquez Martinez (Professor of Ancient
History and Fellow of the Spanish Royal Academy of
History) passed away on March 26, 2016, in the city
of Madrid (Spain) after a full life devoted to teaching,
scientific research and the spread of antiquity; and le-
aving all of us -who have had the immense fortune to
enjoy his mastership and overwhelming personality-,
with an immense sadness.

Prof. Bldzquez graduated in Philosophy and Letters

from the University of Salamanca in 1951 and defen-

ded his PhD in the Complutense University of Madrid

in 1956. During the next decade, Prof. Bldzquez con-

tinued his training under the supervision of Prof. Pal-

lottino at the University of La Sapienza in Rome and,

granted by the DAAD, at the University of Marburg,

under the supervision of Prof. Matz and Prof. Drerup.

Subsequently he made other successful research stays

at the University of Tel Aviv, the British Academy of

Rome, the University of Catania, and in the German

Archaeological Institute branches at Istanbul, Damas-

cus and Riyadh. In this regard, Prof. Bldzquez always

defended the importance of international networks that, through academic contact with other
schools and colleagues, conceived as essential for personal development and the progress of
scientific research.

After this intense formative period, Jos€ Maria Bldzquez obtained a position as Professor of
Ancient History at the University of Salamanca (1966-) and shortly after at the Complutense
de Madrid (1969-), where he was designated as Professor Emeritus. At the same time, he was
an active member of the former Institute of Archaeology "Rodrigo Caro" (CSIC), that he direc-
ted during more than ten years (1973-1985). Finally, in recognition to his academic trajectory,
Professor Blazquez was elected as a Fellow of the Spanish Royal Academy of History. In all
these institutions Prof. Bldzquez developed a brilliant contribution to the promotion of Ancient
History in Spain, especially important was his capacity for mentoring (he supervised more than
40 PhDs during his academic life) large teams of teachers and researchers, that obtained seve-
ral tenured positions in different universities and academic institutions. He was also a prolific
author publishing many handbooks and monographs that are authentic milestones in history the
Spanish scholarship (i. e. La Romanizacion, Historia social y economica. La Espaiia Romana.
Economia de la Hispania romana, Bilbao, 1978, Historia de Esparia Antigua, 1. Protohistoria,
Madrid, 1980; Historia de Esparia Antigua Il. Hispania romana, Madrid, 1978). Largely in-
fluential was also his leadership in the direction of the scientific journals as Archivo Espaiiol de
Arqueologia (1973-1987) and Gerion (1983-2010). In addition, Prof. Bldzquez directed nume-
rous archaeological excavations at Caparra (Cdceres), Céstulo (Jaén), La Loba (Fuenteovejuna,
Cérdoba), and in the Monte Testaccio (Rome).

By virtue of its training and its wide perspective, Prof. Bldzquez's research trajectory was the
reflection of the scientist dedicated to the study of antiquity, with a masterful management of



José Maria Bldzquez Martinez in memoriam

diverse written and archaeological sources, always connected with current in-
tellectual debates of all social and human sciences. During his career published
more than 37 books, acting of editor in other 9 monographs. He also published
234 articles in the most prestigious, both Spanish and International, scientific
journals and several chapters in collective volumes. His research interests co-
vered multiples areas on the study of antiquity: the Phoenician and Greek co-
lonization of the Western Mediterranean, the Late Iron Age communities of the
Iberian Peninsula, the study of Pre-Roman religions, the Impact of primitive
Christianism in the Late Roman Empire, and, of course, the ancient economy of
Roman Spain, with an special focus on the exports of Baetican olive oil.

Finally, we would like to highlight his research on Roman mosaics, whose first
publication dates from 1975 - "Arte y Sociedad en los mosaicos del Bajo Im-
perio" [Art and Society in the mosaics of the Late Roman Empire] Bellas Artes
75, 1975, pp. 18-25 -soon followed by- "Mosaicos romanos del Bajo Imperio"
[Roman mosaics of the Late Empire], Archivo Espariol de Arqueologia 50-51,
1977, pp. 269-293., In this regard, Prof. Bldzquez continued the a research line
previously initiated by his teacher Prof. Antonio Garcia y Bellido. Since 1976
to 1996, Prof. Bldzquez promoted and directed the Corpus of Mosaics of Spa-
in, within the framework of the international project sponsored by the AIEMA.
Through this monumental labor, Prof. Bldzquez contributed to establish the
study of Roman mosaics as an authentic sub-discipline in the field of the Spanish
Classical archaeology.

The obtention of several I+D Research projects, funded in competitive calls by
the Spanish Ministry of Science (acting as Principal Investigator from 1976 to
1997) and an International Project of the Joint Hispanic-American Committee,
with the University of West-Lafayette, Purdue (Indiana-USA), allowed Prof.
Bldzquez to create a permanent research team on the study of Roman mosaics.
This team, which I (Prof. Neira Jiménez) am honored of have been part, ma-
naged the realization of the above mentioned Corpus de Mosaicos de Espaiia
(CME), a work continued afterwards by its dear colleague, Dr. Guadalupe Lépez
Monteagudo (CSIC). In addition to the publication of 12 volumes of the CME,
he presented numerous papers on the Hispanic, African and Near Eastern Roman
mosaics in the most prestigious conferences on these topics, such as the Inter-
national Congresses organized by the AIEMA or L’Africa romana confe-rence,
organized by the Centro di Studi sull’ Africa Romana of the Universita degli stu-
di di Sassari, as well as in countless courses and seminars in other ins-titutions
and universities, such as the Roman Mosaic Seminar of the UC3M, to which he
attended every year, without missing any of the 9 editions celebrated.

Prof. Bldzquez was a firm believer in the work developed by AIEMA, having
been named member of Honor of this scientific association. He also formed part
of the editorial board of the Journal of Mosaic Research, where he published
various articles, and presented papers in both the 11™ International Colloquium
on Ancient Mosaics, held in Bursa on 2009, and in the 5" Colloquium of AIE-
MA Turkey , held in Kahramanmarag on 2011. Prof. Bldzquez was a true lover
of Turkey.

Prof. Bldzquez was an unavoidable reference in the international scholarship
on ancient mosaics, many colleagues who share our pain remember his vitality
even in the XIII. AIEMA Congress held in Madrid on September 2015, where he
gave the inaugural conference. As a testimony of his enthusiasm for the study of
ancient mosaics, he was already thinking of traveling to the next AIEMA Cong-
ress scheduled for 2018 in Cyprus. Proof of his infinite generosity, he prepared
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tirelessly until the end of his days a text on Diana in the mosaics of Roman Spain
for X SMR, held in September 2016 at Universidad Carlos III de Madrid.

His decisive contribution to the study of antiquity has earned him numerous
recognitions from many international academic institutions and associations:
Fellow of German Archaeological Institute (1968), Board member of the L’ As-
sociation Internationale d’Epigraphie grecque et latine (AIEGL), Member of
the Hispanic Society (1974); Fellow of the Academy of Arts and Archaeology
of Bolonia (1980), Fellow of the Spanish Royal Academy of History (1990),
Fellow of the New York Academy of Sciences (1993), Fellow of the Academia
Nazionale dei Lincei (1994), Fellow of the Fine Arts Academy of Santa Isa-
bel de Hungria (Seville) (1995), Fellow of the Real Academia de Bones Letres
de Barcelona (1997), or Fellow of the Académie de Aix-en-Provence (1999),
among others. He also received many prizes as the Franz Cumont prize from the
Académie Royale de Belgique (1985), the Great Silver medal of Archaeology
from I' Académie d'Architecture de Paris (1987), or the Cavalli d’Oro prize from
Venice (2003). Prof. Bldzquez was named doctor honoris causa by the universi-
ties of Valladolid (1999), Salamanca (2000), Bolonia (2001), Leén (2005), and
Universidad Carlos III de Madrid (2015), and received the Orden del Mérito
Civil, one of the highest recognitions granted by the Spanish govern.

He was a genius as scholar, but also a genial person. For both reasons,
colleagues, students, and friends of many countries, that have the fortune of
meet Prof. Bldzquez during his life, feel a great emptiness for the loss of our
dear teacher.

Prof. Dr. Mustafa Sahin Prof. Maria Luz Neira Jiménez
Bursa Uludag University Universidad Carlos III de Madrid
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A New Mosaic Workshop in South Sardinia?
Giiney Sardunya’dan Yeni Bir Mozaik Atolyesi?

Simonetta ANGIOLILLO*

(Received 30 October 2017, accepted after revision 22 June 2018)

Abstract

Up to now, two workshops have been identified in South Sardinia, at Nora, but the recent discovery in the sur-
roundings of Cagliari of two late polychrome mosaics, one at Sarroch, the other at Settimo San Pietro, yielded
new data, increasing our knowledge. Both of them present the same patterns - a chevrons rainbow style pattern
and an orthogonal pattern of adjacent imbricated scales - and strong similarities in the style, while nothing
similar has been found in the whole Sardinia; an unknown, common workshop can therefore be assumed.

But the floor at Settimo San Pietro includes a third panel which shows a geometric mosaic “a trame végétali-
sée”, exactly alike to other two which were found in Carthage and Maiorca, and we can assume a Carthagi-
nian origin of this pattern. So, can we think to only one workshop for the three floors, even for the panel with
chevrons and adjacent imbricated scales, and for the mosaic at Sarroch too? And responsible for these mosaics
could be African itinerant workers or Sardinian craftsmen, with African models at their disposal? Literary,
documentary and archaeological sources witness for the existence of cartoons and pattern books in the ancient
world, but we know for sure that itinerant craftsmen too existed. The present study will debate and analize the
different working hypotheses, but the answer is not yet possible, and we have to wait for more archaeological
data and findings.

Keywords: Sardinia, mosaic, itinerant craftsmen, stationary workshops, pattern books, transmission of motifs.

Oz

Yakin zamana kadar Giiney Sardunya’daki Nora’da iki atolyenin varligi bilinmekteydi fakat Cagliari
Bolgesi’nde yapilan son ¢calismalarda birisi Sarroch digeri Settimo San Pietro’da tespit edilen ge¢ doneme ait
iki cok renkli mozaikten yeni veriler elde edilmistir. Her iki mozaik de ayni desenlerden olusmaktadir, gokkusag
gibi renkli sevronlardan olusan bir desen ve bitisik diizende dikey olarak birbiri iistiine binmis balik pulu
deseni. Tiim Sardunya’da benzer desene sahip baska bir mozaik olmadigindan bu mozaiklerin simdiye kadar
bilinmeyen fakat tek bir atolye tarafindan yapildigi varsayilabilir.

Ancak Settimo San Pietro’daki mozaik dosemedeki iiciincii bir panelde bitkisel cerceve (a trame végétalisée)
icinde geometrik bir motif yer almaktadir ve bu motif Kartaca ve Mayorka’da tespit edilen iki mozaikle benzer-
lik gostermektedir. Bu bakimdan bu desenin Kartaca kikenli oldugu varsayilabilir. Oyleyse, ii¢ mozaik déseme
icin de, yani sevronlarla bezeli panel, bitisik diizende iist iiste bindirilmis balik pullartyla bezenen panel ve
Sarroch’taki mozaik icin, sadece bir atolyenin s6z konusu oldugu diisiiniilebilir mi? Bu mozaikleri yapanlar
Afrikali seyyar zanaatkarlar nidir yoksa Afrika kokenli desenleri bilen Sardunyali zanaatkarlar mudir? Yazili
kanitlar ve arkeolojik bulgular Antik Diinya’da desen kitaplarmn ve ¢izim taslaklarimin var oldugunu goster-
mektedir ancak ayni zamanda seyyar zanaatkarlarin da var oldugu kesin olarak bilinmektedir. Bu makalede
farkli calisma hipotezleri tartisilip analiz edilecektir. Ancak kesin bir cevap heniiz miimkiin degildir, bu yiizden
yeni arkeolojik veri ve bulgulara ihtiyag vardar.

Anahtar Kelimeler: Sardunya, mozaik, seyyar zanaatkarlar, gecici atolyeler, desen kitaplari, motif yayilimi.
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Two interesting late mosaics have recently come to our knowledge in Southern
Sardinia, one at Settimo San Pietro, 20 km E of Cagliari, in a site identified with
Assinarium, mentioned by the Anonymous from Ravenna!, the other, now lost,
was at Sarroch, 28 kilometres SW of Cagliari, not far from Nora?.

The Settimo San Pietro pavement has not yet been completely unearthed; the
part we can see consists of three contiguous carpets: a geometric mosaic “a trame
végétalisée”, a chevrons rainbow style pattern and an orthogonal pattern of ad-
jacent imbricated scales (Angiolillo 2007; Angiolillo 2011) (Fig. 1). We know
about the pavement of Sarroch thanks to meagre news and a detailed waterco-
lour painted in 1889, immediately after the excavations (Olevano — Esposito
2014) (Fig. 2). In this mosaic there were two contiguous rectangular panels, only
one existing when it was excavated, and one semicircular. The preserved panels
were framed by a polychrome guilloche and contained rainbow style chevrons
and adjacent scales respectively.

Although our knowledge of the mosaics of Settimo San Pietro and Sarroch is
not homogeneous - the first is still in situ, the other exists just in a waterco-
lour - we cannot avoid to see good similarities between them because of the
same selection of patterns (Fig. 3) and, most of all, on account of the way they
were carried out. Similarity is especially clear in the case of adjacent imbricated
scales, where we notice some features which were not widespread all over the
Empire. In both of them, scales are painted in shaded colours, according to a
semicircular line and are arranged so that they produce a slanting colour alterna-
tion, but colours are somehow different. The core of the scale is always black
at Settimo San Pietro (Fig. 4) and it is surrounded by polychrome curvilinear
rows of two different kind: in the first a green row, then a grey-blue and finally a

1 Cf.Didu 1980-81: 211. The site Assinarium was along the way which went to the east coast of Sardinia
from Karales, and Didu thinks that this name comes from Ad septimum miliarium.

2 This site too lies along the important via a Caralis Nura, or, as some milestones attest, a Nora Karali-
bus. About this road cf. Mastino 2005: 381-382.

Figure 1
Settimo San Pietro, mosaic.
Photogrammetry by Marco di Lieto.

Figure 2

Sarroch, mosaic: Watercolour by
Vincenzo Crespi, 1889 (Roma,
Archivio Centrale dello Stato,
AABBAA II versamento, I serie,
Busta 2, f 107, Allegati grafici).



Figure 3

Settimo San Pietro, mosaic:
Rainbow style chevrons.
Photograph by the Author.

Figure 4

Settimo San Pietro, mosaic:
Adjacent imbricated scales.
Photograph by the Author.
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white one; in the other a red row, then a dark yellow ochre, a yellow and finally
a white one (Décor I: pl. 219a, variety). In the pavement of Sarroch the core
is yellow, or brown, or green, or red or blue and the lines around it take up the
same colours only with white, the palette seems to be more various and bright,
but perhaps it is just a different choice of nuances: light blue and green prevail
in the mosaic of Sarroch, yellow ochre, brown and red in that of Settimo San
Pietro. Furthermore, we do not know the watercolour reliability about the range
of colours which were used in the mosaic.

Yet the 19" century drawing is certainly reliable when it shows the kind of scales
and their layout in the carpet. Actually, if imbricated scales are widespread all
over the Roman Empire, not so favoured are curvilinear arrangement of co-
loured tesserae and slanting colour alternation. In Sardinia, where some pave-
ments follow the imbricated scales pattern, only two of them (just the ones of
Sarroch and Settimo San Pietro) show these peculiar features; in the others we
find particoloured black and white or polychrome scales (Décor I: pl. 217d, e,
variety)3. In other provinces of the Empire we know only a few examples of
curvilinear arrangement of coloured tesserae and slanting colour alternation®.

As for rainbow style chevrons, Africa has yielded many floors decorated
with them?, above all from 3" century on, but there is some evidence of them

3 Angiolillo 1981: n.12 (Nora, first half 3™ century AD), 103 (Cagliari, 3" century AD), 107 (Cagliari,
middle-end 2™ century AD), 119 (Capo Frasca 3" century AD), 125 (Tharros, middle 3™ century AD).

4 Palo Laziale, Roma, (Cosentino - Foschi 1998: fig. 4). Bulla Regia (Hanoune 1980: 90-91 fig. 165,
170-171; 42 fig. 104), 3-4" century. Thuburbo Maius (Alexander - Ben Abed Ben Khader 1994: 82
n. 408 F table XXXVI), end 5" - beginning 6" century. Pupput (Ben Abed Ben Khader - Hanoune
2011: 105 fig. 12). Sufetula (Duval 1971: 286 fig. 327), end 5" - first half 6" century. Cillium (Darmon
- Gozlan 2015: 117-118 fig. 11), second half 4"-beginning 5* century. Timgad (Germain 1969: 128
n. 194 table LXVI; 141-145 n. 222 table LXXVI). Burgos (L6pez Monteagudo et al. 1998: 29 n. 11
tavv. 14, 43), end 4" century. Lescar (Balmelle 1980: 134-138 n. 132 tables LXXII-LXXIII), end 4™-
beginning 5" century. Dax (Balmelle 1987: 59-60 n. 189 table XXII), 4" century. Bordeaux (Balmelle
1983: 27, table XVI), 5", or better 6™ century, (De Matteis 2004: 72-76 n. 14 table XXIII, 5"-6™
centuries; 91-92 n. 24 table XXX, 5%-6™ centuries; 107-108 n. 38 table XLII, first half 6" century); De
Matteis 2013: 47-48 and 124 n. 35, table XXXIII/3.

5 Utica (Alexander et al. 1973: 128 n. 145), second half 4" century. Bulla Regia (Hanoune 1980: 7 n.
5 fig. 10), not before 4" century. Dougga (Jeddi 2005: 536 fig. 5). Thuburbo Maius (Alexander et al.
1980: 45-46 n. 38D, table LXXVIII (beginning 4™ century); 56-57 n. 45A table XXII, end 2™ - begin-
ning 3" century; 127 n. 101 table XLIX, 3" century; 133-134 n. 105 table LI, beginning 3" century.
(Ben Abed-Ben Khader et al. 1985: 104 n. 235 table LVII, end 2™ - beginning 3" century; 104-105 n.
236 table LVII, end 2™ - beginning 3" century). (Alexander - Ben Abed Ben Khader 1994: 5-6 n. 346
table V, 4" century; 44-45 n. 375A table LXXIII, beginning 5" century; n. 408 G, end 5" - beginning
6™ century). Pupput (Ben Abed Ben Khader 1994: 240 fig. 8) end 4"-beginning 5" century. Sousse
(Foucher 1958: 21 table VI b), 3" century. Sufetula (Duval 1971: 286 fig. 327), end 5" - first half 6
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elsewhere too®.

It is difficult to date our pavements. About the lost mosaic of Sarroch, the
archaeologist Filippo Vivanet did not give meaningful news, as he wrote: “Vi ri-
conobbi un bellissimo pavimento di mosaico policromo, parte a squamme (sic),
parte a zig-zag, chiuso da cornice a nodi, il tutto a vivi colori e ben distribuiti; del
pavimento fu fatto un disegno dal sig. prof. Vincenzo Crespi” (Vivanet 1889).
The one of Settimo San Pietro, in its turn, has not yet been completely brought
to light and till now excavations have given no diagnostic findings. So we have
just to make an analysis of comparanda: they belong to a chronological range
between 4" and 5" century, but some of them are later. More useful is to examine
the third carpet (Fig. 5), the biggest of the room, a geometric mosaic "a trame
végétalisée" (Angiolillo 2007; Angiolillo 2011), exactly alike to other two which
were in Carthage (Beauregard et al. 1976: 66 figs. 13-15) and Maiorca (De Palol
1967: 220-221 fig. 76 table XXXIX ), so that one could think that all of them
come from the same atelier, or are made from the same cartoon. According to
stratigraphy, the mosaic of Carthage has been dated to the end of Byzantine
period’ more exactly K. M. D. Dunbabin hypothesizes the decades AD 533-583
(Senay - Beauregard 1978: 75-85; Dunbabin 1985: 14-15). In default of diag-
nostic findings we have to accept this datation for the mosaic of Settimo San
Pietro too.

century. Acholla (Gozlan 2001: 29-32 n. 57 table XLII) 1, 2" century. Djemila (Dunbabin 1978: 256),
end 4" - beginning 5" century. Timgad (Germain 1969: 108 n. 158 table L, 3-4" century; 123 n. 185
table LXT; 125-126 n. 190 table LXIV).

6 Aquileia (Bertacchi 1986: figs. 188,201). Ravenna (Berti 1976: n. 41, 62) half - second half 6" century.
San Giusto, Lucera (De Santis 1998: 164 figs. 225, 230), 5" - first half 6™ century. Catania (Branciforti
1997: 179 fig. 11). Enna (Cilia Platamone 1997: figs. 6, 9). Aphrodisias (Campbell 1991: 20 -21 n. 7
tables 72-73,76 -77, half 5" century; 28-29 n. 10 tables 101, 103, AD 365-380). Antiochia (Levi 1947:
211 table XLVIIa, AD 235-312; 349 table LXXXIVb ca 475; Campbell 1988). Misis-Mopsuhestia
(Budde 1969: 33-34). Gaza (Blanc-Bijon 2016: 390-398, 391-392 fig. 4), end 4" - beginning 5" cen-
tury.

Figure 5

Settimo San Pietro, mosaic:
Panel “a trame végétalisée”.
Photograph by the Author.
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But let us go back to the mosaics with rainbow style chevrons and adjacent
scales. Nothing similar has been found in the whole Sardinia, not even in the
site of Villaspeciosa’ (not far from Cagliari), where a pavement with rainbow
style and shaded colours, dated to the end of the 4" century but reworked until
the beginning of the 6™, can be ascribed to African workers. Therefore, a com-
mon workshop for both the mosaics of Settimo San Pietro and Sarroch can be
suggested, however it is hard to determine whether it is an African or a local one.

Letus consider again the above mentioned carpet “a trame végétalisée” of Settimo
and the others at Carthage and Maiorca: despite their great likeness, a few small
variants suggest that the craftsmen are not the same. Instead of the birds painted
in the middle of the circles on the pavements of Carthage and Maiorca, at Settimo
there are geometric motifs and there are also some differences in colours and
details. Literary, documentary and archaeological sources confirm that in the an-
cient world cartoons and pattern books did exist and travel remarkable distances?®;
responsible for the mosaic of Settimo was therefore possibly a local atelier® which
had an African model at its disposal'0. On the other hand, because of the slight dif-
ferences between Carthage, Maiorca and Settimo San Pietro mosaics the possibi-
lity should not be ruled out that the workshop was the same for the three floors!!.
Up to now, two workshops have been identified at Nora (Lately, Angiolillo
2017): the first's features are an original, and sometimes unique, revision of very
popular geometric patterns and the use of just three colours, white, black and
ochre. It was at work from the end of the 2™ century. The second was trained at
the school of the African craftsmen who worked in the so-called Casa dell'Atrio
tetrastilo in the Severan period and who created very innovative mosaics, of a
high technical level, with extremely small tesserae, new and complicated pat-
terns and a rich polychromy. The local workers, who constituted this second
atelier, learned repertoire, use of colours, magnificence of decorative frame-
work from their African colleagues, but did not became as skilled as these were.
Anyway, they made mosaics not only at Nora, but also in Karales and at Sulci,
now Sant'Antioco. Beside these ateliers, as we said, African craftsmen worked
at Nora (Casa dell'Atrio tetrastilo: Angiolillo 1981: 42-56, nn. 41-48, in particu-
lar nn. 43,47),in Karales (Orpheus mosaic: Angiolillo 1981: 99-101 n. 101) and
Villaspeciosa (Angiolillo 1999).

Shall the authors of the pavements of Sarroch and Settimo San Pietro belong
to a new local workshop? The answer is not easy now, and we have to wait
for more archaeological data and findings. At present we can just observe the
close relationship between the mosaics of Sarroch and Settimo San Pietro, and
between the panel “a trame végétalisée” at Settimo and the others in Carthage
and Maiorca, but it is still very difficult to say whether the craftsmen were itine-
rant Africans or Sardinians. In this case they could probably come from Karales,
but the mosaic production of the town is just partially known (Angiolillo 1981:
79-112).

7 Angiolillo 1999. Villaspeciosa is possibly situated along a diverticulum of the road a Karalibus Sulcos:
Pianu 2006: 21-24.

8 On cartoons and pattern books, recently Angiolillo 2011; Poulsen 2012, with previous literature.
9 For a similar case in SW Caria and the Dodecanese, Poulsen 2012: 135-142.

10The discovery of one more similar mosaic at Carthage suggests a Carthaginian origin of the pattern; see
Angiolillo 2007: 17.

111 previously favoured the hypothesis of local workers who had African patterns at their disposal (An-
giolillo 2007 and 2011). On thinking it over, I am now inclined to have a greater caution, due to the
lack of good photographical documentation of either Carthage or Maiorca mosaic. I believe therefore
that, taking for granted that cahiers de modeles existed in the ancient world (see Angiolillo 2011), there
is no sufficient evidence to ascribe the pavement of Settimo San Pietro either to local mosaicists or to
African itinerant craftsmen: in dubiis abstine.
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Room and Corridor Mosaics from the Ancient City of Germanicia
and its Iconographic Assessment

Germanicia Antik Kentine Ait Oda ve Koridor Mozaigi ve
Ikonografik Degerlendirmesi
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Abstract

Germanicia has been hosted by many civilizations since Antiquity and is located in the Kahramanmaras pro-
vince at the intersection of East, Southeast and Mediterranean Regions. Even though the localization can-
not be done completely, it is thought that the city was located on the southern hillsides of Ahir Mountain in
2339 meters high. It is thought that the ruins discovered at the district of Dulkadiroglu, located in the east of
Kahramanmarag city center at the beginning of 2000s, may belong to Germanicia ancient city. It is known that
Germanicia was an important episcopal city in the Early Byzantine period and many bishops such as Eudoxius,
Nestorius, Suras, Salamanes (Salamias), Anaphora Thomas and John were called “Germanikeia” Agnomen.
The villa room and corridor mosaics mentioned in the article belong to the Early Byzantine Period. The founds
in the district of Dulkadiroglu were unearthed in the archaeological excavations in 2001 and 2016. Various
plants, domestic and wild animal species were depicted together on these mosaics. These mosaics give us in-
formation about fauna and flora of Germanicia. The mosaic that forms the subject of our article and animal
depictions had importance in Roman art since the Ist century BC. Village life, nature, animals and hunting
scenes (Emblemata) began to appear on mosaics in North Africa in the 2nd century AD, in Anatolia, Europe
and Adriatic in the 4th century AD and later. However, the meaning of these themes changed in the Jewish
and Christian communities and were perceived as religious symbols. Village life, nature, animals and hunting
scenes are associated with stories in the Old and New Testament.

Keywords: Kahramanmaras, Germanicia, Late Roman, mosaic, Opus Tessellatum.

Oz

Germanicia, Antik Caglardan beri bircok medeniyete ev sahipligi yapan Dogu, Giineydogu ve Akdeniz
Bolgesi’nin kesisme noktasinda yer alan Kahramanmaras ilinde yer almaktadwr. Lokalizasyonu tam olarak
yapulamasa da kentin, 2339 metre yiiksekligindeki Ahir Dagi’min giiney eteklerinde yer aldig diisiiniilmektedir.
2000’li yillarin basinda Kahramanmaras il merkezinin dogusunda yer alan Dulkadiroglu ilcesinde ortaya
ctkartilan kalintilarin Germanicia Antik Kenti’ne ait olabilecegi diisiiniilmektedir. Erken Bizans doneminde,
Germanicia’min onemli bir piskoposluk merkezi oldugu bilinmektedir. Eudoxius, Nestorius, Suras, Sala-
manes (Salamias), Anaphora Thomas ve John gibi bir¢cok piskopos, “Germanikeia” Agnomeni ile amilnugtir.
Makalenin konusunu olusturan Erken Bizans Donemi’ne ait mozaikler 2001 ve 2016 yillarinda arkeolojik
kazilarda Dulkadiroglu ilgesinde bir villa da ortaya ¢ikartilmistir. Bu mozaikler iizerinde koy yasamu, cesitli
bitkiler, evcil ve vahgi hayvan tiirleri bir arada tasvir edilmistir. Bu mozaikler bize Germanicia’nmin fauna ve
florast hakkinda bilgiler vermektedir. Makalemizin konusunu olusturan mozaik iizerinde gozlemlenen hayvan
betimlemelerinin 10 I. yiizyildan itibaren Roma resim sanatinda énemli bir yer tuttugu bilinmektedir. Koy
yasami doga, hayvan ve av sahnelerinin (Emblemata) mozaikler iizerine yansumalart Kuzey Afrika’da IS II.

* Oktay Dumankaya, Kahramanmarag Siitgi Imam University, Faculty of Letters, Department of Archaeology, Kahramanmarag, Tiirkiye.
ORCID ID: https://orcid.org/0000-0001-9007-0536. E-mail: oktaydumankaya@ gmail.com
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yiizytlda, Anadolu Avrupa ve Adriyatikte ise IS IV. yiizyil ve sonrasinda mozaikler iizerinde goriilmeye baglamistir. An-
cak, bu sahneler Yahudi ve Hristiyan topluluklarda anlam degistirerek dini semboller olarak algilannustir. Mozaikler
iizerindeki koy hayati, doga, hayvan ve av sahneleri Eski ve Yeni Ahit'teki hikayelerle iligkilendirilmistir.

Anahtar kelimeler: Kahramanmaras, Germanicia, Ge¢ Roma, mozaik, Opus Tessellatum.

History

Germanicia has been hosted by many civilizations since Antiquity and is lo-
cated in the Kahramanmarag province at the intersection of East, Southeast and
Mediterranean Regions. Even though the localization cannot be done comp-
letely, it is thought that the city was located on the southern hillsides of Ahir
Mountain, 2339 meters high.

Germanicia (Greek: I'egpovizeia) which means “the emperor city”, was
founded in 38 AD in honor of empire by IV. Antiokhos, King of Commagene'
(Magie 1950: 549; Millar 1993: 228-229; Zoroglu 2005: 303-304). The first
information about the city is found in the books of Ptolemaios (Millar 1993:
228; Zoroglu 2005: 305-306; Tekin 2010: 167) called Geography (Ptol. geogr.
V.15.10), Gaius Asinius Quadratus Parthikas (Millar 1993: 229) and Stephanus
Byzantinus’ Ethnica (Billerbeck 2006: FGrHist 97 F 10). It is known that coins
were minted on behalf of the Roman Emperors Marcus Aurelius, Lucius Verus
and Commodus between 161-180 AD (Tekin 2010: 173).

In the Early Byzantine Period, it can be obtained from the sources that there were
important people related to the city. For example, Eudoxius, born in Arabissos
(Kahramanmaras - Afsin) who defended Aryanism in the 4" century AD, was an
episcopalist in Germanicia (Lippold 1964: 408; Sinclair 1999: 653-654; Kagar
2008: 145-159; Dumankaya in print b), Nestorius (386-451 AD), the founder
of Nestorianism, who deeply influenced Christianity in the 4" century AD and
Byzantine Emperor III. Leo (717-741 AD) was born in Germanicia (Vasiliev
1943: 297-298; Foss 1991: 845; Gregory 1991: 1460). As it is known, the
bishops were named according to the regions where they served. According to
sources Germanicia was an important episcopal city. As it is known, the bishops
were named according to the regions where they served. In the Early Byzantine
Period, many bishops such as Suras, Salamanes (Salamias), Anaphora Thomas
and John were called Germanikeia Agnomen? (Wallace-Hadrill 1982: 90-165;
Chadwick 2004: 275,578; Clayton Jr 2007: 32). However the contribution of the
aforementioned bishops to Germanicia is still unknown.

Localization

A source giving detailed information about the localization of the city could not
be identified. For this reason, evaluations and opinions about the localization of
the city were obtained from the historical sources, the researches (Texier 2002:
141-142; De Giorgi 2016: 114-115) and the information from the excavations?.

At the beginning of the years 2000, it is thought that the remains revealed in
the district of Dulkadiroglu, east of Kahramanmaras, may belong to the ancient

1 1In 38 AD, known the time that the city was founded, the Roman Empire was ruled by Gaius Iulius
Caesar Augustus Germanicus (Caligula). IV. Antiochus was brought to the Kingdom of Commagene
by Gaius. Although it was stated as gratitude to the Emperor Gaius that the name of the city is “Ger-
manicia”, there are different opinions about to whom the name was dedicated and the date of the
foundation of the city (Urkmez 2014: 79- 81; Dumankaya in print a).

2 http://syri.ac/diyarbakir-turkey-meryem-ana-kilisesi-diyr-00334 Manuscript Names: DIYR 00030 —
DIYR 00066 — DIYR 00253 — DIYR 00269 — DIYR 00334 -BORG. SIR. 159.

3 For other opinions and suggestions; (Dumankaya in print a).
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Figure 1

Kahramanmarag Province, Dulkadiroglu
District Border and General View of 461
Cadastral Block Life Mosaic

(Ersoy 2017: 115).

city of Germanicia. Many archaeological cultures exist from the Roman Period
to the Ottoman Period in this area where is called “Kara Marag” by the people.
Although the region has many cultural properties, the district of Dulkadiroglu
has a dense modern housing. This situation prevents to be carried out of arc-
haeological excavations and to obtain scientific data. Despite the negative
process, the first archaeological excavations were carried out in 2001, 2009,
2010 and 2016 in the cadastral block number 461 of Dulkadiroglu district* by
Kahramanmarag Museum. As a result of the archaeological excavations carried
out in the cadastral block number 461, mosaic-floors were uncovered. The lack
of archaeological findings prevents the right definitions and dating. In this struc-
ture which we thought was a villa, two different floor mosaics were uncovered.
One of the mosaics was revealed in the central hall of the villa, and the other
one was revealed at the room and corridor. Three different panels on the mosaic
found in the central hall include village life, nature, human, animal, structure,
geometric patterns, mythological scenes and plant descriptions (Fig. 1). The
daily life depicted in the different panels of the mosaic gives us information
about the period and the social structure, fauna, flora and the architecture of
Germanicia (Ersoy 2017: 115-144).

4 Remains of archaeological culture were observed in Dulkadiroglu district, Dulkadiroglu, Baglarbasi,
Namik Kemal, Seyhadil and Kanuni neighborhood.
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Room Mosaics

The mosaic,which wasdiscoveredin2001, is still exhibited at the Kahramanmarag
Museum (Kiiciik — Yar 2012: 89-95 fig. 11). The preserved horizontal surface of
the “L” shaped mosaic in the exhibition is 2.79 m x 4.32 m and its vertical sur-
face is 1.47 m x 1.63 m and totally 14.45 m? (Fig. 2, Drawing 1). The size of the
mosaic tesserae made in the Opus Tessellatum technique varies between 0.5 cm
and 1 m. The lotus blossoms (Décor I: pl. 62a) arranged in opposite directions
side by side encircle the mosaic. Black, gray, beige and white tones were used
in lotus blossoms looking towards to the main panel but in outward looking lo-
tus blossoms, a composition in red, pink, beige and white tones was preferred.
Vine branches come out in two branches from kantharos with domestic and wild
animals in various species and surround the entire scene form the main theme of
the mosaic. The tones of pink, brown and green were used on two vine branches.
The pupy bear, pigeon, deer, purple gallinule, bull and bear, which are observed
in different stages in a single panel, will be evaluated separately in the article.

5 This mosaic was named “Corridor Mosaic” by Ersoy (2017: 145). However, although the width of
the vertical surface of the “L” shaped mosaic is 1.52 m, the width of the horizontal surface is 2.62 m.
Therefore, the mosaic floor must belongs to a room with a corridor. For this reason, the mosaic in the
text is called “Room Mosaic”. Ersoy 2017 was taken into consideration in the mosaic evaluation in
the exhibition.

Figure 2
General View of Room Mosaic
(Ersoy 2017: 145).



Drawing 1
Room Mosaic
(Drawn by
Semih Togan).

Figure 3
Pupy Bear

Figure 4
Pigeon
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Pupy Bear

The back part of the pupy bear and some parts of vine branches have undergone
destruction. The puppy bear between vine branches was depicted in position, sit-
ting on their hind legs (Fig. 3). Extensively black and gray tesserae were used on
pupy bear, but white tesserae were used on its eyes and teeth. In order to give a
natural appearance and to show the effect of light and shadow on the puppy bear,
correct tonalities of colors were tried to be caught.

Pigeon

Green, red, pink and yellow tesserae were used on the pigeon depicted in the
right side of the vine leaves (Fig. 4). In order to give a natural appearance, small-
er tesserae were used to catch natural tonalities and to show the effect of light
and shading on the pigeon.

Deer

The deer - the left foot on the front - was depicted while eating the vine leaves.
On deer, different tones of brown, gray, light-pink and pink fesserae were used
(Fig.5). In order to reflect the muscles and limbs naturally, different color tonali-
ties were used from the back to the abdominal.
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Purple Gallinule (Porphyrio Porphyrio)

It was depicted walking to the rightward among the vine leaves (Figs. 6-7).
Black, brown, light pink and gray were used on the body of the purple gallinule
and darker fesserae were used from its body to the wings. The black and green
were used on its neck and head but the red colors were used on its foot, beak
and comb.

Figure 5
Deer

Figure 6 -7
Purple Gallinule (Porphyrio Porphyrio)

Bull

The Bull - the right foot on the front - was depicted while eating the vine leaves.
On the Bull, brown, gray, white, pink and dark red tesserae were used in diffe-
rent tones (Fig. 8). The lighter color tesserae were used from the back to the
abdominal. So that the shadow could be shown to the viewer naturally. In order
to show the muscles more clearly, different colors were used in the contours.
The impression of a well-fed animal was tried to given but there is a mismatch

between back and the front legs of the bull. Fi
igure 8

Bull

Figure 9
Bear

Bear

The bear was depicted rightward between the vine leaves, while eating grapes,
two legs on the front (Fig. 9). The black and the gray fesserae were used inten-
sively on the eyes and teeth of the bear, while the red tesserae were used in the
tongue. Light color tesserae were used from the back to the abdominal to give
a natural appearance and to show the effect of light and shading on the bear. In
order to show the muscles clearly, different color tones were used in contours.
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Figure 10a
Localization of 3™ Parcel
Corridor Mosaics.

Figure 10b
General View of 3-5" Parcel Mosaics
(Ersoy 2017: 115, 145).

Corridor Mosaic

The continuation of the floor mosaic was revealed on the same axis in a corridor
in 2016. Since 2016, a total of three pieces-corridor mosaics were uncovered.
Since they were removed in pieces, each mosaic will be evaluated within itself
in the article (Figs. 10a-b).
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First Piece

The corridor mosaic which extends towards the northwest direction, is 55 cm
x 2.15 m in size (Fig. 11, Drawing 2). Only the lotus blossoms were preserved
on the mosaic (Décor I: pl. 62a). Black, gray, beige and white tones tesserae
were used in the lotus blossoms looking towards the main panel. However, pink,
beige and white tesserae were included in lotus blossoms looking outward.

Figure 11
Corridor Mosaic (First Piece).

Drawing 2
Corridor Mosaic (First Piece)
(Drawn by Semih Togan).

Second Piece

A floor-mosaic was also uncovered about 2.5 m away from first piece and 4.6
m x 2.50 m in size, on the same axis (Fig. 12, Drawing 3). Lotus flowers can be
seen on the protected bordures of the mosaic. In the middle part of it, the vine
branches, the grapes and male black francolin (Francolinus Francolinus)® can be
seen. Male black francolin was depicted as looking towards eastward (Figs. 13-
14). The light tones of pink color and dark red were used on its neck, legs and
wings but white tesserae were used on its eyes. On the other hand, the different

Drawing 3
Corridor Mosaic (Second Piece)
(Drawn by Semih Togan).

6 Male black francolin was decorated with more vivid colors, neck red ring and colors are suitab-
le for natural environment. Naturally, it spreads in the Mediterranean coast, especially in Cukuro-
va. Male black francolin spreading in Hatay, Sanlurfa, Kahramanmaras, is also located in Syria,
Lebanon, Iraq and Jordan, except Anatolia. For details see http://www.trakus.org/kods_bird/
uye/?fsx=2fsdl17@d&tur=Tura%E7.
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Figure 12
Corridor Mosaic (Second Piece).

Figures 13-14
Male Black Francolin (Francolinus
Francolinus).

Figure 15
Corridor Mosaic (Second and Third
Pieces).

tones of gray and green were used on its body. Two and three rows of green
tones tesserae were used on the vine leaves in the mosaic. Red tesserae contour
on the outside and light-pink tesserae on the inside were used on the grapes in
this mosaic.

Third Piece

This mosaic which is 50 cm x 90 cm, was destroyed in an advanced level (Figs.
15-16, Drawing 4). Lotus blossoms and grapes are observable on the mosaic. The
other parts of the mosaic are not observable due to the destruction. Considering
that it is the continuation of the same mosaic, it is highly probable that there are
domestic or wild animals among the vine branches as it was in the second part.
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As of 2016, a total of five mosaic floors have been identified in pieces along with
the mosaic which is called life mosaic and those are located in number 461 ca-
dastral block. The destructions and the lack of archaeological findings prevent to
determine what kind of structure it is. For this reason, the dating of the structure
was made on the village life, nature, human, animal, structure, geometric pat-
terns, mythological items and plant descriptions observed on the mosaics.

The mosaic that forms the subject of our article and animal depictions observed
on other mosaic (Ersoy 2017: 114-115) in the same structure had importance
in Roman art since the 1% century BC. Village life, nature, animals and hunting
scenes (Emblemata) began to appear on mosaics in North Africa in the 2" cen-
tury AD, in Anatolia, Europe and Adriatic in the 4™ century AD and later (Levi
1947: 489-490; Kondeleon 1994: 254-258; Merrony 1998: 442-482; Dunbabin
1999: 109-110; Hales 2003; Hachlili 2009: 175-178; Omari 2012: 124-127;
Eraslan 2013: 227; 2014: 448; Ersoy 2017: 220-238). The scenes observed in
North Africa began to appear in Anatolia as a result of the political and cultural

Figure 16
Corridor Mosaic (Third Piece).

Drawing 4
Corridor Mosaic (Third Piece)
(Drawn by Semih Togan).
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interaction in the region. Thus, this interaction was further advanced by the
agreements (Malalas Chron. XIV. 23; Bahadir 2011: 689; Eraslan 2013: 227
etc.) made between Byzantine and Sassanic states during the IV"-V™ century
AD. Similar scenes observed in Germanicia mosaics are a result of political
and cultural interactions. In the Early Byzantine Period, similar scenes are ob-
served on the mosaics located in villas and public structures such as baths. With
Christianity being the official religion, these scenes were used in the decora-
tion of the monumental structures (Kolarik 1991: 791). In the spread of similar
scenes in Anatolia, itinerant craftsmen and patrons had a great effect. (Dunbabin
1978: 24-29; Campell 1979: 287-292; Merrony 1998: 452-460; Hachlili 2009:
273-281).

In many civil and religious structures dated to the 4"and 6™ centuries AD, many
examples similar to the kantharos, vine, domestic and wild animal species on
chamber mosaics have been identified. The mosaics of the Konya Tatkdy Mo-
nastery (Ermigler 1992: 35-43 fig. 17-25), The Grand Palace of Istanbul (Jobst
etal. 1997: figs. 12-42, Dunbabin 1999: 233 figs. 244-248), Osmaniye province,
Diizi¢i district Church (?) and Koyundas Basilica (Tiilek 2004: Vol. I 88-93;
Vol. II figs. 9.1-10; Vol. I 124-125; Vol. II figs. 16.1-16.12), Burdur province
Golhisar district Yusufca Early Byzantine Period Church (Ekinci 2005: 125-
126 fig. 8), Bursa Biiyiikorhan district Derecik Basilica (Okc¢u 2007: 35-44 fig.
20), Erzincan Altintepe Church (Can 2009: 1-9 figs. 8-17), Tekirdag province,
Marmara Ereglisi district, Perinthos Basilica (Oztiirk 2009: 29-31 figs. 8-12),
Karabiik Province Eskipazar district Paphlagonia Hadrianopolis Church (Pataci
2011: 30-49 figs. 5-44), Samsun Amisos Antique City Structure (Aybek — Oz
2012: 20 fig. 8), Haleplibahce Bath (Karabulut et al. 2012: 56 fig. 60), Hatay
province, Kirikhan district, Incirlik Village Structure (Celik 2013: 1-6 figs. 1-7),
[zmir, Kemalpasa district, (Nymphaion) villas (Tok et al. 2013: 66-87 figs. 7-94,
drawing 2), are examples of similar themes.

In Syria, Jordan and Israel, similar scenes such as the struggles of predators
and hunting animals, hunting scenes, vine motifs, various animal figures eating
vines or certain bird species were depicted in many civil and religious struc-
tures dating from the Late Antiquity’. During the Roman Empire period, many
vines and grape motifs on mosaics were associated with God Dionysos (Sahin
2004; Hachlili 2009: 111). However, the meaning of these themes changed in
the Jewish and Christian communities and were perceived as religious symbols.
(Omari 2012: 126-127; Tok et al. 2013: 96-97). Village life, nature, animals and
hunting scenes are associated with stories in the Old and New Testament.

Iconographic Assesment

The vine plant coming out from Kantharos

The symbolic meaning of the vine scrolls that come out from kantharos and
extend to the entire area indicates to Jerusalem and the Prophet Jesus in the Old
and the New Testament.

Genesis in the Old Testament (Genesis 40:9-11) 9: “So the chief cupbearer told
Joseph his dream. He said to him, “In my dream I saw a vine in front of me, 10:
and on the vine, were three branches. As soon as it budded, it blossomed, and its
clusters ripened into grapes. 11: Pharaoh’s cup was in my hand, and I took the
grapes, squeezed them into Pharaoh’s cup and put the cup in his hand” .

7 For examples see; Hachlili 2009.
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(Genesis 49:11-12) 11: “He will tether his donkey to a vine, his colt to the choic-
est branch; he will wash his garments in wine, his robes in the blood of grapes.
12: His eyes will be darker than wine, his teeth whiter than milk” .

(Leviticus 25:5) 5: “Do not reap what grows of itself or harvest the grapes of
your untended vines. The land is to have a year of rest”.

(Leviticus 25:11) 11: “The fiftieth year shall be a jubilee for you,; do not sow
and do not reap what grows of itself or harvest the untended vines” .

(Numbers 13:23) 23: “When they reached the Valley of Eshkol, they cut off
a branch bearing a single cluster of grapes. Two of them carried it on a pole
between them, along with some pomegranates and figs” . Emphasizes the impor-
tance of the vine plant with these expressiones.

(Hosea 9:10) 10: “When I found Israel, it was like finding grapes in the de-
sert...”. With these expression, vine and Israel are likened to each other.

(Psalm 80:8-14) 8: “You transplanted a vine from Egypt; you drove out the na-
tions and planted it. 9: You cleared the ground for it; and it took root and filled
the land. 10: The Mountains were covered with its shade, the mighty cedars
with its branches. 11: Its branches reached as far as the Sea, its shoots as far as
the River. 12: Why have you broken down its walls, so that all who pass by pick
its grapes? 13: Boars from the forest ravage it, and insects from the fields feed
on it. 14: Return to us, God Almighty! Look down from heaven and see! Watch
over this vine”. The sacred meaning is attached to the vine plant. In the New
Testament, the sacredness of the vine plant is associated with the Prophet Jesus
and the Holy Spirit.

(John 15:1-5) 1: “I am the true vine, and my Father is the gardener. 2: He cuts
off every branch in me that bears no fruit, while every branch that does bear fruit
he prunes so that it will be even more fruitful. 3: You are already clean because
of the word I have spoken to you. 4: Remain in me, as I also remain in you. No
branch can bear fruit by itself; it must remain in the vine. Neither can you bear
Sfruit unless you remain in me. 5: I am the vine; you are the branches. If you
remain in me and I in you, you will bear much fruit; apart from me you can do
nothing”. With these words, the vine plant is personalized. As it is understood
from the texts of the holy books, after the first century when Christianity began
to spread, the most important metaphor was vine for the Prophet Jesus. The wine
obtained from grape represents the blood of the Prophet Jesus in the Christian
liturgy (Dimitrova 2006: 181-182).

Puppy Bear and Bear

The puppy bear is located in the upper corner of the main scene and the bear is in
the middle part. In the Christian liturgy, the bear symbolizes evil and oppression.

(Daniel 7:5) 5: “And there before me was a second beast, which looked like a
bear. It was raised up on one of its sides, and it had three ribs in its mouth be-
tween its teeth. It was told, ‘Get up and eat your fill of flesh!” . In this verse, the
evil kingdom of Persia is compared with a bear. The pupy bear symbolizes re-
newal and reshaping in the Christianity. In the same sense, Jesus helps to reshape
and regenerate the sinnersS.

8 For a detailed iconographic evaluation see; http://www.christiansymbols.net/animals_2.php
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Pigeon

The pigeon on the mosaic is located on the lower edge of the main scene. In
Judaism and Christianity, the pigeon is forefront as an important religious sym-
bol.

(Genesis 8:8-12) 8: “Then he sent out a dove to see if the water had receded
from the surface of the ground. 9: But the dove found no rest for the sole of her
foot, and she returned unto him into the ark, for the waters were on the face of
the whole earth: then he put forth his hand, and took her, and pulled her in unto
him into the ark. 10: He waited seven more days and again sent out the dove
from the ark. 11: When the dove returned to him in the evening, there in its beak
was a freshly plucked olive leaf! Then Noah knew that the water had receded
from the earth. 12: He waited seven more days and sent the dove out again, but
this time it did not return to him” . Pigeon returns to the ship with an olive branch
in his mouth and this is heralded as a reconciliation between God and man. With
this event, the olive branch and the pigeon are regarded as symbols of eternal
peace (Yilmaz et al. 2014: 130).

(Matthew 3:16) 16: “As soon as Jesus was baptized, he went up out of the wa-
ter. At that moment heaven was opened, and he saw the Spirit of God descending
like a dove and alighting on him”. With these expressions, the Holy Spirit and
the pigeon are associated.

(Matthew 10:16) 16: “I am sending you out like sheep among wolves. Therefore
be as shrewd as snakes and as innocent as doves” . With these words, the pigeon
is seen as a symbol of purity and cleanliness® (Dimitrova 2006: 183; Yilmaz et
al. 2014: 131-132).

Deer

(Psalm 42:1) 1: “As the deer pants for streams of water, so my soul pants for
you, my God.” In this sentence, a relation is established between God and man.
The stories of deer that kills the serpent at the beginning of Christianity, are in-
fluential in the fact that deer is a symbol of Jesus. The deer depictions associated
with baptism in the Christian liturgy are depicted with different mythological
scenes on mosaics (Kazdhan - Carr 1991: 598-599).

Purple Gallinule (Porphyrio Porphyrio)

It is located in the middle part of the mosaic. Since 2500s BC, Purple Gallinule
has emerged as an important decorative figure representing the richness of the
nature. The Purple Gallinule motif was used in many religious and civil struc-
tures from Roman period to Middle Age (Arnott 2007: 286-287; Lopez et al.
2016: 581-587).

Bull

The bull motif which is located in the middle part of the mosaic is seen as a sym-
bol of patience and strength in Christianity belief. In some sources, it is regarded
as a symbol of the Prophet Jesus!0.

(Deuteronomy 33:17) 17: “In majesty he is like a firstborn bull; his horns are

9 For a detailed iconographic evaluation see; http://www.christiansymbols.net/animals_5.php

10 http://www.christiansymbols.net/animals_13.php
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the horns of a wild ox. With them he will gore the nations, even those at the ends
of the earth. Such are the ten thousand of Ephraim; such are the thousands of
Manasseh” . With these words, power and force are symbolized with the strength
and horns of the bull. The mythological scenes related to domestic and wild ani-
mals shown in the same panel are associated with Isaiah 11:7 in Old Testament.

(Isaiah 11:7) 7: “The cow will feed with the bear, their young will lie down to-
gether, and the lion will eat straw like the ox”. The cow and puppy bear seen in
the main panel, can be seen as a reference to this verse.

Conclusion

As of 2018, there is not any completed excavation structures in the district of
Dulkadiroglu where mosaics were found. So, our knowledge about the struc-
tures is insufficient due to the uncompleted archaeological excavations. For this
reason, the dating of mosaics was made by comparing them with the similar
mosaic examples. When we compare the characteristic features of the mosaics
found in the structure with the examples of similar structures mentioned above,
it is possible to say that the structure was used during the IV®"-VI" century AD.
However, the two-hundred-year time frame is quite wide for a structure. It is not
possible to make a certain dating because of uncompleted archaeological exca-
vations and the lack of in-situ findings.

Another finding which gives us important information about the Germanicia
of IV*-VII*" century AD, was found in a church excavation in the neigborhood
of Cokyasar, about 30 km away from the town center of Dulkadiroglu in 2017
(Bagpinar et al. in print). Similar animal depictions located in Germanicia mo-
saics are also observed on the mosaics in this church. And also the ranks and
names of priests were written in the middle nave of the church. The fact that
similar descriptions are included in civil and religious structures cause them to
be perceived as Christian mythology. As a matter of fact, the smilar mosaics de-
picted the wild and domestic animals togather are also observed in Adana (Albak
2016:575-577) and Sanlurfa (Onal 2017) religious and civil and structures.

The animal depictions observed on the mosaics may not include only symbolic
meanings, but also provide important clues about the domestic animal species
li-ving in the area. These mosaics and the other mosaic called “Life Mosaic” in
the same structure give us information about the architecture of the Germanicia,
the fauna, the flora and the social life of the period. However, it is not possible
to give detailed information about Germanicia through the mosaics identified
only in one structure. There is no doubt that detailed information can be obtained
after the completion of the excavations of other structures identified throughout
of Dulkadiroglu district.
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Abstract

The embellishment of pavements has always assumed a crucial role in what can be considered the furnishing
of private and public spaces. The best known in antiquity has been, without doubt, the mosaic in all its forms:
pebble mosaics, opus signinum, opus tessellatum, opus sectile.

The mosaic, of Greco-Roman and Byzantine tradition, is one of the architectural and artistic elements that, for
centuries, had been used to decorate the room in which they were placed. The beauty, coupled with the durabi-
lity and strength of the material, was a determining aspect of the use of the mosaic as a pavement: two closely
related aspects when looking at the Roman mosaic, which can still be found today on the Portuguese pavement
or Portuguese mosaic, as it is called on the other side of the Atlantic.

In this article, we intend to illustrate the continuity of an art, which has kept many classic motifs alive through
the centuries taking it far beyond the territories of the Roman Empire.

Keywords: Roman mosaic, Portuguese pavement, perspective, symmetry, pattern heritage.

Oz
Her zaman, ozel ve kamusal alanlarin diizenlenmesi olarak kabul edilen dogsemelerin motiflerle bezenmesinin

biiyiik oneme sahip oldugu diisiiniilmiistiir. Antik Cag'da en bilinen doseme tiirii ise hi¢ siiphesiz, her tiirlii mo-
zaiklerdir: ¢akil mozaikler, opus signinum, opus tessellatum, opus sectile.

Greko-Romen ve Bizans geleneginde mozaikler, yiizyilar boyunca yerlestirildikleri odayt dekore etmek icin
kullanilan mimari ve sanatsal unsurlardan birisi olarak kabul edilmiglerdir. Malzemenin dayanikliligi ve sag-
lamlhigimin yani sira giizellik de mozaigin bir doseme olarak kullaniimasunin belirleyici niteliklerini olusturmak-
tadir: Roma mozaikleri ile Portekiz Dosemesi ya da Atlantik’in karsi tarafinda verilen ismiyle Portekiz Mozaigi
karsilastirildiginda bugiin bile hala goriilebilen ve birbiriyle baglantili olan iki dzelliktir.

Bu makalede klasik motiflerini yiizyillar boyunca koruyan ve Roma Imparatorlugu’nun simrlarimin tesine
yayilan bir sanatin siirekliliginin gozler oniine serilmesi amaclanmaktadur.

Anahtar Kelimeler: Roma mozaigi, Portekiz dosemesi, perspektif, simetri, desen mirasi.
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Anyone who strolls through the streets of Lisbon! soon realizes that, in most
cases, he is treading on a different type of pavement of the ones he knows from
many other countries, and that in many cases it could be considered a “carpet” in
stone, such is the beauty of his compositions? (Fig. 1). It is the so-called Cal¢ada
Portuguesa. Constructed either from the application of stones of irregular shape,
or from the application of regular parallelepipeds of small dimension “tesse-
rae” of dimensions that vary between 4-5 and 12-13 cm side length3, the paving
stones are almost exclusively the limestone in white and different shades of gray
/ black, existing in the country's quarries®. For certain figurative compositions,
pink limestone or rejects from the extraction of marbles are also used (Henriques
et al. 2009: 17)°.

For the people from Lisbon, the so-called Lisboetas, this type of paving, be it
of pavements or squares more or less central of the city is so commonplace that
sometimes the beauty and the decorative originality of these pavements go un-
noticed in the hustle and bustle of daily life (Fig. 2). The approval by the Lisbon
Municipal Assembly in 2013 of the Pedestrian Accessibility Plan, “an initia-
tive that provides for the implementation of 100 measures, by 2017, to facilitate
mobility in the country's capital. One of the measures provides for the removal
of the Portuguese pavement”® has reversed this situation and lead to a general
awareness of the value of the Calgada Portuguesa as a cultural manifestation of
a people, whose roots go well beyond the first modern examples of paving and
pathways and can be considered a natural evolution of Greco-Roman mosaic art:
A cultural manifestation that has been spreading throughout the World” in the
last two centuries - whether in the form of Portuguese classical black and white
stone, or introducing other basic colours, such as red and yellow, or still mono-
chrome but resorting to the use of different motifs in the decoration8.

If, with Justino Maciel, we consider that “it is, in fact, in the paving of cons-
tructed spaces that the mosaic issue is inserted into. It is an opus, that is, a
construction method since the pavement is inseparable from architecture. There
are many Greco-Latin expressions to designate this type of coating, which pre-
sumes a great variety in the decoration of these pavements which, obviously,

1 We take Lisbon as a reference here, as it can be considered as the “homeland” of the Portuguese pave-
ment. However, we find this type of flooring practically all over Portugal.

2 Already on September 22, 1945, the magazine Século Ilustrado drew attention to the fact that the
passers-by did not realize the “ground that they had trodden”. The article of Judith Maggioly published
in this edition of the magazine was entitled "Notice where you put your feet “and advised”... lower your
eyes a little and notice that you are stepping on stars, fish, flowers, liras, birds ...", Palmeira 2016.

3 According to Palmeira 2016, the application of Portuguese pavement uses various application tech-
niques: the old Portuguese pavement - irregular application of irregularly shaped stones; the gauntlet,
similar but with more space between the stones; the classic Portuguese pavement, with a diagonal
application, according to an alignment of 45 degrees with the walls or lancis; the pavement in a row,
with stones aligned in parallel rows; the circular pavement; the hexagonal pavement; the artistic pave-
ment, which is characterized by the application of stones with specific shapes and / or colour contrast;
Mar Largo; segmented fan; the Florentine fan and the peacock's tail. In our view, however, this clas-
sification is situated in the pattern field and not in the paving technique itself.

4 Basalt is such a hard material that is difficult to cut and handle, so it is rarely used.

5 A fundamental work for the study and understanding of the Portuguese Calgada and its specificity, the
Manual da Calcada Portuguesa was taken as basic bibliography for the elaboration of this article.

6 A decision that generated strong controversy and brought to the scene the civic movement Forum Citi-
zenship Lx, which has since been fighting for intermediate solutions that preserve this cultural heritage,
especially in the Historic Center of the city.

7 According to the decision taken by the Lisbon City Council in December 2016, the City Council of
Lisbon will start the candidacy process with UNESCO for the elevation of the Calgada Portuguesa to
World Heritage in 2018.

8 For the origins of Portuguese pavement, see; Henriques et al. 2009: 13-14.

Figure 1
Lisbon ©Fernio Silver.

Figure 2
Av. da Liberdade, Lisbon ©flickr.com.
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would have to be coated with hard materials, in stone or latericium” (Maciel
2011: 36)?, we find to have here a definition of pavement that also applies to the
Calcada Portuguesa, although with differences with regards to the preparation of
the ground and the application of the materials linked to the type of functionality
of the pavement which they are intended for - interior, exterior - walk, square,
pavement - and local climatic conditions (South or North Europe, South or
North of America, etc.). The “musive art” character of this type of pavement is
so dominant that the denomination “Portuguese mosaic” appeared, on the other
side of the Atlantic, for pavements in Cal¢ada Portuguesa.

The similarities between the two types of pavement, which allow to classify the
Portuguese pavements as a continuation of the Roman mosaic, can be seen both
in terms of their construction, as regards the pattern collection, the use of sym-
metry and perspective, and even on the part played by the “owner of the work”
in the choice of the iconographic program to be carried out.

The Preparation of the Soil and the Placement of the Portuguese
Mosaic / Pavement

The temporal and spatial beginning of the use of the paving of spaces that unites
the durability and robustness to the desired decorative beauty and representa-
tiveness is still controversial: For some authors it would have been created by
Mycenaean or Minoan cultures, for others it would have been imported from
Asia Minor. However, it is true that it is in Greece from the 5" century BC
that we will find the first clearly decorative pavements, precursors and heralds
of a decorative art that would develop especially during Classical Antiquity
(Dunbabin 1999: 5-17).

In the 1% century BC, in Chapter I of Book VII of his treaty De Architectura,
Vitruvius introduces a theorization and standardization of the treatment of spa-

ces intended for the application of one of the various types of flooring used at the
time (Maciel 2009: 263-265).

According to him, the correct application of the different layers underlying a
mosaic pavement required a pre-treatment of the ground, which should be solid,
without debris, thus ensuring the necessary strength for a correct application of
the different base layers of the pavements (Maciel 2009: 263 (1)). If this was not
the case, it should be beaten carefully with a packet (Maciel 2009: 263-264).
Only then the three layers provided for the final application of the mosaic pave-
ment could be placed - stone (rolled) or statumen, then the rudus - a mixture of
lime, small stone, gravel, sand and ceramic remains - and finally the nucleus,
the hardest layer consisting of a piece of lime and ground building clay, and on
which the chosen floor would sit!?.

This same concern is the basis of the preparation of the space for the construction
of a pavement in Portuguese pavement: “The execution of a work of Calcada
Portuguesa involves several phases, and generally the first is the compaction of
the floor where it will be applied, which, if it does not have the necessary cohe-
sion, requires that a compacted tout-venant'' base be made” (Henriques et al.
2009: 47).

9 All the citations in this article have been translated by the author.

10 Since the detailed treatment of Vitruvian standards on the construction of a floor would exceed the
theme of this article we refer to Maciel 2009: 35-40.

11tout-venant is a mixture of larger and smaller aggregates (the largest should be no more than 30 to 40
mm), and stone powder. It is a material supplied by the quarries and, once compacted and watered,
when dried becomes quite hard and is used for the treatment of the floor of laying of roads, foundations,
pavements, etc.
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Once the laying base is established, the technique of applying the Portuguese
pavement is now adapted to the characteristics and functionality of the pavement
space and its geographic location!2. In its classic form, used in Portugal and in
countries of moderate or hot weather, once compacted, the floor that underlies
it, it should be covered by a 4 to 15cm layer of stone powder or sand, according
to the size of the pavement to be applied (Figs. 3-4). In this layer, the pave-
ment stones will be laid, avoiding future deformations of the pavement and the
"jumping" of the stones. Once the pavement is applied, it is covered with stone
powder or sand, or with a mixture of sand and cement scattered with brooms or
squeegees (Fig. 5). It is then watered and compacted (Remesar - Esparza 2014:
310 fig. 4) (Fig. 6).

In northern European countries!3 the method followed is very similar, varying
only in the materials used for the laying of the pavement and for the final seal-
ing!4. According to information gathered directly from two of the Portuguese
paving masters who were laying a pavement in Trier!?, the laying base is previ-
ously washed and compacted. In preparation for the laying of the paving stones,
a 5 cm layer of cement is spread: the stones (in porphyry, imported from Italy)
are previously washed, and a layer of glue is then placed on the cement as well
as on the bottom of the paving stones prior to laying, where they are well fixed
(Fig. 7). Once it has dried, the gaps will be filled up. The filling material is made
up of two components - one is extra-fine black sand and the other is extra-fine
white sand. It is mixed with a liquid element!® and is applied with a broom,
filling the gaps between the stones: then the floor is washed to remove excess
material (Fig. 8).

The technique used for the laying of the external pavements in Germany is
closely linked to the functionality of the pavement: “with cement, trucks, even
military tanks can go over it but the pavement does not burst”!”. To prevent the
cement from cracking the pavement with changes in temperature, larger gaps are
left in the width of the entire floor, following the pattern chosen for the decora-
tion: these gaps are designed to allow the cement to “work” due to the existing
thermal amplitudes and are filled with silicone.

12 A concern already mentioned in Vitruv, when referring to the prevention of the damage caused by the
frost on mosaics placed abroad. See Maciel 2009: 265 (6).

13 Not only in Northern Europe, but also in Spain, a technique for laying the Cal¢ada Portuguesa was
more in line with the requirements of stability and continuity. See Remesar - Esparza 2014: 311.

14 In 2017, I was able to accompany in Trier the laying of Portuguese pavements on Simeon Strafle -
the former cardo maximus of Augusta Treverorum, capital of the Roman Empire of the West (under
Diocletian) and residence of his co-regents Maximianus Herculius and Constantius I Chlorus, and
Constantius and Constantine the Great, who kept Trier as his principal residence for some years. Ro-
man emperors resided in Trier on and off until AD 392.

15 Here is my sincere thanks to Jorge Almeida, a Portuguese paving master (mestre calceteiro) who was
born in Viseu, trained at the School of Calceteiros in Lisbon and has been in Germany for more than
30 years, where he is practicing his profession, and his companion Amandio Silva, for the good will-
ingness and sympathy with which they always responded to my requests for information as they went
along with the pavement and the final interview, at the end of November. To the whole team - a total
of six paving masters - my congratulations for the extraordinary quality of their work so far from their
homeland, which shows the pride they have for their Portuguese culture.

16 The material is supplied by the company responsible for laying the pavement, and I was not able to
access the chemical composition of the floor.

17 Jorge Almeida, in his last interview on November 17, 2017.

Figure 3
Preparation of the stones ©Zureks.

Figure 4
Laying the pattern ©Zureks.

Figure 5
Finishing ©Zureks.
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Figure 6
Final effect ©Zureks.

Figure 7
Laying the pavement, Trier
©MIJ Duran Kremer.

Figure 8
Finishing ©MJ Duran Kremer.

The Mobility of Workers Yesterday and Today

“One of the most important aspects of the cultural richness of the Western world
is undoubtedly the existence and reciprocal influences of different cultures, which
are mixed and interact in a continuous evolution. In the past, contacts between
peoples of different cultures and regions have always existed and have given
rise to new cultural expressions resulting from the symbiosis”'8. The Roman
mosaic is, in essence, one of the most tangible proofs of this reciprocal influence,
mirrored above all in the decorative grammar chosen for the different pave-
ments and the workers skills (Darmon 2011a: 25-34): the arrangement of space
to decorate, the descriptive or purely geometric-ornamental style, the inclusion
or exclusion of plant or animal elements and their insertion in the composition,
are all elements that make it possible to recognize the stylistic-regional school to
which a particular workshop of mosaics belonged and the pavements they car-
ried out in different parts of the Roman Empire, a testimony to the performance
of these workshops a great distance from their presumed place of origin!?.

However, it was not exclusively the mobility of workshops of mosaics that al-
lowed and fostered the emergence of a new expressiveness in the paving of do-
mestic spaces in the Roman era: the interaction of different socio-economic and
cultural factors, the need for representation by the owners, the existence of cata-
logues of motifs - all of them combined for the more or less rapid dissemination
of the mosaic as a representative and durable floor and for a certain definition of
patterns “in fashion” in a certain region and in time.

The export of the Calgada Portuguesa to different parts of the world followed,
basically, the same path, made by paving masters, who were first trained by the
elders, who shared their craft and experience with them?0 (Fig. 9).

18 Project “RoGeMoPorTur” - East meets West. Investigating the reciprocal influence of east and west in
the Roman mosaics with geometric patterns of Portugal and Turkey. A comparative study. RoGeMo-
PorTur is an international scientific collaboration project between Portugal and Turkey.

19 We will not touch here the questions related to the individualization of workshops of mosaists, because
it does not fit in the subject treated.

20 Amaro 2014: He did not do well in school and his father told him to go and learn a trade. Inspired by a



32 Maria de Jesus Duran Kremer

With the passing of the years and the deteriorating economic situation in
Portugal, many of them chose to stay in the countries where they had moved to,
to perform their craft; others followed the path of voluntary migration in search
of better living conditions?!. They took along the technique learned in Portugal,
and the love for their craft; they did not have pattern books, even because the
decoration is defined by the owner of the work and given to them: “The tech-
nique is the same, if you learn this technique, you can lay any stone, any pattern.
Technique is everything, you need to have technique and love your work, and
have everything in your head and then do the settling. It is all about the head,
about the love of the art” (Jorge Almeida).

The Signature and the Identification of the Mosaist / Paving Master

On the pavements in Roman mosaic discovered until our days the signature of the
mosaist that realized the work is not very frequent, appearing mainly in mosaics
of high artistic quality: this is the case, among others, in mosaics of Zeugma and
Pergamon (Darmon 2011b: 38-45; Neira Jiménez 2011: 485-500)%2. The reason
that led to such a small number of signatures by the mosaicists who made the
mosaic pavement is not yet clear: would it depend on the owner of the house to
allow a signature of the artisan? Would it be up to the artisan himself to want
to identify himself with the work he had done? Are there any other types of
“signature” on Roman mosaic floors, which have not been identified until now?
A hypothesis to be considered is provided by the “signatures” present in certain
compositions of the Calgada Portuguesa.

In the Portuguese pavement, we find signatures of paving masters, which are
blended on such a manner in the decorative discourse that they pass unnoticed to
the less attentive observer. Contrary to the identification of the Greek or Roman
mosaist, which was identified by his name or by an inscription of the type ex
oficina, the signatures of the Portuguese paving masters are constituted, exclu-
sively, by simple geometric, floral (Fig. 10) or animal motifs, or even letters,
inserted on a geometric motif or at any point in the composition: “There is a
trick to identifying the work of a specific paving master, when they opt for using
one. As in a picture, a Calgada Portuguesa can have the signature of who made
it. It is a stone with a specific shape, chosen by the craftsman”?3.

For the great paving masters, their work is more than a profession: it is love for
the art that they create with their own hands, humble, out of the limelight, kneel-
ing on the floor day after day. It is the “taste of art” (Jorge Almeida), the “passion
for the small stones on the floor” (“I started very young — with the small hammer
in my hand - but soon I fell in love — for the small stones on the floor”, verse by
Antonio Mateus Marques, the “Tony Calceteiro™) that led some paving masters
to identify themselves with their compositions.

knit neighbor, Fernando Simd&es begins the art of knitting at age 14. At 27, chance brought him to Ma-
cau, where he is still the only Portuguese knapsack. When the masters were going to lunch, Fernando
Simdes began to set stones in secret. At the age of 14, he began working side by side with the great
names of Portuguese pavement art, but his work was limited to fetching water and sand. Three years
later, he began to fit the white stones of the mosaic, while his masters made the decorative motifs. With
the expansion of hotels in the south of Portugal, he went to the Algarve for his first major pavement
work. And there he met Master Canoa, who made him cross the world to set Macau ... He came to win
"quick bucks”. Fernando arrived in Macau in 1996, the second batch of 12 paving masters hired to
work in the Palace of Praia Grande and Santa Sancha. He saw all his Portuguese colleagues leave and,
in 2003, he was already the only Portuguese paving master working in Macau.

21 Jorge Almeida: “Well, I left over 30 years ago and came to Germany. I came in search of a better life.
Now, I am here: I earn well and the working conditions are very good. But I go there to see the family
twice a year”.

22 See also Béjaoui 2003; Zimmer 2010.
23 Mestre Calceteiro Jorge Duarte in Pincha 2016.

Figure 9
A Portuguese paving master in Germany,
Trier ©MJ Duran Kremer.



Figure 10
Signature of a paving master
©Maternolivares.

Figure 11
Mar Largo, Rossio (Lisbon)
©Wikimedia Commons.
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Roman Mosaics Pattern Tradition in the Portuguese Pavement

In its quality as decoration of space?* each composition of the Calgada
Portuguesa is, basically, always a unique work. This is because there is a whole
process of spatial thinking on the part of the commissioners of the work, before
its placement, which define the type of planning of space and the iconographic
program to follow - a program that, as a general rule, should take into account
the type of pavements of contiguous spaces and the type of urban construction
in which they will be inserted: A decorative argument that does not deviate from
the process of analysis and decision of the decorative grammar and iconographic
program chosen by the commissioner of the work in Roman times. Yesterday as
today, the understanding of the space to be decorated, its functionality, the intro-
duction of factors related to symmetry and perspective or two-dimensionality,
the representative character and the intrinsic message of the “image” chosen for
the decoration of the floor, the choice between geometric, floral, animal patterns
- or a combination of all of them, the introduction of the human element into the
composition - all these factors led, yesterday as today, to a chain of arguments
and to the interpretation of the symbolic language present both in the Roman
mosaic and in the Calcada Portuguesa.

It is interesting to note that, with all the differences related to the material, the
measurements of the surface to be decorated, the size and texture and colour of
the tesserae to be used, the Portuguese pavement resumes - in different varia-
tions — a number of patterns common to the mosaics of the Roman World.

One of the most interesting themes - perhaps even considered the main symbol
of the Portuguese pavement and one of the most widespread patterns especially
in Portuguese speaking countries - is undoubtedly the pattern “Mar Largo™?.

Selected by the Lisbon City Council for the paving of more than eight thousand
square meters of the D. Pedro V Square Rossio (Fig. 11)29, “the Wide Sea pattern

24 The Portuguese pavement is part of what we can consider “urban furnishing”. In fact, it does not only
W

exist as a “covering” of public spaces but also assumes the task of "decorating", “furnishing”, so to
speak, these spaces, combining beauty with the solidity and durability of the pavement.

25 “Mar Largo” = “Wide Sea”.

26 For the origins of the Portuguese pavement, see Silva 2016.
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symbolizes the encounter between the Tagus River and the Atlantic Ocean, which
led the Portuguese into the discoveries and overseas expansion starting in the
fifteenth century. The name Wide Sea for the pattern refers to the fourth part of
the Portuguese major epic poem The Lusiadas by Luis Vaz de Camoes” (Silva
2016: 33)27.

The base motif of the Broad Sea is technically made up of parallel strips of two
lines that curl differently, approaching one another at near-crossing points and
creating the effect of a waving ribbon in a frontal perspective. This is a motif
that we will find in the repository of motifs for the geometric decoration in the
Roman mosaic (Blanchard et al. 1973: 52428 Décor I: pl. 61¢). The use of this
surface-fill motif, with a parallel repetition of it, in alternating fill colours in
black and white, gives movement and depth to the composition, as waves of
the sea in motion. We find it everywhere, with waves that are more closed or
more spaced, according to the taste of the responsible entity (Fig. 12). A single
example of the use of both forms - with the space between the black ribbons
being fully filled but covering only a part of the paved surface, the other part
being covered by the “original” version (a black row defining the track controls,
of the same filled in white) of which I am aware is the Square 5 de Outubro, in
Cascais (Fig. 13). In Braganca, we will find a variant of this motif, where the
different thickness given to the black ribbon accentuates the wavy movement of
the composition (Fig. 14).

The aspect of movement and depth is practically always present in the surface
fill compositions: in Torres Novas, in Plaza 5 de Outubro, we come across a vari-
ant of another classical motif of the Roman mosaic (Décor I: pl. 9¢)?° (Fig. 15).

Another classic theme used in the Greek and Roman mosaic that is to find on the
Calgada Portuguesa: the consoles pattern (Blanchard et al. 1973: 92 n. 496) (Fig.
16). Using a single geometric pattern - in this case a parallelepiped rectangle -
the mosaist can construct a series of decorative compositions in only two colours
- black and white - or different colours. In both cases, it is possible to introduce
a volumetric perspective in the composition. In the example we present we use
three colours - black, white and yellow - to insert movement and perspective in
the composition. On the contrary, the theme of the meander in the Portuguese
pavement is mostly used as a linear motif (Figs. 17, 18). Other frequent themes
on the Cal¢ada Portuguesa are in the tradition of the Greco Roman mosaic (Figs.

19,2030,2131,2232,23),

The Message

One of the most important aspects of the Greek and Roman mosaic is undoubt-
edly the deep interconnection between the intended room, the purpose of the
room, and the iconographic program chosen for the floor. Mosaic scholars are
unanimous in recognizing the mosaic composition as a vehicle for a message
understood by members of the same socio-cultural group: a symbol of wealth,

27 The original pavement was subject to several remodelations, the most important of which took place
in 1976 and, above all, in 2001.

28 “Band of two lines undulating differently, one crossing the other and creating the effect of an undulat-
ing ribbon in frontal perspective”.

29“band of contiguous repeating rows of superposed chevrons with arms of alternating colours, forming
a zigzag pattern, with effect of relief” here in two colours — black and white.

30 Blanchard et al. 1973: 84 n. 448.
31 Circles, lined up. Salies 1974: 14 (Kreissystem Ia, 51).
32 Blanchard et al. 1973: 38 n. 166; Décor I: 96 pl. 97a.
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Figure 12
Mar Largo, Macau ©Gongalo Lobo
Pinheiro.

Figure 13
Cascais ©Owww.alami.com.

Figure 14
Braganca ©Foto ROC.
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culture, knowledge of mythology, pride in the activity carried out (especia-
Ily in Africa or in African-style floors representing everyday scenes), even of
Christianity, are but a few of the messages tacitly inherent in a certain mosaic
composition. The object of careful reflection and decision-making by the com-
missioner of the work, the iconographic program of mosaic pavement reflected,
in a general way and independently of the quality of execution, the position of
the agent in relation to the World that surrounded him.

In the face of the recognition of the Portuguese pavement as an evolution or
modern version of the Roman mosaic in various aspects, the question arises
whether there is a “message” inherent to the compositions in this type of paving
of public or private spaces33.

The analysis of the different pavements with geometric, floral or even animal
motifs and their framing in the surrounding area - conditio sine qua non for a
possible identification of the underlying iconographic program - will have to be
the subject of a more detailed and individualized study. However, we must men-
tion some examples - chosen at random from among the many existing floors.

Figure 15
Torres Novas ©J. Lourenco.

Figure 18
Figure 16 Figure 17 i . Meander ©Ana Cristina Antunes.
The consoles pattern, Elvas Plaze.l de Espa_na, Olivenga
©Sarmale O. on flickr.com. (Spain) ©Tagido.
Figure 19 Figure 20 Figure 21
Napoli ©Lindsey Hough. Calcada Portuguesa ©Tugatotheworld. Circles ©i.pinimg.com.

33 The use of Calcada Portuguesa as a floor for private spaces is increasing, especially in interior pas-
sageways.
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The paving in “Mar Largo” has, as we have already seen, a direct connotation
with the Portuguese Discoveries - and therefore a message to be interpreted in-
dividually by the observer. Connected to this pavement is, next to the pattern
of the Discoveries in Belem, the wind rose (Fig. 24): in the center of a choppy
“wide sea”, a wind rose is an element of safety and tranquility, reminding that it
is always possible to find the direction wanted3*.

Another image, this time linked to a personality that marked - and still marks the
image of Portugal - is the portrait of Amélia Rodrigues (Fig. 25), the great inter-
preter of the fado of Lisbon, now classified as intangible heritage of Humanity.
Here too is a message of “lusitanism” in universality.

Figure 22
Lagos ©ROC2C.

Figure 23
Thiasos maritime ©Toni Aguas.

Figure 24
Windrose, Lisbon ©Machbel.

Figure 25
Amadlia ©Maria Irene-Google.

34 The question of the origin of the wind rose will not be addressed here.
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A third example, simpler but not less relevant: in the city of Trier, the footprints
made from the central town square - the Hauptmarkt - point the visitors the way
to Porta Nigra - the only still existing gateway to a Roman city to the North of
the Alps — a monument also classified by the UNESCO (Fig. 26).

A chance? A subtle message directed at the visitor? Today as yesterdayi, it is the
observer's decision.

Conclusion3s

The Portuguese pavement today is undoubtedly an expression of a specifically
Lusitanian culture: Inheritance of centuries of Romanization, it was not lost in
the mists of time but it was able to adapt to the specificities of the present world,
and to the climatic demands of the space it is call to decorate. Exported all over
the world, it is a vehicle for the diffusion of a culture that has been able to trans-
pose the beauty of the Roman mosaic to a pavement that unites it with the neces-
sary durability inherent to public spaces, without neglecting the imaginative and
innovative character of its craftsmen - the paving masters.

35 This study cannot and will not be exhaustive in its approach: among others, aspects related to the use of
molds for the elaboration of more complex compositions to the mathematical calculations that underlie
it, require a deeper study that cannot be the object of this article.

Figure 26
Paving masters and the Calcada Portuguesa,
Trier ©MJ Duran Kremer.
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Iconography Related to the Mineral-Medicinal Waters in Hispanic
Mosaics in Castilla, Aragén and Navarra

Castilla, Aragon ve Navarra'da Yer Alan Ispanyol Mozaiklerindeki
Mineral-Tibbi Sularla Ilgili Ikonografi
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Abstract

This work is dedicated to the memory of Professor José Maria Bldzquez with whom I had a close friendship
and whose wise advice helped me to continue my research into the field of mosaics. I will focus on the Hispanic
mosaics of Castilla, Aragon and Navarra.

We know that gods invoked in thermal spaces ranged from the nymphs to Apollo, Minerva, Jupiter, Juno, For-
tune or, for quite some time, even Bormanicus. The image of Medusa was also regarded as the carrier of healing
blood, which was kept in the veins of her right arm, and that would be used by Asclepius in his resurrections.
On the other hand, it is not unusual to find mosaics with the image of Medusa associated with the gods of hot
springs. Objects such as shells, craterae, jars and jugswere part of its symbolic repertoire,which is, in turn,
an inexpensive way to represent otherwise more elaborate motifs. In Hispania the said associations are traces
of former pre-Roman cults, which would later syncretise with those beliefs imposed by the Roman civilisation.

The fact that the higher concentration of mosaics displaying craterae, shells, etc. are located at specific
enclaves where waters can be often found in situor not far from the location led us also to believe that there is
a connection between the ornamental motifs of mosaics and the curative waters. It will be through this analysis
that we will clarify this approach.

Keywords: Mosaic, iconography, Hispania, healing waters and hydrotherapy.

Oz
Bu ¢alisma, yakin dostum olan Profesor José Maria Bldzquez'in amisina adanmigtir ve kendisinin bilge tav-

siyeleri, mozaikler iizerine yaptigim arastirmalarimu siirdiirmeme yardimct olmustur. Bu ¢alismada Castilla,
Aragén ve Navarra'daki Ispanyol mozaiklerine odaklamlacaktir.

Termal sularin oldugu mekdnlarda nympheler, Apollon, Minerva, lupiter, luno, Fortuna ve hatta bir donem
Bormanicus'tan bile yardim istendigi bilinmektedir. Hatta sag kolunun damarlarinda sifali kan dolastigina
inanilan Medusa da iyilestirici kamin tastyicisi olarak kabul edilmis, ve bunun, Asklepios tarafindan yeniden
canlandirmada kullamldigina inamlmigtir. Ote yandan, kaplica tanrilart ile beraber tasvir edilmis Medusa
betimli mozaikler bulmak sira disi degildir. Ornegin deniz kabugu, krater, vazo ve siirahi gibi nesneler sem-
bolik repertuvarin birer parcastydr ve bu da, daha ayrintili motiflerin bezenmesinin daha ucuz bir yoludur.
Ispanya'da, s6z konusu betimler Roma éncesi kiiltlerin izleri olup; bu, daha sonra Roma Uygarligi’ min getirdigi
inanglarla uyumlu hale gelecektir.

Kraterler, kavkilar vb. 6gelerin betimlendigi mozaiklerin, yogunlukla etrafinda su bulunan alanlarda ya da mo-
zaiklere ¢cok yakin mesafelerde tespit edildigi belli basl alanlarda bulunmasi, mozaiklerde goriilen motiflerle

* Mercedes Durdn Penedo, Directora del Museo Municipal de Montcada i Reixac (Barcelona) y Académica correspondiente de la RAH, Barcelona,
Spain. ORCID ID: https://orcid.org/0000-0002-4201-350X. E-mail: mduran@xtec.cat
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sifalt sular arasinda bir baglanti oldugunun diisiiniilmesine sebep olmaktadir. Bu analiz ¢calismasinda bu yaklasim
acikliga kavusturulacaktir.

Anahtar Kelimeler: Mozaik, ikonografi, Ispanya, sifalt sular ve hidroterapi.

This work is dedicated to the memory of professor José Maria Bldzquez with
whom I had a close friendship and whose wise advice helped me to continue my
research into the field of mosaics.

José Maria was among the firsts to study the Iberian Protohistorical religiosity,
as well as the involvement of many of the indigenous and Roman gods in the
healing waters throughout our Peninsula. I believe this to be the best way to pay
tribute to his work and his memory.

For some time now I have been interested in this topic and I presented already a
paper in September 2016, at the 10" International Seminar on Roman Mosaics:
Los mosaicos de la pars occidentalis. Nuevas perspectives de estudio, focused
on the iconographic motifs present in those mosaics related to mineral waters
across the Spanish Levant.

As already stated on several occasions the healing properties of sulfur and chlo-
rinated water with respect to certain illnesses were found over time, and those
who were unaware of the scientific particulars would easily relate its curative
power to divine intervention. It was the Greek who instructed the Romans about
the principles of medicine and so the god Aesculapius got associated with the
Greek god Asclepius.

As stated by Pérez (2012: 131-141), there is written record of the curative
properties of thermal water either used for baths, vapours or consumption in
the works of Hippocrates of Cos, Arataeus of Cappadocia, Celsus, Dioscorides,
Herodotus, Soranus, Oribasius, Arquigenes, Rufus, Aetius, Antilos, Celios
Aurelius, Alexander of Tralles or even Paul of Aegina, Musa, Vitruvius (VIII)
and Plinius (XXXI and XXXI), among many others.

We also know that these waters were collected and transported within a small
territorial scope. The 3"-century BC diadem of Moies in Pilofia (Asturias)
and the patera of Otafies in Santander from the 2"-3" centuries AD are indeed
archaeological testimonies of this reality (Table 1).

We know that gods invoked in thermal spaces ranged from the nymphs to Apollo,
Minerva, Jupiter, Juno, Fortune or, for quite some time, even Bormanicus. San
Nicolas reminds us that the image of Medusa was also regarded as the carrier
of healing blood, which was kept in the veins of her right arm, and that would
be used by Asclepius in his resurrections. On the other hand, it is not unusual to
find mosaics with the image of Medusa associated with the gods of hot springs.
Objects such as shells, craterae, jars and jugs were part of its symbolic reper-
toire, which is, in turn, an inexpensive way to represent otherwise more elabo-
rate motifs. In Hispania the said associations are traces of former pre-Roman
cults, which would later syncretize with those beliefs imposed by the Roman
civilization.

When a cratera displays volutes with vine or dyonisiac motives it is usually
given a Bacchian connotation. If not, the cratera is often related to an allusion
to the garden, as exposed in the work of (San Nicolds 1997: 139) and in the
recent case of (Lopez Monteagudo 2015) as they might show volutes, branch-
es and streams of water. Its use in themes of asarotosoikos (Martin - Montilla
2015: 387-389) or as a symbol of good luck (Campbell 1990: 293-300) has been
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No. 1

Table 1

No.1: The transportation of the
sacred waters in the diadem of
Moiies (Pilofia, Asturias) 3/-1°
centuries BC, source retrieved from
free Internet site. No. 2: The cicle
of the sacred waters in the paddle
of Otanes, Santander (centuries

1% - 3 AD), source retrieved from
free Internet site. No. 3 and No. 4:
Mosaic with craterae, shells and
plant at the sanctuary dedicated

to Asclepios in Thuburbo Majus.
Photograph by A. Ben Abed ben

Khader, 1999.

No.3

No. 4

associated with them too. Through this present work we have been able to verify
—and would like to continue to demonstrate- that another connotation should
be added, and that is their link with benevolent waters of thermal and minero-
medicinal springs nearby. Let us not forget those that show marine fauna, such
as dolphins; these are animales associated with regenration and transformation,
symbolising the benevolent power of waters which would be later adopted by
Christianity as a symbol of resurrection.

No. 2
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We already saw that the use of craterae relating to protection of health are
located in the building devoted to Asclepius in Thuburbo Majus (Ben Abed
Khader 1999: 321-334), Tunisia (Table 1) where the combination of motifs with
craterae and shells or scallops were the main elements, in addition to being in
the frame flanking the inscription of Asclepius Augustus. The said motifs are
not only to be found at cult places, but also in some of the housing around the
city. Considering the fact that Zaghoun and its Water Temple —built by Hadrian
and being the spot where the aqueduct to Carthago departed from- are just 29
km away from Thuburbo Majus, the proliferation of the images of craterae in its
mosaics seems to be fairly justified.

The fact that the higher concentration of mosaics displaying craterae, shells, etc.
are located at specific enclaves where waters can be often found in situ or not
far from the location led us also to believe that there is a connection between the
ornamental motifs of mosaics and the curative waters. The area of influence of
mineral-medicinal waters and the villas with mosaics ranges between 30 and 40
km, since that is considered to be a convenient distance for traveling and trans-
portation in antiquity (Fig. 1).

Starting our tour in Castilla la Mancha, we will stop in the province of Toledo,
where two mosaics from the 4" century AD at the Roman villa of Carranque pre-
sents motifs and images that lead us to think about the possible relationship with
the waters of the area. An iconography related to the nymphs is what is depicted
in this case. This cult was widespread in those locations where healing waters
had already been used in pre-Roman times, and hence a logical syncretism de-
rives. As stated by Bldzquez and Garcia (1992: 21-66), Diez de Velasco (1998)
and Oro Fernandez (1996: 23-151), among other scholars, this kind of testi-
monies concentrate especially around the North and West of Hispania, which
remained much less romanized, but as new mosaics emerge it gets evident that
the process would eventually involve, to a greater or lesser extent, an important
part of the Spanish territory.

Figure 1

Map of Spain with the main enclaves of
Roman mosaics and healing waters in
Castile, Aragon and Navarre.

Map by the author.
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There are several enclaves with thermal waters and dedications to the nymphs
which had the purpose of thanking them for their curative powers, and we sup-
pose that this fact influenced as well the owners of the houses when reflecting
these motives on their mosaics.

The villa of Carranque, currently considered as a palatial building, includes an
ensemble of mosaics with the iconography of the nymphs. The mosaic of the
Metamorphosis depicts the nymphs accompanying Diana, the nymphs along
side Hilas, Anymone the nymph surprised by Eros riding a horse, Priam and
Tisbe, Hercules, Artemis, and Athena, all of them surrounding the goddess
Venus. These motives are directly related to the healing and medicinal waters, as
we see in Oro Ferndndez (1996: 125 et seq.) and so it is not surprising that we
may also find allusions to seawater in the image of Oceanus. One of the geomet-
ric mosaics with a circular emblem presents containers with fruits and branches
at its corners. Along the frame there are two craterae with vegetal ornamental
motifs. In another mosaic there are sea shells in semicircular lunettes. Other
mosaics of the ensemble would depict Achilles and Briseida or the fight between
Adonis and the boar in front of Venus and Mars.

All in all, a complete set of ornamental elements where the interest of the owner
for highlighting the value given to waters as a source of life, health and wealth
is clear.

Underground aquifers such as those of Arroyo de la Cabeza with Fuente de
Pobo, Guadarrama River and Fuente de Tejada, are other elements which help
us understand the ensemble. In this case, though, there is no location of medici-
nal mineral waters in less than 40 km. We suppose the owner intended to make a
reference to the world of waters from a globalizing perspective. Also in Toledo,
the town of Saucedo in Talavera la Nueva offers the mosaic of Iscallis carrying
a cratera, as well as another mosaic with five other craterae (Canto 2001: 111
et seq.) (Castelo et al. 2004: 187-212), currently kept in the Museo de la Santa
Cruz in Toledo.

According to A. Canto the Saucedo had a sacred character ever since antiquity
and there it also appeared an altar dedicated to the nymphs and a votive epigraph
dedicated to the indigenous goddess Alla, Allia, Alles. Although the medicinal
properties of these waters are unknown, the villa offers a decorative ensemble
that includes craterae, dolphins and Neptune's trident. Iscallis would be a divi-
nity related to fertility and wealth of waters. Lépez Monteagudo (2009: 597-635)
also agrees with A. Canto in the idea that it also relates to the curative waters of
the area. The attributes that it carries, cornucopia, globe and cratera along with
the four craterae at the corners reinforce this interpretation.

The wide distance between Carranque and Saucedo, 88 km, makes us discard a
possible influence of this water in Carranque.

Cuenca offers an extraordinary set of mosaics in Noheda. We will not elabo-
rate on the mosaics of the rectangular room with mythological and allegorical
themes (Ferndandez Galiano 2010: 111-142), where iconographic variety, inter-
pretive originality and great artistic quality are combined.For this author the
building could be destined to a religious community. Focusing on the topic we
are dealing with, in the octagonal room that communicates with the room with
three apses and on a surface of 24.35 m?, we find a mosaic surrounded by inter-
laced acanthus scrolls, finished with lotus flowers.

On the surface of the tapestry, there are 8 rows of craterae joined by garlands,
alternating with plant stems topped by lotus flowers. The craterae vary in shades,
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one row is black and the next is red, while yellow tiles appear in both combina-
tions to indicate the decoration (Table 2). The profusion and multiplication of
this motif is certainly exceptional, with 56 evident containers and some more in
the damaged area, but they are also painted on the stucco of walls, which makes
its religious functionality of particular relevance. This site is located 29 km away
from the spa resort of Valdeganga with ferruginous waters good for arthritis,
rheumatism, etc. and which is currently abandoned. Just 38 km away there is the
town of Beteta and its famous waters of Solan de Cabras, recognized since the
18" century, and it is very likely that their qualities were also known in antiquity.

No. 1

No. 2 No. 3

Table 2

No. 1: Mosaic with craterae and vegetal
ornamentation in the octagonal room of
Noheda, Cuenca. Photograph courtesy of M.
A .Valero, today abandoned.

No. 2: Balneario de Solan de Cabras at

38 km from Noheda. No. 3: Balneario de
Valdeganga at 28 km from Noheda.
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In the autonomous community of Madrid, the site of Complutum, now Alcald de
Henares, offers the late-Severian mosaic of Achilles and Penthesilea (Blazquez
et al. 1989: 12 et seq., 1-7). Among the various motifs included in the boxes
surrounding the central panel there are two types of craterae, which have been
represented up to four times ,even if today only two are preserved. D. Ferndndez
Galiano (1984: 11-89 fig.1 1dms. I-LVIII) links them to Dionysian motifs that
also appear as the lioness, goat, tragic mask or head of Silenus among others.
However, the fact that these craterae do not show the elements of grapes or the
branches of vine, raises doubts as to whether the two craterae arranged next to
the Medusa motif are actually referring to the fertilizing and protective waters.
This association can be seen in the mosaic of Calle del Reloj in Valencia too. In
fact, Achilles acquires his protection in the waters of the Stygian lagoon and it
could be a symbolic reference to their benefactor power.

At a distance of 27 km from Complutum, the medicinal waters of Carabafia can
be found, with a wide healing tradition and which were already commercialised
at the beginning of the 20" century. The spa is currently operating. In Carabaiia,
part of a Roman road communicating with nearby cities, such as Complutum,
has been preserved. These natural waters are purgative for containing sulfate of
soda, purifying due to calcium chloride and antiseptic for its sodium sulfate, and
they were therefore highly appreciated by all populations that inhabited these
place.

Next we will stop in the province of Avila, specifically in the villa of S. Pedro
del Arroyo, in the estate of Vergeles, where a mosaic depicting the story of
Meleager was discovered in 2006. The angles contain four craterae from which
ornamental plant elements arise, also mixed with terrestrial animals. We can not
specify any more data since its excavation continues and relevant studies are in
progress. Nevertheless, we can confirm that in an area less than 30 km around,
there are several medicinal fountains long appreciated. The one of Our Lady of
the Parral is at 16 km, good for dermatological problems; the one of San Juan de
Olmos at 25 km along with the chapel, associated to fertility; or the fountain La
Salud (“Health”) in the term of Narrillos de Rebollar.

Focusing on Castilla Le6n, we will stop in the province of Salamanca where
the mosaic with the bath of Pegasus and the nymphs was found in S. Julidn de
Valmuza (Blazquez 1982: 19 n°12 fig.12), dating back to the 4™ century. Only a
drawing of it is conserved in the Real Academy of the History. A nymph rides
Pegasus and crowns him with laurel; another nymph feeds him and another one
tidies him up from behind.

The Ledesma resort is 27 km away from this site. Currently operating, its me-
dicinal waters are recommended for the respiratory and locomotor systems, and
to heal neurological affections. At a distance of 30 km, the baths of Babilafunete
have a long tradition and are highly appreciated for chronic conditions of the
digestive, urinary, locomotor and respiratory systems. Even further, 54 km away,
the resort of Retortillo was already known in the Roman era, and a votive ara
was found at the place.

There is only one single geometric mosaic with craterae at the angles in Zamora,
dated from the 4" century and located in the village of Requejo in Santa Cristina
de la Polvorosa, which today is kept at the Provincial Museum of Zamora
(Blazquez 1993: 480-487). In this case, the spas of Calabor and Almeida are too
far away from this village and so they would not have had as much influence as
at other spots.
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In the province of Ledn, we can find an interesting contribution in the villa of
Quintana del Marco of the 4™ century, with the theme of Hilas and the nymphs
(Blazquez 1986; Maiianes 1989: 131-144) discovered in 1899 and currently in
the Museum of San Marcos de Leon. Unfortunately, we do not have much data
about this villa; we do know that a silver oval plate with the text Marti / Teleno
was found, which J. Mangas (1996: 483-490) interprets as a syncretism of the
Roman god Mars and the indigenous Teleno, a direct reference to Mount Teleno.
This mount is an important landmark between Orense and South-West Ledn. In
this site an important hydraulic complex was built and it was used during the
gold explorations of the Medulas and therefore it is very possible that this village
had close links with the mining activity of its neighbors.

The thermal areas are too far away to constitute an influence area, and that is
why we point out the possibility of the influence of Mount Teleno in this specific
case.

No. 1 No.2

No. 4

No.3

Table 3

No. 1: Mosaics of the village of Almenara
de Adaja, Valladolid: Pegasus “toilette” by
the nymphs. No. 2 and No. 3: Ornamental
and geometric mosaics with multiple
craterae. Photograph by Manteca in Garcia -
Sanchez 2015. No. 4: The Spa of Olmedo at
8 km from Almenara d’Adaja.
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In Palencia we can mention the villa of Quintanilla de la Cueza, from the 37-4%
centuries (Garcia Guinea 1986). The varied iconographic ensemble is in honor
of the water with fishes, Oceans and seasons, Neptune or the allegory of a river
and Amphitrite. And the fragment of a mosaic with a cratera and a bird, that is
conserved in the Museum of Palencia. The waters that we find in Saldafia 25
km away, of medicinal tradition like the ones from Fuente de losCalores next
to Villorquite of the Paramo which is only 10 km away from La Olmeda, or the
waters of Villa la Fuente, could be the reference for the ensemble of mosaics.
Nonetheless, without proper archaeological documentation and waiting for fu-
ture revisions, we just dare to point at this possible influence.

Another important set to be noted is the villa of La Olmeda in Pedrosa de la
Vega, from the 4™ century, with the splendid mosaic of Achilles in the gynoe-
cium of Lycomenes in Skiros (Mangas 1996: 146-156; Durdn 2010-2012: 1314).
Located at the oecus, it presents on its border a portrait gallery of the family that
inhabited the villa. These portraits are placed between pairs of mallards facing
amphorae and vegetal columbos all forming part of a symbology related to the
prosperity of nature provided both by the fresh water of the mallards and the
healing water that is collected in the amphorae. All elements are linked to each
other by filaments which also attach to the portraits. The rest of the decorative
mosaics depict hunting scenes and geometric themes, dated between the 4"-5%
centuries AD. It is not surprising that in this place, just 6 km away from Saldaiia
and with an area of influence of various springs of mineral-medicinal waters, the
owners of this village would wanted to reflect their wishes of prosperity and long
life for the members of the family.

In the province of Valladolid and in the chronological framework of the 4™ cen-
tury, we must mention the town of Almenara de Adaja (Neira - Mafianes 1998:
13-34), which conforms a very interesting decorative mosaic ensemble (Table
3), where four rooms present craterae and a scene of the “toilette” of Pegasus
and the nymphs. In the room with a pentagonal head, there is a crateraat the
threshold from which a lotus flower and pods with acanthus leaves and four-leaf
flowersemerge. Throughout the rest of the area geometric and vegetal motifs
alternate. Another mosaic which contains the cratera is the one with the four cir-
cular garlands: at the threshold the cratera with emerging tendrils that end up the
shape of four-petal flowers can be admired.Once in the rectangular room, there
are four large squares framed by five-leaf laurel garlands. In the four isosceles
triangles resulting from the presence of a square on the tip inside another, four
gallonatedcraterae are represented with emerging lushy acanthus leaves and pel-
lets on the sides.

The mosaic of the room finished in exedra displays a great cratera with pods
and acanthus leaves and tendrils with leaves and four-lobe flowers. In the rest
of the room, at the corners, we find similar craterae to that of the exedra. It is
also remarkable that vegetal scrolls frame another square which has craterae at
its angles, and from which acanthus leaves emerge, fairly geometrized in this
case. Finally, at the tri-apsed room in one of the exedrae, there is a square which
contains craterae with emerging tendrils at its angles, again in a geometrized
fashion.

All this ensemble is complemented with the mosaic with fish, the one with ve-
getal and geometric motifs, and the great composition of the octagonal room
with the “toilette” of Pegasus. On this mosaic, the nymphs clean a wingless
Pegasus up with two large jars on the sides. The scene is completed with the
representation of the fountain of Hippocremeand mount Helicon at the top of it,
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which is a direct connection to fresh waters of fountains and springs.

To this artistic set fully linked to the cult of water, we should add that just 8
km away the spring of "Sancti Spiritus" with the Olmedo resort fully operating
nowadays. This presents hyperthermal waters of 22°C of strong mineralization,
useful for the rheuma, the skin, the locomotor apparatus, etc. We consider all
this enough evidence to prove the influence of these waters in the use of sym-
bolic motifs in the decorative ensemble of the mosaics in this villa, which is also
placed in the road communicating with the villa of Cauca (present Coca) at 15
km.

Another interesting thermal location, also in the area of influence that would af-
fect the villa, would be that of Las Salinas de Medina del Campo, at 22 km from
Adaja Almenara, with waters rich in sodium chloride, calcium and sulfates and
thus recommended for arthritis, the respiratory system, skin, etc.

A set that we must also mention is that of the villa of Prado (Table 4) (Neira
- Mafianes 1998: 47 et seq., 21, 22 and 24 figs. 8-9 lines 31-40), located in a
neighborhood of Valladolid and therefore distant from Olmedo and Medina del
Campo, at about 41 km. Despite the great distance, we believe that this villa
can be included in the area of influence of those medicinal sites, given that in
its repertoire of mosaics at the apsed room it appears the theme of Diana with
the seasons and seven craterae, two in the tapestry and five, lined at the oppo-
site end of the apse, combined with floral motifs, clovers, etc. In addition, there
is the quadrangular mosaic of craterae that recalls the scheme of the compass.
Four more craterae are represented at the angles, from which four laurel wreaths
emerge and, being in a semicircular shape, they also frame four other craterae
from which leaves of acanthus emerge. The motif is represented eight times in
total and, without undermining the high level of ornamentation they involved,
this ornamental ensemble recalls again the symbology of water as a benefactor
element of prosperity, health and wealth. Another apsed room identified by an
oecus uses again the same motif of the craterae that are this time located at the
angles of the central square, and from which acanthus leaves and lotus flowers
emerge. In the center of this square a medallion with a floral wheel is represen-
ted, and, at its free angles, there are again craterac with stems of hanging leaves;
this adds eight more to the previous ones and make a total of 23 times that
the motif is represented in the three rooms. The theme of Diana would also be
adequate because, according to E. Oro Ferndndez (1996: 93) she was worshiped
in places with hot springs, as documented in Bande (Orense) and Burguillos
(Badajoz). In short, another interesting set linked to water and nature.

In Segovia, an inscription has been located in Duraton by a soldier who con-
secrates an altar to Fortuna Balnearis (Perea 1997: 51-61), the goddess who
protects health and hygiene. The doubt arises as if this mosaic with allegorical
bust, headdress with diadem of fruits, cornucopia and with a snake around her
throat, could be related to this divinity that was worshipped by the military col-
lective. But she is not represented with the helm and neither the crown of fruits
would be appropriate. Near Duraton, at 5 km, we find the fountain of La Salud
in Sepulveda. Its waters remain at a constant temperature of 18°C throughout
the year and it is a spring of the river Duraton; although not being thermal, the
waters have healing properties for skin problems, and it is for this reason that we
think of a possible relation with the documented archaeological material.

The province of Burgos offers some mosaics of great interest to document this
relationship with healing waters. One of them is the early-imperial mosaic with

Table 4

No. 1 and No. 2: Mosaics of the villa of
Prado in Valladolid, with Diana hunting.
Photograph by Neira y Mafianes 1998.
No. 3 and No. 4: Geometric mosaics
including craterae and vegetal elements
from the same villa. Photograph by Neira y
Mafianes 1998.

No. 5 and No. 6: The spas of Medina del
Campo and Olmedo in Valladolid, 40 km
away from the villa of Prado.
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triton and the fantastic marine fauna in Sasamon (Durdn 1993: 70, 254-255 pl.
XXXIX). At its edge there is a cratera with acanthus leaves emerging from it,
constituting a clear reference to mineral-medicinal fresh water with beneficial

properties for both nature and people and which is also complemented by the
benefits of marine water depicted on the central the tapestry.

No. 1 No.2

No. 3 No. 4

No.5 No. 6
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Segisama (Sasamon) was on the road that communicated with Clunia and
Astorga. This favored the circulation of certain motifs such as those that interest
us and also, at a distance of 45 km, there is the resort of Valdelateja with waters
of curative properties for arthrosis, the respiratory, digestive and circulatory sys-
tems, etc. Perhaps this is a relevant element to take into account.

Now, in the city Clunia Sulpicia (Palol 1994) (Table 5) we find several mosaics
in whose iconography craterae are also included. It is represented as a central
motif in the house no. 3 (Lopez Monteagudo et al. 1998: 68 et seq fig. 18 lines
25 and 48) in room no. 8 from the 2" century, globally appearing up to twelve
times. Another relevant motif at this site is the venera or scallop, symbol of
Venus. This is very useful for the architectural exedras, specifically in the room
no. 9, currently "in situ". There it is used in the mosaic with secant circles and
pseudoemblema (Lépez Monteagudo et al. 1998: 54 et seq. lams. 23 and 45) of
mid-2" century. Another mosaic of the same chronology is the one known as the
“the one with scallops” (Lépez Monteagudo et al. 1998: 62 et seq. 48) in room
no. 1, where a border of vegetal scrolls frames a quadrangular composition with
semicircles on the sides and quarters of circle at the ends. A circle frames the
central octagon and at one end stands the part corresponding to an exedra, also
decorated with the seashell.

No. 1 No.2

No.3 No. 4

Table 5

No. 1 to No. 4: Mosaics with craterae and
scallops in the city of Clunia. Photograph
by the author. No. 5: Roman cave waters
in situ under the city.
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In the spa area of Los Arcos I, we find it again in a bichrome mosaic at the
threshold (Lopez Monteagudo at al. 1998: 78 et seq. 23 1lam. 28), from the mid-
2" century too, currently in situ and in the mosaic of “scallop with eagle” (L6pez
Monteagudo et al. 1998: 77 fig. 23 pl. 49) (Chevalier cit by Lépez Monteagudo
etal. 1998: 78) at the center. The bird is identified with the sun, from which light
and heat comes, currently occupying a part of room no. 18.

The motif of shells has also a large repercussion on the Portuguese mosaics
analyzed, along with other aquatic motifs by C. Mourao (2008), as we see in
“Casa de los Rapouxos” and the “House of Skeletons” of Conimbriga, which
has shells and craterae along the edge. In Rabacal (Penela) there are dolphins
drinking from a cratera or in Rio Maior Santarem with the use of the shell. From
these facts, it is understandable that a symbolic element associated with goddess
Venus protecting medicinal waters is used in certain places linked directly or
indirectly with them.

Returning to Clunia, we will say that this city is based on an important karstic
formation with lagoons of underground water and that have been named Roman
Cave. Through wells and fountains they would supply water to the city and they
are believed to have been beneficial at those times as a mud therapy treatment,
since inside the cave phallic votive offerings and clay masks have been found,
which could be related to a magical-religious sanctuary related to Priapo. Up to
forty inscriptions have been located and several of them make reference to the
“Matres”. These were divinities related to fertility, prosperity, health and life,
and were linked to the healing power of the waters (Bldzquez 1961: 129-130;
Gomez 1999: 425; Gallego 2004: 69-89).

Without moving from Burgos, and with a late chronology of the 5" century,
we would like to note the Dionysian mosaic of Bafios de Valdearados, unfortu-
nately partly expelled, wherein the frame of the lower panel with the Triumph
of Dionysus, two craterae with gallons are represented with acanthus scrolls
emerging in which birds intermingle and which, in turn, frame the busts of its
owners. We believe that, in this case, the craterae would be associated with the
benefactor powers of the waters. On the other hand, in the upper panel, we find
another strip with gallonatedcraterae and vegetable scrolls with grape clusters,
clearly alluding to wine. Therefore, in this mosaic both elements, wine and wa-
ter, combine, being the most appreciated by its owners.

In order to finish with this decorative ensemble of the house, in room no. 5, sec-
tor B, a quadrangular mosaic (Lopez Monteagudo et al. 1998: 18 et seq fig. 4
lam. 4) was arranged with concentrically arranged octagons. There is a central
circle and in the inter-circular space eight shields of which two are decorated
with craterae, one with gallons and the other with horizontal stripes. Another
oom showed a decoration of birds and terrestrial animals that were combined
with craterae (Table 6).

This site, located on the Bafiuelos river, was part of the Antonine itinerary Ab
Asturica per Cantabriam Caeraaugustam (Calvo 2003: 1-9) and it was only 15
km away from the city of Clunia. It is therefore not surprising that the influence
of the waters of Cluniae Clunia, is here similarly reflected.

Arriving in the province of Soria, although there are no documented thermal
areas, there are multiple springs with hydrogen sulfite waters of therapeutic
properties (Yelamos - Sanz 1994: 215-228). It is therefore not surprising that we
find mosaics with decorative motifs related to these waters in Medinacelli, such
as the one of San Pedro Sq that can be admired in situ. The preserved fragment
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presents a semicircular shell composition, symbol of Venus, and in one of the
squares the helmet allusive to Mars, both being gods of the hot springs. It has
been dated between the 1%-2" centuries. Another mosaic, this one from the 4%
century, is the one of the Plaza Mayor de Medinaceli with Ceres in the emblem
and surrounded by the Winds, cratera, dolphin, feline-panther and a fantastic
animal, along with other characters confronted. In this case, Ceres-Abundance is
surrounded by propitiatory elements such as the marine waters with the dolphin
and medicinal terrestrial animals with the cratera, all with Dionysiac elements
such as felines. It is possible that the use of these motifs was related to the exis-
tence of Fuente de los Bafos in Fuencaliente, not far from Medinaceli, at 4 km.
Its sulfurous water is known to have healing properties in affections of the skin
and of the stomach.

No. 1 No. 2

No.3 No. 4

Following in the province of Soria, we will mention the mosaic of Uxama (Cabré
2015) from the 4™ century, excavated in 1913 at an unknown location, show-
ing a cratera between gryphons that could symbolize the protection they exert
on beneficial waters, in addition to other mosaics that also depict craterae very
similar to those found in Clunia or Astorga. As J.M. Blazquez and M.P. Garcia
(Blazquez - Garcia 1992: 33) state, in Uxama there were pre-Roman cults docu-
mented, which worshiped the indigenous god of thermal springs Bormanico,
and therefore it is not surprising that these cults were extended into the Roman
world through syncretism.

Table 6

Villa in Bafios de Valdearados, Burgos.
No. 1: Mosaic with the Triumph of
Dionysus. No. 2: Mosaic with female
portraits, terrestrial fauna and cratera in the
rhomboidal interspaces No. 3: Mosaic with
shields and craterae. Photograph by the
author. No. 4: The waters of Clunia are 15
km away.
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It is be at the center of Burgo de Osma, 1.6 km away from Uxama, and under
the old University of Santa Catalina, where hypothermal mineral water rich in
calcium bicarbonates and very advisable for rheumatic problems, diuretic and
hypocholesterolemia were located, that could have been used already in antig-
uity and which is currently exploited by a spa. In fact, just few kilometers next
to Gormaz Castle there is the most important aquifer in the province.

Finally, and within the possible scope of influence of the waters of Burgo de
Osma, there is the town of the Dehesa de Cuevas de Soria at 38 km, which shows
an interesting set of geometric mosaics that are musealised and from which we
stand out the number VI (Blazquez - Ortega 1983: no. 57 pl. 25). It is a geo-
metric mosaic with a roped-square in which squares are inserted on the tips and
cantharoi at the four angles, with handle of double scroll from which vegetal
rolls of leaves of acanthus emerge. Again the symbolism is repeated.

Leaving the area of Castile, we will focus our analysis on Aragon (Table 7) and
we will stop in Zaragoza, where a mosaic whose main motif is a cratera with
birds drinking and with vegetable scrolls emerging from it was located at the
House of the Cratera in Torrenueva St no. 4-6, dated from the 2™ century, and
that is currently in the Museum of Zaragoza. In the same museum there is also
another mosaic with a geometric pattern based on squares in which another is
inserted at the tip and forming a star, that in turn presents a circle in its interior.
At the four angles there are four gallonatedcraterae with plant scrolls extending
across the surface.

With regard to the relationship of these mosaics with curative sprigs in Zaragoza,
there were several of them mentioned at the recently held exhibition "The cura-
tive fountains of Zaragoza", in 2013 (Iturbe - Ruiz 2013): Agua Fita Santa Fe,
Fuente de la Junquera; Source of the Tile and source of Health, all four in the
axis of the river Huerva. Salina de Mediana limiting with Mediana, source of the
Berro in the left margin and Pozo San Miguel in the border of the Gallego river.
All this clearly illustrates that the area is full of well-known springs which may
have been known from antiquity.

In Tarazona, specifically in Tudela St no. 13 (Bona - Nuifiez 1983: 63-83), a
geometric mosaic of the mid 3™ century was located, which consisted of secant
circles forming four petals and in one of the ends a strip with a central cratera
and a gryphon on each side, interweaved by their tails. These are protective
elements and specifically in Tarazona there is the medicinal spring of Ojo de
San Juan with waters good for paralysis, external oropharynx secretions, hemor-
rhoids, etc.

We know according to M. Beltran and J. A. Paz (Beltran - Paz 2014: 48) that
Augustus attended this sacred spa which is believed to be of Turiaso (Tarazona)
under the invocation of the nymph Silbis and that he was miraculously healed.
Turiaso's coins reflect that healing. It is believed that Augustus deposited in the
sanctuary a votive offering, which has not arrived to our days, and it seems that
this aquatic sanctuary remained in use until the 3™ century. We do not know
whether the spring we have mentioned could correspond to the one of the texts.
It certainly is verified that it existed a nymphaeum in which votive offerings
were deposited and where a thermal enclosure was built with an associated tem-
ple, later to be Christianise in the Middle Ages.

The site of Albalate in Calanda, also in Teruel, contains a room deco-
rated with both a geometric and a figurative mosaic based on terrestrial
animals such as a galloping horse, a running wild boar, roaring lioness,



56 Mercedes Duran Penedo

No. 1

No.3

No.5

Table 7

No. 1: Mosaic in the domus of the 2" century cratera. Torrenueva St
no. 4-6. Zaragoza. Zaragoza Museum, photograph by the author.

No. 2: Well of water Fita Santa Fe, Zaragoza. No. 3: Mosaic with
cratera flanked by gryphons in the domus of the Tudela St in Tarazona,
Museo de Turiasso. Photograph by R. Lérida 2008. No. 4: Spring of
Ojo de San Juan in Tarazona. No. 5 and No. 6: Mosaics of the villas of
Albalate, Calanda, Teruel. Photograph by the author.
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standing lion, a galloping mule and a walking leopard. There are also mosaic
paved access steps with jars, craterae, a vegetal motif and even two sandals, all
aligned on a step. In the mosaic on the apsed area of the room, in the upper level
of the stairs we observe at the right end of the geometric composition alternating
octagons, circles and squares, and in one of the octagons there is a gallonated-
cratera, being possible that there would have been another one on the other side
that has disappeared. This exhaustive reproduction catches our attention and we
believe that they can allude to wine as well as water, but the details of small
fish in the mosaic of the lower level of the stairs would confirm this statement.
Even if we aware that both elements were mixed in the banquets, we must not
forget the symbolism of abundance and health that they involve. This mosaic
is currently in the Museum of Teruel and we believe that the proximity of the
river Guadalopillo in the area of Calanda had to influence the iconographic use
of these motifs.

Regarding the large thermal lake of Alhama de Aragén in Zaragoza, used since
antiquity, we can not relate it with the mentioned mosaics since they are too far
away from its area of influence.

Finally we will conclude our analysis in Navarre, where important villae offer
us several motifs within their iconographic repertoires that we also relate to hot
springs.

The villa of Arellano (Mezquiriz 2003: 238) (Table 8) presents amongst its
iconographic repertoire of mosaics the Weddings of Attis, Farewell of Adonis,
Muses, or the Birth of Attis at the cubiculum. He is the son of Nana the nymph,
daughter of god-river Sangarius, who was abandoned by her at the foot of a
mountain, and we believe that the one represented is the nymph Nana herself.
He is depicted naked, adorned with jewels and holding a necklace or garland in
one hand from which a duck and other birds hung, definitely a clear allusion to
the aquatic environment. If we add that there are also four craterae at the angles
filled with water given the blue shade of the interior, we can make a connection
with the waters of fertility and abundance that heal and that were venerated from
the Iberian world.

The villa of Ramalete (Blazquez et al. 1985: no. 44 pl. 39) presents an octago-
nal mosaic in which a circle is inscribed with other smaller circles in it. In the
intermediate spaces there are included eight craterae that form part of the whole
vegetal ornamentation, from which profuse leaves of acanthus emerge. In the
central circle there is a horseman hunting with an inscription allusive to the ow-
ner of the town. Another interesting mosaic is that of the gallonatedcratera held
by two putti (Mafianes 1999: 557-574), surrounded by a plant circle and with
four baskets loaded with fruits at each angle, as well as a vegetal border with
large scrolls that enclose the ensemble. This clearly refers to water and nature.
Nevertheless, the one flanked by two erotes invites us to think about a possible
allusion to the wine that would be produced in the village. In short, water and
wine: two fundamental elements for the wealth of the villa.

We will finish our tour in the village of Liedna (Mezquiriz 2004: 327-359), from
the 4™ century. This one offers a broad repertoire of geometric mosaics among
which I will emphasize the one of the gallery 76, with a braided square and with
another square of garland of leaves in the center. Inside the central square some
vases or cantharoi occupy the angles. Between each of them, three birds and
several small vegetal branches. This is a symbology allusive to the benefactor
powers of the waters.
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No. 1

No.3

Table 8

No. 1: Mosaic with the birth of Attis in

the villa of Arellano, Navarra, 4" century.
Photograph by the author. No. 2: Fuente de
la Salud in Estella at 4.5 km from Arellano.
No. 3: Mosaic of the villa of Liedena, 4™
century AD, currently in the Museum of
Pamplona, photograph by the author.

No. 4: Mosaic of Dulcitius in the villa of
Ramalete, 4" century AD, photograph by
Mezquiriz 1985. No. 5: Balneario de Fitero
at 20 km from the villa of Ramalete.

No.2
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No.4

No.5

The province of Navarra is well-known for its rich natural springs of water of
thermal medicinal ature, and, at 20 km of the town of Ramalete, we find the spa
of Fitero that presents Roman archaeological remains and a possible occupation
during the Iberic times. Its waters, at 50°C, are mostly recommended for respira-
tory illness, rheuma and for rehabilitation. They are currently still in use. The
villa of Arellano is also under the area of influence of multiple sources around



60 Mercedes Duran Penedo

Estella, just at 7 km. Fuente de la Salud in the valley of Anocibar with proper-
ties for dermatological problems, in addition to Fuente de Los Angeles, three
streams of the fountain near the hermitage-cave of San Juan, and in Estarrus
there are river immersion rites documented. Besides, we may not forget that at
24 km distance there is the Belascoain spa with waters at 27°C, good for the kid-
neys, liver and nervous system. 30 km away, the spa Ibero, in use since Roman
times, with waters of 20°C strongly mineralized is beneficial for the urinary tract
and the digestive apparatus. 33 km away, the spring of Alsasua with sulfurous
waters are beneficial too for dermatosis and the nervous system.

With regard to the villa of Liedena, there is the spring of Burlada at 36 km,
with its alkaline, saline, sodium bicarbonated waters indicated for gout, liver
and kidneys. This water was commercialised until 1939 but today the spring has
disappeared under construction works.

Throughout this analysis we can observe that the pattern we have already seen in
the area of the Hispanic Levant continues to happen. The interrelation between
certain motifs and proximity to mineral-medicinal waters is repeated. Hence,
we are increasingly more positive that, apart from the ornamental meaning they
could offer, the symbolic intention was very evident.

Following in order of relevance the use of these motifs, we see how the represen-
tation of craterae that are not linked to the Dionysian motifs is very frequent and
corresponds to 68% of the mosaics studied, which is pointing us the influence
and the strong symbolism that they contributed to in relation to the proximity of
the sites with beneficial waters. These pieces are either accompanied by birds,
fish, varied branches that decorate the scene at once or simply alone, as the main
motif or multiplying in the mosaic are important enough, so that we see in them
a symbolic message that goes further the merely decorative.

From this point, the percentages are smaller: images of nymphs are 13%, shells
or veneras 13% and allegorical images 6%. The set of Almenara de Adaja is
very interesting since it alternates the specific iconography of the nymphs with
the bath of Pegasus, the representation of the fountain of Hippocreme and mount
Helicon, with a set of geometric mosaics and with vegetal motives: branches and
flowers that arise from craterae, which constitute up to 19 in the rest of rooms.
The decoration insists on the fertility of nature that feeds on water and is also
collected in ceramic containers in order to use it and recover our health.

Another aspect to be taken into account in this analysis is the continuity of the
reasonsanalyzed. Both in the early and late Roman Empire the iconography
is repeated and it maintains its persistence, often becoming syncretized with
Christian iconography. The cratera and the shell would be clear evidence of this.

In this paper we must not forget Carranque's set, wherein a series of mosaics
such as Diana and the nymphs, Hilas and nymphs, nymph surprised by Eros,
Priam and Tisbe, Hercules, Minerva surrounding Venus, in other spaces of the
villa geometric mosaics are accompanied by craterae at the angles or seashells in
the lunettes of another mosaic. This ensemble was, in turn, completed with the
mosaics of Achilles and Briseida and Adonis fighting with the boar in front of
Venus and Mars. In short, a complete ensemble where most of the different epi-
sodes are related to water.The underground aquifers, Arroyo de la Cabeza with
Fuente de Pobo, the Guadarrama River and the Fuente de Tejada, already men-
tioned, consolidate this assertion. It is an aristocratic villa that as in the previous
ones, the owner valued the virtues of the terrestrial waters and their beneficial
properties.
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A remarkable set is the one of villa of Prado in Valladolid, where in addition to
the theme of Diana and the seasons, we find up to 23 craterae, which enables us
to illustrate the connection we try to demonstrate.

Another of the motifs used in decorations of mosaics is the shell, but this ele-
ment is not useful enough and we find them at specific places like Medinacelli,
Soria or Clunia, Burgos. The latter, with waters in situ.

It should not be a surprising fact that this association existed, since medicinal
waters have been one of the most valued natural resources by people through the
ages. Oral transmission was maintained and many of them persist today.

They are the sacred waters and through the analysis we see how they influence
the inhabitants of the environment, in an area between 30 and 40 km around.
This way, gods being invoked and honored. In conclusion, ancestral cults with
symbolic meaning in honor of Nature, that certain owners respect and perpetuate
in the decorative ensembles of their houses.
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The Boat Depicted in the Yakto Thalassa Mosaics: Is it a Dugout?

Yakto Thalassa Mozaiklerinde Betimlenen Tekne: Bir Kano mu?
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Abstract

Alexandria, Rome, and Constantinople were important cities during the Roman— Byzantine periods but quite
little is known about the wealth of Antioch in the same periods. The rich and expansive life of Antioch in the 4™
century AD is mostly known from the Letters and the Orations written by Libanius.

The present paper will not cover all aspects of Antioch and its beautiful mosaics. The boat depicted in the
Thalassa mosaic from Yakto Upper Complex and dated to the middle of the 5" century AD (the subject of this
paper) may represent a unique depiction of a dugout. Such a vessel is rarely depicted in any arts and especially
on mosaics.

Dugouts are an earlier type of watercraft dating from Prehistoric times until the 21* century, and still in use all
over the world. Representations of boats in any arts and especially on mosaics, as a simple method of transpor-
tation, carrying light cargoes, or the utensils for fishing, are also used as a symbol or apotropaic of the place
where such scenes are depicted, as well as the welfare of the owner of the house.

Keywords: Mosaic, Antioch, Tethys/Thalassa, dugout, fishing.

Oz

Iskenderiye, Roma ve Konstantinopolis, Roma ve Bizans Caglart boyunca onemli sehirlerdi ancak ayni
dionemlerde Antiocheia'min zenginligi hakkinda cok az sey bilinmektedir. IS 4. yiizyildaki zengin ve gosterisli
Antiocheia hayati cogunlukla Libanius tarafindan yazilan Mektuplar (Letters) ve Soylevler (Orations) isimli
kitaplardan bilinmektedir.

Bu makalede, Antiocheia ve onun giizel mozaikleri tiim yonleriyle ele alinmayacaktir. Yakto Yukari
Kompleksi'ndeki Thalassa mozaiginde tasvir edilen ve IS 5. yiizyiin ortalarina tarihlenen tekne (bu yazinin
konusu), bir kanonun essiz bir tasvirini temsil edebilir. Bu tipte bir tekne nadiren herhangi bir gorsel sanatta
ve ozellikle mozaiklerde tasvir edilir.

Kanolar, tarihdncesi donemden itibaren bilinen en erken su tagiti 6rneklerinden olup, 21. yiizyilda diinyanin her
yerinde kullanilmaya devam etmektedir. Gorsel sanatlarda ve zellikle mozaiklerde basit bir ulasim aract, hafif
kargolarin taginmast ya da balik tutma araci olarak betimlenen tekneler hem bu tip sahnelerin betimlendigi
yerler icin bir koruyucu hem de ev sahibinin esenliginin sembolii olarak kullanilmistir.

Anahtar Kelimeler: Mozaik, Antiocheia, Tethys/Thalassa, kano, balik¢ilik.
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Some Notes on the Orontes River and the Excavations

Antioch is situated on the southwest corner of the Amuq plain. The Orontes
flows along the southern edge of the plain, cuts through the mountains and flows
into the sea on the northeast coast of the Mediterranean (Fig. 1). The Silpius
Mountain Range stretching along the river's right bank rises to a height of 506
meters above sea level (Downey 1961: 15). Facing the city, the lower slopes of
the mountain are gradual and in antiquity terraces were cut into these slopes,
providing the building ground for villas and baths with a magnificent view of the
Orontes and the city below. Orontes having its sources in Coelé Syria flows near
the city of Antiocheia. Its length of about 400 kilometer never becomes a wide
and deep river to provide good conditions for naval purposes. Still, the river has
a pretty substantial stream that is navigable with rafts and can also be used to
irrigate the land, especially between Homs, and Hamah, and Al-Ghab. Though
that Orontes is not navigable anymore between Antioch (now Antakya) and the
seal, several ancient sources mention that during certain periods in antiquity
the river had very busy water traffics2. Strabo wrote that the river flows under-
ground for a while and then resurfaces; he also wrote that someone can make the
inland journey to the sea in the same day:

“The Orontes River flows near the city. This river has its sources in Coele-
Syria: and then, flowing underground, issues forth again; and then pro-
ceeding through the territory of the Apameians into that of Antiocheia,
closely approaches the later (Antiocheia) and flows down to the sea near
Seleucia... Now on the west, below Antiocheia and Seleucia lays the sea;
and it is near Seleucia that the Orontes forms its outlets... Inland voyages
from the sea to Antiocheia are made on the same day one starts” (Strab.
geogr. 16.2.7).

Figure 1
Location map of Antioch on the Orontes
(after Downey 1961: fig. 3).

1 In addition to the silt deposits from Mt. Silpius, since the Middle Ages, earthquakes, which are quite
frequent in the Antioch region, caused debris fallen from the city wall to topple into the stream of the
river and filling it up. The arm of the river that ran between the island and the city itself had filled up
since the Crusader times; Downey 1961: 18.

2 The Gourob papyrus evidences that the Orontes was navigable in 246 BC; Downey 1961:18 and note
12.
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A concurrent and updated description of Antioch in the 4™ century AD is given
by Libanius in his Autobiography, who also was a citizen of this city:

“As having the good fortune to be a citizen of a great and famous city,
let us consider the size and character of the city of Antioch, the extent of
its territory, the streams which water it, and the breezes which it backs.
Even without seeing it, one can have full knowledge of it from hearsays,
for there is no other corner of land or sea to which the fame of the city has
not spread” (Norman 1992: 2).

Antiocheia was supplied with products from the hinterland, the lake and the sea
by small vessels that sailed on the Orontes. Products like timber and fish came
up the river from the seaport of Seleucia (Leibeschuetz 1972: 75 and notes 2-3).
When Libanius spoke about the outlet of the Orontes, he refers to the products
and goods that were brought to Antioch from its harbor Seleuceia Pieria:

“Wherefore all ships put to sea from all parts of the world, carrying
goods from everywhere, from Libya, from Europe, from Asia, from the
islands and the coasts, and the best of what is best everywhere is brought
here, since the quickness of selling draws hither the wits of merchants...
Among harbors, this (Seleuceia Pieria) has furled the most of the sails that
are spread over the seas” (Norman 1992: X1.264).

Since the 18" and especially the 19" century, Antioch was visited and plun-
dered by many European visitors. In order to stop the looting of antiquities and
treasure hunting excavations in Antioch, the Committee for the Excavations of
Antioch and its vicinity was founded in 1930, under the chairmanship of Prof. C.
R. Morey of the Princeton University. The Committee also included the Museés
Nationaux de France, the Baltimore Museum of Art, and the Worcester Art
Museum. Systematic excavations at Antioch and its vicinity (Daphne and Pieria)
were carried out by the University of Princeton, which began in the spring of
1932 and continued until 1939, when the outbreak of the Second World War
prevented the continuation of the works (Downey 1961: 28). These excavations
revealed the prosperity and luxuries of Daphne and Pieria during the 4" — 5*
centuries AD. Many mosaic floors in private houses, public structures, pools and
baths were discovered during these investigations. The mosaic themes are var-
ied and they are produced with wide ranges of hues of stone and glass tesserae.
Mosaic floors found in houses with modest facilities also emphasized the rich-
ness of the city (Levi 1947: 1; Downey 1961: 33). The excavations of these
mosaics revealed that figural and mythological themes starting since the 2™ cen-
tury continued to be used until the 6" century AD, the end of classical Antioch
(Lassus 1976: 63).

The Yakto Complex — Upper Level

In November 1932, the Committee for the Excavations of Antioch, while exca-
vating at Daphne (the suburb of Antioch) revealed a villa complex paved with
beautiful and colorful mosaics. Two adjacent rooms on the NW side of the
complex were named by the excavators Room A and Room B (Fig. 2). The
walls of this complex had completely disappeared, as well as many parts of the
mosaic floors. No indicative materials have been found during the excavations
to hint or augment the dating of these rooms and their mosaic floors. The mosaic
floor in the larger room (Room A) is decorated with hunting scenes surrounding
a large circular medallion in the middle of the floor and depicting the bust of a
female (Fig. 3). A Greek inscription spreading on both sides of the figure's head
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indicates her name Megalopsychia. The entire mosaic is surrounded by a topo-

graphical border depicting varied buildings and streets, presumably illustrating

the city of Antioch and its suburbs. A Greek inscription including the name and

the title of Pribathon Ardaburius provides a terminus post quem of this mosaic,

dated to the middle of the 5" century AD. Ardaburius was the "magister militum Figure 2

per Orientem" from 450 to 475 AD, with his headquarters at Antioch-on-the-  Plan of Yakto Upper Complex
Orontes, where he resided as late as 459 AD (Morey 1938: 18; Levi 1947: 323).  (after Levi 1947: 280 fig. 110).
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Figure 3
Drawing of Thalassa and “Megalopsychia”
mosaics, Rooms A-B (after Levi 1947: 324
fig. 136).

The Yakto Thalassa Mosaic

The mosaic floor in Room B depicts the large bust of Thalassa’ rising from

3 Tethys was the Titan goddess of the sources of fresh water which nourished the earth. She was the wife
of Okeanos, the earth-encircling fresh-water stream, and the mother of the Potamoi (Rivers), Okeani-
des (Springs, Streams and Fountains) and Nephelai (Clouds). Both Tethys and Oceanus were depicted
as a couple, as well as each one also is represented as a single figure in varied arts since the 2" to the 6™
centuries AD (Levi 1947: pl. CLIX b). Both deities became a favored theme in mosaics from Antioch,
Zeugma and Syria. In the early depictions of the goddess a pair of wings rises above her temples and
a snake coils around her lower torso and over her right arm (Levi 1947: pls. XXXIX b, L a, LXII a;
Wages 1986: figs. 1, 3, 5). The iconographic evolution of the winged sea goddess in mosaics began
at the end of the 3™ century and lasted until the later part of the 5™ century AD (Wages 1986: 124).
Oceanus holds a long rudder with slim and an elongated blade, in his right arm and laid on his right
shoulder. A pair of crab or lobster claws rises above his temples. He looks like and elderly man with
gray thick beard (Levi 1947: pls. VI a, b, L ¢; Wages 1986: figs. 1, 8). The Tethys mosaic excavated at
Shahba/ancient Philippopolis, Syria (325 — 350 AD) shows the portrait of the goddess within a square
frame. Her hair appears as seaweeds, a pair of wings rises above her forehead and a sea star is placed
between the wings. She holds a rudder with thin and elongated blade that lay on her left shoulder. A
snake (ketos) rises from behind her back and its open mouth seems to point towards the right side of
her head (Wages 1986: fig. 7). Apparently some changes occurred in the depiction of Tethys in the 4
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the sea, holding a rudder in her right arm and laid on her shoulder, and holding
a small dolphin in her left palm (Figs. 3, 4, 4a). The rudder has a short shaft
with a slim elongated blade. The blade comprises two long and narrow wings.
Presumably, each wing formed an individual unit, which was inserted in a long
groove cut lengthwise into the lower shaft. They seem to be locked by wooden
treenails or pegs, or by bronze nails, indicated by the darker dots along the vi-
sible face of the shaft (Fig. 5). Both, the shoulders and the bottom ends of the
blade's wings are angled toward the shaft. The left wing is depicted with ochre
tesserae and the right one with dark brown stones). A monstrous snake (ketos),
with a dog or wolf head and looking to the left, coils around the bust of Thalassa.
Two short and thick claws of lobster or crab rising from the top of the Goddess's
forehead are rendered with light brown, reddish-brown and ochre tesserae. The
surrounding water of the maritime scene is depicted with dark green hues, while
the white strips seem to indicate the crest of the waves. Varied fishing techniques
are illustrated within a rich fauna of fish in the aquatic environment. The Yakto
Thalassa is surrounded by these fishing scenes along with water games carried
out by several young boys. Four boys, each one riding on the back of a dolphin,
are racing towards the Goddess, two to the left and two to the right (Figs. 4 - 4a).
On the extreme right-hand vertical border is depicted a fisherman sitting on a
rock near the shore and fishing with a fishing rod; a fish is caught in the hook
at the end of the line. In the reverse frame above the head of Thalassa are il-
lustrated two types of fishing techniques: In the right side of the frame is shown
a boat with two naked men engaged in fishing. The man standing slightly off
amidships and bending over the fore port hull pulls an octopus out of the water,
while the second man sited on the quarter steers the boat (Fig. 6). Within the left
side frame are depicted two naked young boys in knee deep water, each pulling
the liner of a seine net full of fish (Fig. 4). The present author may suggest that
this fishing scene could be a pictographic illustration of the description given
by Libanius when he wrote about the abundance of fish for the diet of the local
population:

“Everything is at once available, and it is not necessary to hurry about in
search of fish... Indeed, we who live on land enjoy more fish than many
of those who are tossed about the ocean, and although we are separated by
from the sea, the fishermen catch for us in their nets the creatures of the
sea, and crowds of fishes of all kinds come into them every day”” (Norman
1992: X1.258).

No datable materials were found in Room B with the Thalassa mosaic. It was
mentioned above that the Megalopsychia mosaic in Room A was dated to the
middle of the 5" century AD upon the Greek inscription within the topographi-
cal border and referring to Ardaburius. We may assume that the Thalassa mosaic
was produced at the same time of Meglopsychia mosaics, which may be deduced
from the fact that both rooms are adjacent and belonged to the same complex

(Fig. 3).

and 5" centuries AD in Antioch and Zeugma. The wings attribute of Tethys in the early mosaics were
changed into claw of crab or lobster that are the distinct attributes of Oceanus. These claws are adopted
as attributes of Thalassa, as well as holding a rudder in her right hand and lay on her shoulder. During
this phase the goddess Tethys began to merge with figures that personified the sea, and known in Greek
as Thalassa (Wages 1986: 124). Thalassa is also the Greek word for the “sea”. She is depicted as a
woman clothed in bands of seaweed, half submerged in the sea, and is represented with some attributes
that were formerly given to Oceanus: the lobster or crab claws rising above her forehead, a rudder, a
dolphin, a ship, or a ship's prow held in her palm, but not wings on her forehead. Thus, the Yakto god-
dess is one of the earliest depictions of Thalassa. She is depicted with the attributes that once belonged
to Oceanus. Therefore, the goddess in the Yakto maritime scene is Thalassa and not Tethys.
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Figure 4
Yakto Thalassa mosaic (https://commons.
wikimedia.org/wiki/File:Hatay_thalassa.jpg)

Figure 4a
Drawing of Thalassa mosaic panel
(detail from Levi 1947: fig. 136).

Figure 5

Thalassa rising from the sea
(https://commons.wikimedia.org/wiki/
File:Hatay_thalassa.jpg).

The Yakto Boat

The only boat in the Yakto Thalassa mosaic is depicted within the fishing scenes
border, in reverse above the head of goddess (Figs. 4, 4a, 6). The boat is seen in
some perspective, deduced from the revealed inner starboard hull depicted with
dark brown tesserae. The boat is engaged in fishing (Fig. 6). The prow is pointed
to the left. The entire longitudinal port hull is rendered by uniform coloring of
yellow-brown or ochre tesserae. Both ends (stem and stern) and the lower part of
the hull are outlined by two rows of dark brown tesserae, probably indicating the
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pitch or bitumen coating to make the hull watertight. The transom stem and stern
have outward angles of ¢.30-40 degree each with a horizontal short platforms
and finished by short straight cut ends. The boat has a flat bottom, elongated slim
hull and a shallow hold, deduced from the projecting knees of the man bent over
the fore port hull and pulling an octopus out of the water. The feet of the sited
helmsman rest on the flat shallow floor of the boat. His knees also reach high
above the gunwale.

The propulsion gear comprises a pair of oars with dual function steering and/
or rowing; one oar is mounted to either quarter gunwale (Figs. 6-7). The port
oar is represented by a long and thin shaft that it's lower end transverses longi-
tudinally the rectangular blade. The oar is secured to the port quarter gunwale

Figure 6

Yakto Thalassa mosaic: fishing dugout boat
(https://commons.wikimedia.org/wiki/
File:Hatay_thalassa.jpg).

Figure 7
Close-up of the rower
(detail from Cimok 2005: 37).
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by a line tied around the lower shaft above the shoulder of the blade and then
passing through a metal or wooden ring oarlock (Fig. 7). Apparently, the secure-
line seems to be stretching along the shaft and its upper end being held in the
rower's left palm. The short rectangular blade comprises two wings that seem to
be inserted into a groove cut along the lower part of the shaft and then secured
by wooden treenails or bronze nails. The lower part of the port blade seems to
be submerged in the water. The starboard oar is indicated only by its upper shaft.
Actually, this oar was similar to the port oar in its shape, length and mounting
system on the starboard gunwale. The oarsman seems to steer the boat and stabi-
lize it while the man on the fore-deck is engaged in fishing.

The rich fauna inhabiting the water are sea creatures some of which may be
identified by known species of fish: Red mullet (Mullus surmuletus), silver fish
(Argentina sphyraena), gray mullet (Mugil cephalus), barracuda (Sphyraena
sphyrenal/Linnaeus), cuttlefish/octopus ((Octopus vulgaris), sea snake, bass
(Greek: Labrax, Latin: Lupus), and shrimps (Crustacea)*. Thus we may conc-
lude that the water environment surrounding Thalassa is the sea and the fishing
activities are carried out in shallow waters close to the shore, as indicated by
both boys in knee deep water and pulling the net full of the caught fish (Figs. 4,
4a).

Building a Basic Dugout

The Yakto Boat with a slim hull, flat bottom, even-colored sheer, and transom
ends (stem and stern), most probably represents a logboat or dugout made from
a single log. Such type of boat is a very simple and earliest water craft. The
dugout was hollowed either from a whole log or a half log split longitudinally.
Logboat or dugout has a long history known since the Neolithic period through-
out all historical periods, and are still used in varied parts of the globe today:
Arabia, Africa, Egypt, Northern Europe, and America. They also are known as
monoxylon (Greek: mono: single, xylon: tree) or pirogue. Ancient dugouts were
occasionally found in inland sites. Few of the oldest logboats were found at
Pesse, Netherlands, and dated to 7920-6470 BC (Johnstone 1980: 46 fig. 5.1)
(c.2.98 m long and 44x0.31m abeam), and at Noyen-sur-Seine, France, dated
¢.7190-6540 BC (McGrail 2001:173) (4.05m long and 0.55x0.20m abeam)
(McGrail 2001:174). A logboat found in Lake Bracciano, Italy, is assumed to
date to the 6™ millennium BC (McGrail 2001:150).

Our knowledge of building logboats/dugouts come from several ethnographic
sources: a study of three excavated half-finished logboats from Germany, or one
of the first examples of experimental archaeology of reconstructing such a boat
in 1965 on the shore of lake Mondsee, Austria (McGrail 1998: 59). Ancient dug-
outs were made from pine (Pinus sylvestris), alder (Alnus sp.), poplar (Populus
sp.), and lime (Tilia sp.), whereas oak (Querqus sp.) was used sporadically from
the Neolithic Period to the Bronze Age (McGrail 2001: 174). The timber used
for building a dugout depends on what is available locally. Ethnographic evi-
dence indicates that the tree generally chosen for a dugout is found near the
water. The trunk should have a reasonable length and be strong, should not split
or have spiral grains that would be difficult to be worked (McGrail 1998: 59). A
dugout may be designed first by leveling the upper surface of the horizontal log

4 Some of the species surrounding the Neptune/Oceans and his consort Amphitrite/Thalassa mosaics
from the House of Calendars, Room Six, dated 2" century CE are based on the identification made by
Dr. Henry W. Fowler, Curator of Fishes in the Philadelphia Academy of Natural Sciences; Morey 1938:
30-31; Levi 1947: 37 fig. 12 pls. VI a, b.
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to the height of the future sheerline (McGrail 1998: 61). Using charcoal or red
chalk the carpenter marks the plan of the boat, the hold area and both stem and
stern. Apparently, the first method is hollowing a certain amount of the log be-
fore the internal and external shape of the boat is finished. The external shaping
of the boat is done with axes and also by adze. Thus, the preliminary shaping,
both internally and externally is to reduce the weight of the log, which will les-
sen the effort to move the raw boat either overland to a water site, or to overturn
the log to be worked underside and then to complete the final shape of the boat
(McGrail 1998: 61) Such an example of hollowing a dugout is evidenced by the
experimental archaeology carried out at Pfahlbau — Lake Dwelling Museum at
Unteruhldigen/Bodensee, on the NE shore of Lake Constance, Germany (Fig.
8). The tools needed to hollow such a boat comprise axes, adzes, mallet (wooden
hammer), chisels and scrapers.

There are several reports of dugouts that were not finished in one season but
were often stored under water, until the next year. Such a boat was probably
towed on a sled to the water near the habitat of the owner, and then it was sunken
under water at a depth of c.2m by filling in with stones and tight between four
poles where it remained from one to several years (McGrail 1998: 63). Such
comparable examples also are found at the Lake Dwelling Museum at Bodensee,
Germany (Fig. 9). Three or more dugouts sunken under water were filled in with
stones and are still tight to a pole close to the shore of the lake at the Dwelling
Museum (personal communication). They look as new, though that they are
submerged in the water for over twenty years at the Museum. Presumably, in
several countries in Northern Europe, partly worked logs, still “green”, were
stored under water, to keep the timber fresh and moist above the fiber saturation
point. Thus the log would not shrink and then it can be worked relatively easier
in a future boat (McGrail 1998: 63).

Another method to make a dugout is using fire. When fire is used it is lit on top
of the horizontal log and constrained by sprayed water or by wet clay. Then

Figure 8

Making a dugout boat; Lake Dwelling
Museum, Bodensee, Germany

(photo: Zaraza Friedman).

Figure 9

Preserved dugout under water; Lake
Dwelling Museum, Bodensee, Germany
(photo: Zaraza Friedman).
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Figure 10

A late 16th century drawing of hollowing a
dugout by fire method

(after McGrail 2001: 423 fig. 11.25).

the charred wood is subsequently adzed or scraped away to leave a smoothed
surface (McGrail 1998: 62). Accounts on the use of the fire method were given
by European travelers to North, Central and South America in the 16™ and 18"
centuries. Thomas Harriot described the fire method in 1548, when he saw the
local men in Virginia making dugouts by fire method (McGrail 2001: 423). A
drawing dated to the 16™ century shows in detail the use of fire method (Fig. 10).
A similar method was described by the Swedish traveler Peter Kalm in 1747, as
used by Delaware Indians:

“They lay branches along the stem of the tree as far as it must be hollowed
out, set them on fire, and replace them by others. While these parts are
burning, they keep pouring water on those parts that are not to be burnt
at the sides and the ends. When the interior is sufficiently burnt out, they
take their stone hatches and shells and scoop out the burnt wood. These
canoes are usually thirty or forty feet long (10 — 13 m)” (Johnstone 1980:
47).

The hydrostatics of logboats/dugouts is limited due to their long, narrow hull
and shallow hold. Therefore, since antiquity, men searched to improve the stabi-
lity of such boats by varied methods, such as by extending the beam of the
boat, using stabilizers and outriggers, or by joining two or more dugouts by
tying them together by heavy cables and then placing a platform on top to trans-
port cargoes, and/or animals (such as sheep or horses) (Johnstone 1980: 48-50;
McGrail 1998: 66-67, 72 fig. 6.12). Transverse timbers or thwarts have rarely
survived in ancient dugouts found in excavations or surveys (Zwammerdam
Boat 1, Netherlands; Barouscourt, Ireland; Loch Killburnie, Scotland) (McGrail
1998: 80). Transverse timbers also provide lateral reinforcement to the hull, as
well as a sitting place for the oarsmen. Dugouts being small vessels were used
for fishing in rivers, lakes, or along the seashore in shallow waters. Such boats
also were used for hunting in marshes or river delta, carrying small cargo, or
transporting limited livestock (one to two sheep, or one horse), or up to ten pas-
sengers. Dugout boats were propelled by a standing paddler slightly off amid-
ships, or rowed by a sited oarsman on the thwart amidships or on the flatten end
of the boat. The Yakto boat probably suggests a dugout that was rowed or steered
by a pair oars with dual function as it was needed (Fig. 6).
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The Marina Mosaic in the Nile Villa at Leptis Magna

The Villa with the Nile mosaic is situated near the port of the ancient city of
Leptis Magna. The name of the villa comes from three excavated mosaics de-
picting Nilotic scenes. The Yakto Boat (Fig. 6) is comparable to one of the boats
depicted in the Nile Villa that decorated the floor of the tepidarium. The excava-
tions at the site that began in 1916 and continued until 1930 indicate a possible
date of the mosaics and the construction of the villa around the 2™ century AD
(Aurigemma 1960: 49)3. Two boats (Fig. 11) depicted in the left hand side of
the mosaic panel are part of the design illustrating several fishing methods. The
top boat with an elongated and slim hull, with outward extended ends (stem and
stern), and a flat bottom (Fig. 12) is similar to Yakto Boat (Fig. 6). The static
position of the boat and the five sitting figures, who probably are engaged in a
party, suggest that the boat is anchored, though no anchor or mooring devices
are shown. The prow points to the left. The stern, now damaged, probably had
a similar shape as the prow with outward angle and a flat top. The oar mounted
on the port quarter gunwale may indicate the steering gear (Fig. 12). The figure
sitting on the quarter deck with his knees rising above the gunwale, presumably
is the helmsman (badly damaged; only his profile and the left arm are preserved).
His left arm stretching forward holds the loom of the port oar. Probably the
loom of the starboard steering oar is worked by his right hand (badly damaged).
The slim shape of the boat and the uniform coloring of the hull rendered with
dark brown tesserae, presumably suggest an expansion logboat of about 10 m
long and c.1-1.5 m abeam (McGrail 1998: 67-68 fig. 6.10). Its shallow hold is
deduced from the sited figures on the starboard and port gunwales, with their
feet resting on the flat floor and shallow hold, whereas their knees reach height
above the gunwale.

5 The size of the mosaic: L=3.78m; W=1.2m.

Figure 11

The “Marina” mosaic in the Nile Villa at
Leptis Magna (courtesy Jona Lendering,
Livius.Org).
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Figure 12

The top boat in the “Marina” mosaic
(detail; courtesy Jona Lendering, Livius.
Org).

Conclusions

The Yakto Thalassa mosaic (450 — 460 AD) is not the only mosaic depicting
this sea goddess in Turkey. Apparently, themes of sea gods and goddesses were
quite common motifs used in the mosaic decorations in Antioch and Zeugma
in Turkey, as well as in Syria from the 2™ to the 6™ centuries AD. The goddess
depicted in the Yakto mosaic is Thalassa, as deduced from her attributes: she
rises from the sea as a single figure, a pair of crab or lobster claws rise above her
forehead, her hair is made by seaweeds indicated by dark hues of green and grey
tesserae, she holds a rudder in her right hand, a small dolphin in her left hand,
and a ketos coils around her bust. However, the Yakto Thalassa appears to be the
only example where the goddess is surrounded by young boys engaged in vari-
ous fishing activities and water games (Fig. 4).

The boat depicted in the fishing scene, in reverse to the goddess's head, may in-
dicate a dugout, which is a rare representation in any arts and especially mosaics.
The Yakto Boat, probably, was Sm or 8m long, one meter abeam and probably
had a load capacity up to several hundreds of kilograms. The present author
may suggest that the Yakto Boat was made by hollowing a log by axes, adze
and scrappers. No such boat was found yet in Antioch to augment its building
method. Therefore, the suggestion of the dugout is based only upon its icono-
graphic depiction. The Yakto boat (Fig. 6) is comparable to the top boat depicted
in the Nile mosaic from Leptis Magna (Fig. 12). If the boat in the Leptis Magna
mosaic indeed represents a dugout then it is the earliest pictographic representa-
tion of such vessel in mosaics (2" century AD), pre-dating the Yakto Boat by
about 300 years. It is well known that pattern decorations in the North African
mosaics and those from the NE Mediterranean are very similar. Pattern books
and other sources of decorations circulated around the Mediterranean through
sea trade connections, as well as by the movement of the mosaicists from one
place to another and being contracted in projects by wealthy patrons whose taste
for luxuries was a priority. These artists carried with them some patterns from
their homeland workshops, which they could adjust to the taste and the require-
ments of the patron. Although Orontes was not navigable between the sea and
Antioch in Late Antiquity, and neither is today, ancient sources indicate that at
certain periods the river had busy water traffics (Downey 1961: 18 note 12).
In his Orations of Antioch, Libanius wrote that the city profited greatly from
the river because “many things were brought to the city by the vessels sailing



76  Zaraza Friedman

on the river” (Norman 1992: XI. 260). The close flow of Orontes at Daphne and
Antiocheia provided an easy access to products brought by boats from the harbor
of Seleuceia Pieria or from the hinterland down the river. Thus, the people had
some kind of landings in front of their dwellings for such delivery boats:

“At first they bring the goods separately; then the river takes the place of
both, receiving, along with its own products what is carried through the
lake... It delivers the cargoes to each person before the gates, so that it
is possible for the women and children to unload the freights” (Norman
1992: XI.261).

Debris from the city walls that toppled into the river since the Middle Ages have
blocked the passage for large sailing boats in the Orontes, but small boats could
still sail on varied areas along the river. It also appears that the riverbed rose as a
result of earthquakes, which are frequent in the area (Downey 1961: 1).

Though that Libanius does not mention anything about boat building near the
Orontes or the sea, we may assume that the wood fallen from the mountain
ranges of Amanus and Silpius, and the overseas wood trade provided the raw
material for boats construction, as well as building materials, heating and also
used in varied industries. This assumption also is suggested by Libanius:

“...the river was a way of transportation for the variety of woods, which
are brought from everywhere” (Norman 1992: XI. 262).

Dugouts were the simplest vessels to be build that neither required much space
nor a special shipyard, or a large team of shipwrights. The elementary tools were
adze, axes, chisels, scrapers, and fire, and the raw material of proper logs were
found in the vicinity of a river banks, lake or the sea shore. The present author
may suggest that the Yakto Boat is a relevant representation of a dugout consi-
dering the fact that the site is found in close proximity to the Orontes River and
the mountain ranges of Amanus and Silpius supplied the necessary timbers for
the construction of roofs, fuel for bakeries and baths, as well as for boats build-
ing. The mosaicist who made the Yakto Thalassa mosaic may have seen or been
familiar with such simple river crafts that probably still sailed on the Orontes
or along the seashore in the 4" century AD. He also may have seen such boats
engaged in fishing on the Orontes or nearby the seashore. All three varied fishing
scenes depicted within the frames surrounding Thalassa may suggest for such
activities in the daily life and the economy of the people living on the banks of
Orontes, the Lake and the seashore. Fishing scenes were significant sources in
any art decorations associated with mythological stories combine with scenes of
everyday life of the people living in such areas. The owner of the Yakto complex
probably was engaged in maritime trade and fishing business, as well having a
taste for classical arts.
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Abstract

Tamed and domesticated carnivores such as dogs, cheetahs and mongooses participated as search and chase
aids to human hunting in different societies, during most of history, as attested by anthropological, literary or
graphic sources. In order to impose human will on the animals, different tethering devices were developed,
such as leashes, collars and harnesses. These devices significantly differ from others related to labour e.g. for
hauling, riding or carry palanquins.

During the Roman and Byzantine periods in the southern Levant, these animals and their restraining gear were
depicted in hunting scenes on mosaic floors of churches, synagogues and private dwellings. These mosaics are
discussed as evidence of everyday life. Therefore, this research analyzes the mechanism involved in translation
of reality to images, the choice of hunting animals and their respective equipment as motifs represented on the
mosaics, the differences between prestige and utilitarian hunts and the motivation behind the animal owner’s
choices and preferences.

Keywords: Dogs, harness, collar, hunting, rural, tethering.

Oz

Kopekler, citalar ve firavun faresi gibi ehlilestirilmis ve evcillestirilmis etoburlarin tarihin biiyiik bir boliimii
boyunca farkli toplumlardaki insanlar tarafindan av esnasinda avin aranmast ve kovalanmast sirasinda kul-
lamildiklar: antropolojik, yazinsal ve resimsel kaynaklar tarafindan da onaylanmaktadir. Hayvanlar iizerinde
insan iradesinin uygulanabilmesi icin yularlar, tasmalar ve kogsum takimlart gibi hayvanlart baglamaya ve
kontrol altinda tutmaya yarayan farkly aletler gelistirilmistir. Bu aletler tasimacilik yapmak, binmek ya da
tahtirevan tasimak icin kullanilan aletlerden biiyiik ol¢iide farklidirlar.

Giiney Levant'ta, Roma ve Bizans Caglari boyunca, kilise, sinagog ve ézel konutlarin mozaik dosemelerindeki
av sahnelerinde bu tiir etobur hayvanlar ve bu hayvanlari kontrol altinda tutabilmek icin kullanilan aletler
betimlenmigtir. Bu tiir betimleri olan sahneler de giiniimiize kadar giinliik yasamdan kesitler olarak degerlendi-
rilmiglerdir. Bu nedenle bu arastirmada gercekligin resme doniistiiriilmesindeki mekanizmanin anlasiimasinin
yani stra mozaiklerde betimlendigi sekliyle avda kullanilan hayvanlar ve ilgili ekipmanlarinin secilmesi, prestij
avt ile fayda beklentili av arasindaki farklari ve hayvan sahibinin secimlerinin ve tercihlerinin arkasinda yatan
motivasyonlart analiz edilecektir.

Anahtar Kelimeler: Kopekler, kosum takimi, tasma, avlanma, kirsal, hayvan baglama.
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Introduction

The outstanding, recently excavated, Roman period Lod Mosaics (Avissar 2001;
Avni - Gorzalczany 2015; Gorzalczany 2016; Gorzalczany et al. 2016) illumi-
nates important aspects of life in antiquity in the southern Levant. Among these
are observations on the complex human-animal relationship in that place and
time. This article is the outcome of an ongoing study of the Lod mosaics dated
to the late 3" —early 4" centuries AD!. Two animals shown on these mosaics, a
dog (Bowersock 2015: fig. 5) (Canis lupus familiaris) (Fig. 1) and a tamed fe-
line, probably a cheetah (Acinonyx jubatus) (Fig. 2), wear harnesses, an almost
unique tethering device occasionally seen on dogs depicted in Levantine mosa-
ics. The cheetah is the commonest tamed feline used in the ancient Levant as a
hunting aid, as detailed below.

Figure 1

Harnessed dog chasing a
hare, Lod, northern mosaic
(photo: Nikki Davidov,
courtesy of the IAA).

1 The mosaics were discovered in the city of Lod (Lydda) Israel (Schwartz 1991; 2015; Oppenheimer
1998), and excavated during several seasons between 1996 and 2014, first by Miriam Avissar and later
by one of the authors (A.G.) on behalf of IAA.
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Figure 2

Harnessed cheetah hunting, Lod,
southern mosaic (photo: Assaf Peretz,
courtesy of the IAA).

Tethering appliances used in the Southern Levant are known from written
sources as well as from representations depicted on mosaic floors or other me-
dia, such as sculpture, wall paintings or carved sarcophagi (see e.g. Toynbee
1973: 91, 109-112 and passim). To understand the role and the meaning of such
devices, we will discuss similar items shown on carnivores in other Roman and
Byzantine mosaics from the southern Levant. When deemed helpful, literary
sources and additional works of art outside the defined area and time will be
mentioned?2.

Leashes, Harnesses and Collars

Relationships between humans and captured, tamed and domesticated animals
have always been associated with the use of control mechanisms and restrain-
ing devices. These were and are essential tools in imposing human will on the
animal.

Restraining and control implements may vary according to the animal in question

2 The authors thank the Israel Museum, Anjelina Dagot (map), Ram Shoeff, Faina Milstein and Sil-
via Kapriwko (graphics), Noga Z’evi (IAA Photography Archive), Yeshayahu Lender (IAA Southern
District), Meir Bass, Nachshon Sneh, Ricky Hershler, Walid Atrash, Nikki Davidov and Assaf Peretz
(photography). Yoav Tzur (IAA) provided valuable logistic assistance. Danny Syon, Keren Covallo,
Doron Ben-Ami, Peter Gendelman and especially Lihi Habas offered helpful comments. The authors
are grateful to all of them. Figs. 1-3 and 6 are by courtesy of the IAA.
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and the function desired and imposed on that animal. Cages, ropes, tying knots
and tethering gadgets used to immobilize and transport captured wild animals
on their way to Rome have been discussed already (Bertrandy 1987). Devices
used for both military and civilian riding or for traction animals differ from those
used mainly for restraining and control. Even tethering devices used to control
the same species could vary, depending on the expected function. Consequently,
a hound used in tracking would be tethered differently from a guard dog or a sled
dog. Thus, tethering devices ranged from simple foot ropes and neck collars with
leashes to complex harnesses or carried palanquins.

Generally, when the main purpose of tethering was to control an animal’s move-
ments, e.g. a hunting hound or a guard dog, the basic controlling element was
a collar around the neck. The leash, when used, is shown attached to the collar.

A harness, as defined here, has two to several loops surrounding both the torso
and the neck of the carnivore, forming two circles into which the front legs
are inserted (Figs. 4-5). The loops are interconnected and sometimes can be
modified according to the animal’s size. Connecting straps are frequently lo-
cated between the loops to tighten and reinforce the harness. The generally de-
tachable leash is connected to the upper part of one of these loops, between
the carnivores’ neck and back. This design allowed for an even distribution of
force applied on the tethered animal, thus preventing choking and damage to the
esophagus. Additionally, the harness was less liable to slip off compared to a
simple collar. Most of the harnessed carnivores shown in Levantine mosaics are
dogs.

The Data

The data presented in the following tables includes mosaics in which three
tethered carnivores (dogs, cheetahs and mongooses) used in hunting were
rendered, all from sites located within the boundaries of Roman provinces of
Palestine, Arabia and Phoenicia (Tables 1-3).

For the purpose of this study, the carnivores examined were divided into two
categories: carnivores tamed but not fully domesticated and those that are

Figure 3
Map of the sites discussed in this research
(Anjelina Dagot, courtesy of the IAA).

Figure 4

Modern dogs, harnessed with devices of the
kind depicted on the mosaics (drawing Amir
Gorzalczany).
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Figure 5

Harnessed dog on mosaic from Shechem
(Neapolis) on display in the Israel Museum
(photo: photographer unknown, courtesy of
the Isracl Museum).

domesticated. The first category is represented by the Egyptian mongoose
(Herpestes ichneumon) and the cheetah and the second category consists of dogs.
Mosaics from the Roman and Byzantine periods showing additional carnivores
associated with humans, some of them bearing tethering devices e.g. house cats
(Felis catus) or bears (Ursus arctos syriacus), are known from elsewhere (e.g.
Toynbee 1976; Wohlgemuth 2008: 135). Following Rosen’s 1984 study on mo-
saics, (and see also Bagatti 1952), the identification of the mongoose as a tamed
animal, specifically due to its association with humans, is now accepted.

Besides Lod (Fig. 1), depictions of tethered carnivores on mosaics in this area
are known from several other sites in Israel (Table 1), Jordan (Table 2) and
Lebanon (Table 3). The date of the depictions ranges between the 2" and 8"
centuries AD, however, the lion’s share of the images are dated between the 5"
and 7" centuries AD. The kinds of chasing, hunting and killing scenes depicted
varies greatly; twenty-nine dogs, seven mongooses and one cheetah. Dogs are
conspicuously present in mosaics in Israel (12) and Jordan (15 cases), but they
are missing in mosaics from Lebanon. The point should be stressed that the dog
scenes can include more than one animal. In Jordan, only dogs were depicted
hunting or chasing, and in Lebanon mostly mongooses (3 cases) and two dogs.
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The only cheetah was found in Israel. As for the restraining devices, the dogs
in the mosaics from Israel bear a collar in 10 cases, a harness in three cases and
a poorly defined device in two occasions. The cheetah wears a harness and the
mongooses are restrained by collars (3 occasions), except for the mongoose from
Jerusalem that wears a harness. In Jordan, the dogs wear the same devices: in
eight occurrences the dogs exhibit collars, in four cases collar and leash, dragged
or flying and in two occasions, no collar at all (chasing scene as filler in the mo-
saic). In one case, a dog wears a harness with a flying leash. Interestingly, in four

occasions the hounds wear a collar with ring or loop on top. In the mosaics from
Lebanon we can see two hounds, one wearing a collar with leash and the second
a collar adorned with ribbons and three mongooses, two of them fighting snakes
with no restraining device visible, and a third one with a collar and flying leash.

Table 1

Tethered Carnivores Depicted on Selected
Mosaics in Israel/Palestine
(Listed from North to South).

Quarter)

Gorzalczany 2016: figs. 3, 10, 12.

No. Site Scene depicted Tethering device Reference Context and Remarks
Hounds
1 Nahariya Hound howling Collar Dauphin - Edelstein 1984; 1993. Church, 6™ century AD
2 Sepphoris ("House Hound attacking ass (?) Unclear Talgam - Weiss 2004: 91 fig. 82 Villa, late 2" or early 3" century AD
of Dionysios") together with tiger (picture unclear).
3 Caesarea Hounds chasing gazelle or | Collar Reich 1985: figs. 2, Villa, 6 —7" centuries AD
(“Birds Mosaic”) Antelope 3.124, 154 pl. LI 5.
4 Beth Shean- Hound standing on Collar, no leash FitzGerald 1939: 9 pls. Monastery, 567 AD
Scythopolis two legs, listening XVI; XVIL.2. Depiction of street performance?
(Kyrie Maria Monastery) to flute player
5 Shechem (Neapolis) Hound Harness Yeivin 1975: 33 Dwelling, third quarter of
Talgam - Weiss 2004: 7-8. the 3" century AD
6 Lod (Diospolis) Hound chasing hare Harness Talgam 2015: figs. 30; 43; Villa, 314" century AD
(Neve Yaraq Bowersock 2015: fig. 5;
Quarter) Gorzalczany 2016: figs. 3, 10, 12.
7 Beth Guvrin-Eleutheropolis | Hound chasing Collar and Avi-Yonah 1993: 198. Monastery 6™ century AD
(Tel Magerqesh) dragged leash
8 Beth Loya Hound biting rabbit Collar Patrich - Tsafrir 1993: 268-70. Church, 5"-8" century AD
9 Gaza (Jabaliyah) Hound chasing Collar Blanc 2000: 130, 134— 135. Unclear
10 Kissufim Hound chasing rabbit and Collar + loop, Cohen 1973: 1979: 23. Mosaic laid 576 AD Church
(Western Negev) gazelle dragged built 565-578 AD
Leash
11 Nirim (Ma‘on) Hound chasing Collar and Barag 1993a: 946. Synagogue, dated follo-
(Western Negev) dragged leash wing Shellal (see below)
12 Shellal (Habesor Park, Hound chasing Collar? No leash https://www.awm.gov.au/ Church, 651/2 AD
Western Negev) collection/ART40979/ Hen-
derson 1985; 1988: 35-44;
Trendall 1957: 13-14.
13 Be’er Shema* Hound biting a rabbit Collar with Gazit - Lender 1991; 1993. Church abandoned 7" century AD
(Kibbutz Urim, flying leash
Western Negev)
Mongoose
14 Tabgha Church of the Mongoose fighting a bird Collar Schneider 1937: 64 tab. 23. Mongoose identified as badger
Loaves and Fishes
15 Sede Nahum Mongoose fighting a snake | Collar Dalali-Amos 2014: fig. 13. Southeastern corner of chapel’s
Bet Shturman Museum floor, 45" centuries AD
16 Jerusalem Mongoose fighting a Harness with a Rosen 1982: 182-83; Avi- Church? Monastery? Date de-
snake flying leash a Yonah 1933; Friedman 1967. bated, 36" centuries AD
17 Be’er Shema* Mongoose a fighting snake | Collar, no Gazit - Lender 1991; 1992. Church abandoned 7™ century AD
(Kibbutz Urim, leash
Western Negev)
Cheetah
18 Lod (Diospolis) Cheetah hunting Harness Talgam 2015: figs. 30; 43;
(Neve Yaraq Bowersock 2015: fig. 5;
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N° Site Scene depicted Tethering device Pp. Fig. Context and Remarks
Hounds
1 Chapel of Elias, Maria Hound chasing gazelle Collar + dragged leash 295-96 572 Early 7" century AD
and Soreg
(Gerasa)
2 Chapel of Suwayfiyah Hound chasing Collar + dragged leash 264 472
Amman (Philadelphia)
3 North Church Esbos Hound harassing No collar 251 429 No chase,
(Hesban) bird or birds just a filler
4 Massuh, Upper Church Hound chasing Collar + Harness dragged leash | 252-53 444 From the neck, just
Esbos (Hesban) rabbit behind front legs
5-6 Diakonikon, Moses Hound following rider Collar 135, 138-39 166, 530 AD
Church, Mount Nebo Hound attacking boar 169
Collar
7-8 Church of the Holy Multi-colored hound Collar + flying leash 153 202 557 AD
Martyrs sitting.
Lot and Procopius Mount | Hound chasing a hare
Nebo
9 Upper and Lower Chapels | Hound following or Collar + dragged leash 174-77 220, No ring leash is free
of the Priest John tracking 233,
Mount Nebo 238
10-11 | Church of Deacon Hound howling No collar? 181-82 253,
Thomas Hound capturing gazelle | Collar and ring on top 254
Mount Nebo by rear leg
12 Kaianus Lower Church Hound biting Collar + ring on top 189-90 271,
Mount Nebo gazelle (female?) 275
13 Burnt Palace Madaba Hound chasing two hares | Collar + ring on top 78-79 50,52 | Late Byzantine
14 Church of al-Khadir Hound chasing Collar + ring on top 129-31 148 Iconoclastic damage
Madaba
15-17 | Church of the Priest Two or three Picture unclear 242-44 396, Built 586 AD;
Wa'‘il hounds chasing 400 Iconoclastic damage
Umm al-Rasas
Ne Site Scene depicted Tethering device Reference Context and Remarks
1 Houarte Mongoose No device Donceel-Votite 1988: Church, 486/7 or 501/2 AD
(‘The Michaelion”) fighting Visible 106 figs. 73, 80 On display at the National Museum,
Syria a snake Hachlili 2009: pl. Damascus
VILG6 f.
2 Qabr Hiram Mongoose No device Hachlili 2009: pl. Mongoose and snake
Lebanon fighting visible VIL6 d. rendered in opposite medallions, con-
a Snake fronting each other.
Dog chasing a hare Collar and leash, collar Dog wearing collar decorated
(2 instances) with ribbons with colored ribbons
3 Zaharani (Sidon) Mongoose Collar and flying leash Balty 1976: pls. XLI, Church, 6" century AD
Lebanon fighting XLIL1 Mongoose and snake rendered in oppo-
a snake Hachlili 2009: pl. site medallions, confronting each other
VIl.6 e
Donceel-Votite 1988:
411-12 figs. 403,
430-32 pls. 17 h-t, 18.
Table 2

Tethered Carnivores in Selected Jordanian Mosaics
as Depicted in Piccirillo (1993), Listed from North

to South.

Table 3

Mongooses Depicted on Selected Mosaics in Syria
and Lebanon.
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Iconography

In the vast majority of the mosaic depictions discussed here, the tethered car-
nivores are rendered fighting, hunting and killing. One clear exception is the
collared dog depicted on the Kyrie Maria Monastery mosaic at Beth She’an,
sitting on its haunches and looking backwards (Fig. 6). The dog is accompa-
nied by a curly-haired, mustached young man playing a flute while sitting on
what is apparently a straw basket. The dog’s somewhat twisted posture, with the
head looking backwards, may suggest that the two were depicted performing
some kind of street spectacle in which the animal follows the music (and com-
pare Toynbee 1973: 109-12). Another possibility is that the image represents a
shepherd playing music accompanied by his dog as the shepherd is sitting on
similar object (a rock?) in the mosaic from the Chapel of the Martyr Theodore
at Madaba (Piccirillo 1993: 117 figs. 96, 109). It is possible that the artist repre-
sented the dog standing on its rear legs because he used a template representing
a tamed dancing dog. However, another option that cannot be ruled out, is that
the artist chose this stance due to space constrictions.

Figure 6

Collared dog and musician depicted in

the Kira Maria Monastery mosaic at Beth
She’an (Scythopolis) (photo: Walid Atrash,
courtesy of the IAA).
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Figure 7

Harnessed mongoose fighting snake,
depicted in a mosaic found at Jerusalem
(after Rosen 1984).

Figure 8

Collared mongoose fighting snake as
depicted in the mosaic at Horvat Be‘er
Shema* (photo: Nachshon Sneh, courtesy of
Y. Lender).

Figure 9

Collared mongoose fighting snake as
depicted in the mosaic at Sede Nahum
(photo: Ricky Hershler).

The Egyptian Mongoose

Three tethered mongooses, depicted on three different mosaics discovered in
Israel, are considered in this article. The identification of the animals illustrated
here are based on the latest zoological publications. In two other cases, from
Syria and Lebanon, the animals do not wear a visible restraining device and so
may represent either untamed specimens in the wild, or, perhaps, fully tamed
individuals.

The first depiction of a tethered mongoose (Fig. 7), discovered in Jerusalem
(Vincent 1901; Bagatti 1952, now on display in the Archaeology Museum at
Istanbul), shows the animal (Rosen 1984; Herrero et al. 2010) tethered by a
harness (Avi-Yonah 1933: 26-73 pls. XIV-XVIII; Friedman 1967; Ovadiah -
Mucznik 1981). In the second instance, the animal, wearing a collar (Fig. 8),
appears on a mosaic in Be’er Shema‘ in the northern Negev (Gazit - Lender
1991; 1993). The third, also wearing a collar, is depicted, on a mosaic at Sede
Nahum but is in a poor state of preservation (Fig. 9), (Ovadiah - Ovadiah 1987:
112; Dalali-Amos 2014 fig. 13). A fourth small animal that appears in the Tabgha
mosaic is listed here because it is wearing a collar, but its species identification
it is an enigma as it does not look like a local, identifiable, domesticated animal.
Sometimes it has been identified as a badger, or possible a mongoose, or perhaps
a bear’s cub (Schneider 1937: 64 table 23). The very obvious nails on its fore
paws could suggest that is a carnivore of some kind. But the posture, the absence
of a tail and its size relative to the water bird, facing it, could suggest that it is a
rock hyrax (Procavia capensis). The latter is an African animal to be found from
the southern tip of Africa to southern Lebanon. In Israel it can be found occur-
ring naturally on the mountains just above Tabgha, where the mosaic on which it
appears is found. It is very rarely seen on Levantine mosaics. Therefore, in this
case, it is not very probable that it was copied from a “sample book™ and it is
conceivable that it was drown from real life, except perhaps for the red collar as
we don’t know that the hyrax was ever domesticated.
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Mongoose biology has been studied thoroughly (Rosevear 1974: 268-75;
Osborn - Helmy 1980; Harrison - Bates 1991: 144-46; Qumsiyeh 1996: 170-73;
Mendelssohn - Yom-Tov 1999: 201-5). In the Levant today, the Egyptian mon-
goose is a wild animal (Figs. 10—11). However, mongooses hand-reared from a
young age make excellent pets (Ben-Yaacov 1980; Ben-Yaacov - Yom-Tov 1983;
Mendelssohn - Yom-Tov 1999: 201-5). Mongooses are broad-spectrum diet car-
nivores, hunting and otherwise consuming a large variety of prey, from crabs
to birds and cats, and domesticated poultry (Ben-Yaacov 1980; Mendelssohn -
Yom-Tov 1999: 201-5). Since antiquity they have been known as snake killers;
research now shows that they are biologically somewhat resistant to snake ve-
nom (Barchan et al. 1992). It should be stressed that the theme of the mongoose
fighting snakes (e.g. the one discovered in Jerusalem, see above) seems to be
deeply rooted in the Christian iconography, and has connotations of the everlast-
ing struggle between Good and Evil (Balty 1995: 219-223). The provenance of
the motif is the Hellenistic iconography from Alexandria, known as the ‘Nilotic
Landscape’, and from there it made its way to the Roman and Christian realms.

Wild mongooses will adapt, as commensals, to human environments in most
places in the Levant. For example, in Iraq the presence of wild mongooses near
human habitations has been accepted because they help control pests (Harrison
- Bates 1991: 145). In antiquity, they were revered in Egypt, allegedly because
they ate crocodile eggs and killed snakes, thus controlling their numbers. In
Egypt this aptitude probably led, until recent times, to their status as revered
pets (Osborn - Helmy 1980: 422). In India, as in Egypt, the mongoose often
fulfills the role of snake killer. Some are kept as participants in shows arranged
by street ‘snake-charmers’. In the southern Levant, mongooses, both wild and
commensals, must have formed continuous close relationships with humans,
‘It is as though the ages have passed it by and it still expects the protection
and respect that were its heritage in ancient Egypt’ (Rosevear 1974: 272). The
mongooses depicted in the four mosaics (Jerusalem, Be’er Shema‘, Tabgha and
Sede Nahum) were probably tamed animals since they wear harnesses or collars
and probably resembled mongooses exhibited by the street snake-charmers in
modern India.

The Cheetah

Written documents and pictorial evidences show that tame cheetahs kept for
hunting were well known in the Middle East and India from antiquity until
the mid - 20™ century (Ognev 1935: 258-65; Harrison - Bates 1991: 170-72;
Maraqten 2015). Other large felines handled by people in the Southern Levant
during the Roman and Byzantine periods are known from Dionysian victory pa-
rades depicted on works of art, e.g. the Erez mosaic (Rahmani 1975) and see also
the Sepphoris mosaic (Talgam - Weiss 2004: 64—66 with thorough discussion
therein). The cheetah discussed here depicted in the Lod mosaics while attacking
a bleeding gazelle, is tethered by a harness (Fig. 2).

The cheetah belongs to the big-cat subfamily Felinae (Ognev 1935: 260-65;
Rosevear 1974: 495-512; Osborn - Helmy 1980: 415-22; Harrison - Bates 1991:
170-72; Qumsiyeh 1996: 157-59), it inhabited wide areas in Africa and Asia,
and apparently became extinct in the Levant by the first half of the 20™ century.
In pictorial representations, it is often confused with the leopard (Panthera par-
dus). It is the fastest land mammal. It hunts by sight rather than smell, prey of
medium and light weights, like gazelles, ibex, sheep and goats.

Figure 10
Group of wild mongooses on the Carmel
coast, Israel (photo: Meir Bass).

Figure 11
Mongoose confronting snake in the wild
(photo: Amikam Shuv).
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Its origins as a hunting aid are obscure. Supposedly prehistoric rock carvings
in southern Jordan, yet to be verified, have been interpreted as depictions of
a tethered cheetah (Fugii 2008). However, these interpretations are difficult to
accept. Cheetahs were kept in ancient Egypt as hunting aids at least since the
15" century BC (Maraqten 2015). Tamed cheetahs were used in Arabia since
pre-Islamic times. In medieval times hunting with tamed cheetahs in the area
from Sinai to northern Syria was regarded as a common practice (Hitti 1927:
236-37 and passim). Carved representations of cheetahs have occasionally been
found on marble sarcophagi, perhaps those belonging to avid hunters (Toynbee
1973: 84-85). Cheetahs are easily trained but do not breed well in captivity, and
using them was based on capturing and taming young individuals. Culturally
speaking, like all big cats (lions, leopards, tigers), they are so-called ‘prestige
animals’, symbolizing rank and status until modern times. The Lod mosaic (Fig.
2) constitutes a good example of a hunt with trained cheetahs but is a unique
example from this region.

The Dog

The ever-evolving complex relationships between humans and domestic ani-
mals perhaps started with dogs since these were the first animals to undergo do-
mestication (Clutton-Brock 1995). Consequently, the cultural evolution of their
tethering can illustrate the development of tethering in general. It would be help-
ful to supply a short overview of dog tethering devices in general.

Extant hunters-gatherers retain a symbiotic co-existence with dogs. Their dogs
are never tethered and are a part of the community; as was the dingo (Canis
lupus dingo) in Australia till pre-modern times and are in some places till now
(Senior et al. 2006; Smith - Litchfield 2009). Hunter-gatherers, e.g. San in
Africa, traditionally hunted accompanied by dogs till recently (Ikeya 1994).
Hunter-gatherers and proto-agriculturists of pre-Columbian North America used
dogs to pull travois, two wooden poles forming a triangular stretcher whose
apex was tied on the back of dogs that dragged it. The last vestiges of that prac-
tice lasted well into the 19" century (Eastman - Blumenschein 1971: 5). Hunter-
gatherers of the arctic zone may have developed the use of dogs to pull loads at
least 2,000 years ago (Meldgaard 2004). Dogs were apparently used as backpack
carriers in the Early Bronze Age of Spain (Albizuri et al. 2011). Restraining
devices used for carrying and hauling are technically more complicated than
simple collars, as seen in those applied on traction animals depicted on mosaics
(e.g. Piccirillo 1993: 241).

The use of dogs in hauling and carriage in prehistoric periods must have neces-
sitated the use of devices more complex than simple collars, as seen in modern
sled-dog harnesses and in harnesses used by military transport dogs (e.g. Fischer
1984: 14). It can be suggested that such tethering devices could have preceded
the appearance of the harness seen on the mosaics discussed here. It is possible
that such restraining devices, originally designed not to choke the pulling dog,
evolved into the complex harness that replaced a “choking” collar on some hunt-
ing dogs.

An early representation of a hunting dog tethered by a collar and a leash is
known from Egypt on a relief in the tomb of Ptahhoterp, vizier of Djedkare Isesi
(5" Dynasty) in Sakkara (Wreszinski 1923-38: III, 16), in which hunting hounds
in the desert, with a collar topped by a prominent tying ring for the leash, can be
seen attacking a gazelle and an oryx. Assyrian records show the habitual use of
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hounds in hunting (Salonen 1976: 68-97) and in Assurbanipal’s reliefs (627-669
BC) from Nineveh, hunting hounds can be seen with the hunter holding the leash
attached to the collar around their neck (Frankfort 1989: 131-199).

Rock carvings in Yemen, some of them dated to about the 1* century BC, show
hounds participating in hunts (Maraqten 2015: 208).

Dogs tethered by collars and leashes were depicted on Greek works of art during
the second half of the 1 millennium BC, while Xenophon (430-354 BC), writ-
ing about hunting with hounds in Greece discusses their tethering3:

Harnesses like those discussed in this article were not mentioned by Xenophon.

Use of hunting hounds in Arabia persisted until modern times (Maraqten 2015:
208-34 and passim). Using hounds in the hunt, depicted by mosaics in the
Southern Levant during the Roman and Byzantine periods is discussed (above)
(Tables 1-3). Such use could then indicate the mingling of local and imported
traditions corroborating the eclectic nature of the mosaics of Lod that has been
noted by scholars (Ovadiah - Mucznik 1998). Often such hunts were conducted
by the rulers as seen e.g. by the Piazza Armerina Mosaics. During the hunt, such
rulers may have mixed local and imported traditions, as suggested by Ovadiah
and Mucznik (1998).

Mosaics as Evidence of Everyday Life

Although the repetition of certain images in mosaics all around the Mediterranean
world could attest to the wide use of templates by the artisans, the depictions
could also reflect everyday life. The veracity of the depictions the mosaics
studied here may be assessed by observing two cases of tethered animals, not
carnivores, seen on contemporary mosaics. Tethered donkeys (Equus africanus
asinus) and giraffes (Giraffa camelopardalis). While the donkeys were a com-
mon component of domestic livestock, giraffes were exotic animals and rarely
seen. Both are displayed in several south Levantine mosaics. Several donkeys
bear a well —depicted functional harness similar to modern donkey gear (e.g.
Piccirillo 1993: figs. 203, 253). Unlike the accurate descriptions of the donkeys
and their gear, the giraffes, an exotic, totally alien and unusual animal were de-
picted as being led by a totally nonfunctional, single line linking their muzzles to
aman leading them (e.g. Piccirillo 1993: fig. 106). Timotheus of Gaza described
two giraffes in Gaza, albeit not tamed, probably captured and on their way to
a circus, such as in Constantinople. This happened at the very end of the 5"
century CE or the beginning of the 6. He described ‘two giraffes covered with
cloths and harnessed with many bridles and nose straps’ (and compare Gatier
2005; Kruk 2001: 364, Timotheus of Gaza [trans. Bodenheimer - Rabinowitz
1949: 32]). It might be surmised that such a sight could have influenced the art-
ists that laid the mosaics, but obviously it did not.

The many forces shaping the depictions on the mosaics have been discussed
by the scholars cited above. Of prime importance among them seems to be ob-
served factual details. This is accepted here. When the designer(s), the subsidizer

3 The trapping of hounds are collars, leashes and surcingles [broad belly belts strapped on animals for
various reasons, especially those used to hunt wild animals — oteApovia]. The collars should be soft
and broad....The leashes should have a noose for the hand and nothing else, for if the collar is made in
one piece with the leash, prefect control of the hound is impossible. The straps of the surcingles should
be broad, so as not to rub the flanks, and they should have little spurs sewed on them to keep the breed
pure (Xen. Hunt.V.32-VL.7; transl. Marchant 1925).
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of the endeavor and future onlookers would have been familiar with the subject
— in this case a working donkey — presumably the artist would have done his best
to depict the animal as realistically as possible. However, when depicting an
exotic animal (and compare Habas 2009), realism may not have been of prime
consideration, the more so when the artist was not familiar with the alien beast.
We assume that this was the case with the depictions of carnivores mentioned in
this article, which occasionally were seen by the people of the times in real life.
Therefore, their depictions could represent reality.

Tethering Devices: Harnesses and Collars

The most common tethering device to control carnivores was the collar, which
appears in the earliest depictions of tethering (above) and was later described by
Xenophon. Some collars, seen on the mosaics discussed, have a prominent ring
protruding up from the back. Such a ring could have been used to tie a detach-
able leash or to forcefully restrain the animal by hand. Anyone who has ever
dragged a dog from a fight will appreciate that such a loop was more functional
than the puny rings seen on the undersides of collars in some North African and
Sicilian mosaics, e.g. the Little Hunt in Piazza Armerina (Dunbabin 1978: pl.
LXXVI, 198).

A less common tethering device depicted in the mosaics was a harness (Tables
1-3; Figs. 2-4, 7). Harnesses discussed here were in use on both sides of the
Jordan, and such devices are also seen on few hunting hounds of the many de-
picted on North African mosaics. One example is the Le Kef hunting scene dated
to the early 3" century CE (Dunbabin 1978: pl. XXII, 54).

Despite the absence of harnesses in Xenophon’s description it cannot be claimed
that the dog harness was invented de novo, somewhere around the Mediterranean,
after Xenophon’s time. As mentioned above, bearing and perhaps complex haul-
ing harnesses were used in both circumpolar areas and in Spain probably since
the Early Bronze Age (2300 — 1300 BC) (Albizuriet al. 2011; Meldgaard 2004).
A plausible explanation for the omission by Xenophon, a very early source
(lived (430-354 BC) concerning hunting and dogs, could be that the use of such
devices was yet unknown to him because of physical or social distance. Perhaps
such devices were used by non-Hellenic, borderland and marginal societies, that
only later showed themselves on the discussed mosaics. That might have been
the reason that such devices were depicted in the Levant and to some extent in
North Africa.

As for the significance and reason behind the choice of the different tethering
devices, the numbers of tethering types reported upon in this study (Tables 1-3)
cannot be used to arrive at quantitative conclusions. The ability to accurately de-
pict reality may have been there, as shown above in the case of the donkey versus
the giraffe. The giraffe was possibly chosen because of the most unique literary
description of the “harnessing” of an exotic animal in the very same geographic
realms where the harnessed donkeys are a most common sight. However, much
is unclear regarding the mechanism involved in translation of reality to images
in mosaics. Among such possible influences could have been the ability and
interest of artists to observe and record minute details of real life; the prevalence
of templates and models; technical limitations of the medium and conventions
regarding the way to depict common sights. Even if we could identify additional
sources of influence we have no idea of their relative magnitude.

The paucity of harnesses suggests that most carnivore owners must have preferred



92  Amir Gorzalczany - Baruch Rosen

collars over harnesses. Perhaps, the kind of tethering device symbolized the
type of relationship between the owner and the owned. Possibly some Roman-
Byzantine owners of tamed or domesticated animals used a harness because of
what we would today call ‘humane tethering’. The point should be stressed that
although gestures of compassion and empathy toward beasts agonizing in the
arena were rare, they were occasionally expressed even by the usually blood-
thirsty, thrill-seeking crowd (Newmyer 2011: 93-94; Plin.nat VIIL.7,20-21).

To address the question of why collars may have outnumbered harnesses on the
mosaics under discussion, we will examine what is known about the tethered
animals depicted. The mongoose and the cheetah, the two wild carnivores dis-
cussed here, may have been tamed in pre-modern times using methods similar to
modern ones. Both animals were probably tamed by professionals who obtained
young animals directly from the wild, or alternatively through agents of those
who caught them, sometimes soldiers on duty who caught animals mostly for the
venationes (Epplett 2001: 213-16). Such trainers acted as mediators transferring
the animal from the wilderness to the domus, the house.

The owner-users of the tamed species differed greatly. In medieval times and
later, in the Levant and in India, until the cheetah became extinct, the class of
people who habitually or occasionally hunted aided by tamed cheetahs differed
greatly from those husbanding tamed mongooses. The same situation seems to
have prevailed in antiquity. The cheetah was a prestige animal associated with
ceremonial hunting by royalty and nobility. In contrast, as noted above, tamed
mongooses were used to control pests, especially snakes, in rural environments
and were also owned by itinerant snake-charmers. Of the six mongoose depic-
tions discussed in the present study, three were tethered by a collar (Sede Nahum,
Tabgha and Be’er Shema’) and another by a harness (Jerusalem). In the two
other cases mentioned above (Houarte in Syria and Qabr Hiram in Lebanon),
the mongooses wear no restraining device; hence, the renderings may actually
show mongooses fighting in the wild rather than tamed animals. In the case of
the Jerusalem mongoose, the same harness type was used as on the cheetah in
Lod, as well as in tethering some hounds e.g. as in the Lod or Shechem mosa-
ics. We suggest that the distinction between the ubiquitous use of the collar and
the selective use of harnesses was perhaps associated with the specific attitude
of the owner toward the animal and the uses for which the animal was intended.
The existence, in the Lod mosaics, of several bloody animals killed on one hand,
and two instances of different harnessed animals, both used in hunting on the
other hand, could also indicate the role the owner sought for the animal. Perhaps
the mosaics were made for an avid hunter who owned a hunting cheetah and a
favorite pack of hounds. In some North African mosaics, the names of favorite
hunting hounds were placed above their depictions (Dunbabin 1978: pl. XIX,
44).

A mongoose tethered by a harness appears in a mosaic in the Jerusalem Orpheo
mosaic. We recall the abovementioned special status of the mongoose in Egypt
and note that replacing the more common collar with a harness to tether the
Jerusalem mongoose would have symbolized (and emphasized) its special sta-
tus. In contrast, mongooses wearing a collar appeared in rural churches on mosa-
ics depicting the world of everyday life. These included such scenes as a nursing
woman, a collared hound harassing a rabbit, a donkey, a bovine, a bear and
exotic animals, possibly recording visits by itinerant animal shows. In such a mun-
dane social environment both dogs and the mongoose were tethered by collars.
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Conclusions

We have shown that the basic tethering devices used in antiquity to control car-
nivores in the Southern Levant could have come into use long before the time
of the discussed mosaics. It is suggested that there were specific purposes for
restraining an animal in certain ways. Putting the tethering device on a given
animal, either tamed and/or domesticated, as they appeared on the mosaics stu-
died, had two purposes. Besides depicting real life, the act of tethering symbo-
lized, and drew attention to, the social role of the tethered animal in the given
scene. That can be seen by the purely symbolic role of the rope leading from the
giraffe’s head to the hand of the man leading it. Though functionally useless,
that dangling rope symbolized and broadcasted the abstraction of control. The
abstract idea of ‘control’ is the message conveyed by all collars and harnesses.
Secondly the details of the tethering system also drew attention to the relation-
ships of the specific animal and its specific owner in real life, somewhat similar
to the role of noting the names of selected hounds and preferred (winning?)
horses in North African mosaic.

Future archaeological discoveries coupled with examination of ancient written
sources from new or unconventional points of view could increase the under-
standing of man-animal relationships in antiquity by bringing up more insight
on additional animals and the use and meaning of the tethering devices involved
in managing them.
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Early Byzantine Mosaic Floors of the Church at Ozem, Israel

Ozem Kilisesi’'ndeki Erken Bizans Cag1 Mozaik Zeminleri, Israil
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Abstract

In the church at Ozem three phases of mosaics were identified, placed on different levels. The early group (A)
includes: 1. Part of the carpet of the nave, decorated by a frame depicting a cross with the Geek letters AQIX,
fanked by two lions, an amphora, stylized plants, birds, a donkey and peacocks, and a frame of alternating
lotus flowers. The carpet consists of geometric medallions, floral patterns, birds and dedicatory inscriptions.
2. A narrow geometric panel. 3. Two geometric inter-columnar panels of the north colonnade. 4. Part of the
mosaic of the northern aisle, decorated with a geometric pattern, and an inscription in a medallion dated to
the year 430/1 CE.

Mosaic group B (the second stage of the church) has been preserved to the west of mosaic group A. The mosaics
were laid at a 13° deviation to the north in relation to group A. This group is decorated with geometric designs.

Mosaic group C (the third stage of the church) is preserved on the western side of the excavation area. This
group is decorated with geometric designs.

Mosaic group A includes Christian symbols: a pair of lions, symbolizing the faithful, depicted on either side of
a cross with the letters d(Ada) (xai) d(uéya) and I(noods) X(owtdg) — Jesus Christ - between its arms, and
a peacock, which symbolizes the resurrection awaiting the believers. Group A is characterized by a flat and
schematic style, and imperfect placement of the designs in the composition. Because of the difference in heights,
it is clear that group B is later than group A. The work shows greater care and is of a better quality, evidence
of a different group of artists. The mosaics in group C are the latest in the building.

Keywords: Ozem, lions, cross, Greek Letters AQIX, Edict of the Emperor Theodosius I1.
Oz

Ozem’deki kilisede farkli seviyelerde yerlestirilmis olan mozaiklerde ii¢ evre tespit edilmistir. Erken Grup (A
Grubu); 1. Nef dosemesinin bir parcasinda ¢erceve iginde bir hag ile Grek¢e AQIX harfleri ve iki yaninda as-
lan, bir amphora, stilize bitkiler, kuslar, bir esek, tavus kusu ve almasik diizende lotus ¢igeklerinden olusan bir
cerceve goriilmektedir. Zeminde geometrik madalyonlar, ¢igekli desenler, kuslar ve adak yazitlar: gériilmekte-
dir. 2. Dar bir geometrik panel. 3. Kuzey siitun dizisinde siitunlar arasinda iki geometrik panel. 4. Geometrik
desenle bezenmis ve 430/1 yilina tarihlenen bir madalyon i¢inde yazit olan kuzey koridorundaki mozaigin bir
pargasi.

Bu gruptaki mozaikler geometrik desenler icermektedir. C Grubu Mozaikleri (kilisenin iiciincii evresi) kaz
alammin batisinda korunmustur. C Grubundaki mozaiklerde de geometrik desenler goriilmektedir. A Grubun-
daki mozaiklerde Hristiyanlikla ilgili semboller goriilmektedir: Sadakati temsilen bir ¢ift aslan d(Ada) (rai)
d(uéya)ve T(noois) X(ottds) - Isa Mesih - harfleri ile bir hagin iki yamina yerlestirilmistir. Isa Mesih’in kol-
larinda inananlari bekleyen yeniden dirilmeyi temsil eden tavus kusu yer almaktadir. A Grubu diiz ve sematik

* Lihi Habas, Institute of Archaeology, The Hebrew University of Jerusalem, Mt. Scopus, Jerusalem 91905, Israel. ORCID ID: https://orcid.org/0000-
0003-0544-7066. E-mail: habaslihi@gmail.com
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stili, kompozisyondaki desenlerin kusurlu yerlestirilmis olmasiyla karakterize olmaktadir. Aralarindaki derinlik far-
kindan dolayt B Grubu, A Grubundan daha ge¢ bir doneme aittir. Buradaki is¢ilik miithis bir ¢zen ve daha yiiksek bir
kaliteye sahiptir ve baska bir sanatci grubuna isaret etmektedir. C Grubu ise yapuun en ge¢ tarihli mozaikleridir.

Anahtar Kelimeler: Ozem, aslanlar, ha¢, Grek Harfleri AQIX, Imparator II. Theodosius’un Fermani.

The mosaic floors of the basilica at Ozem were uncovered in an unpublished
rescue excavation carried out by Ram Gophna on behalf of the Department of
Antiquities in the Ministry of Education and Culture in 19561. The site lies in
the southern coastal plain, some 15 km east of Ascalon. There has recently been
renewed study of the findings, ahead of their final publication?. The partial stra-
tigraphic discussion by the excavator and the limited excavation area make it
difficult to reconstruct the church building and its different parts, but the heights
of the excavated floor sections appearing in the excavation log make it possible
to identify three groups of mosaic floor, laid at different levels, evidence of three
stages in the life of the church (Feig 2012; 2016; Habas 2016) (Fig. 1).

This article will first describe the mosaics, and then make a technical and sty- Figur? 1
listic analysis of the carpets, the design of the motifs, the composition, and the = Mosaic floors of the church at Ozem.
iconographic meaning.

1 Antiquities Department archive file, October 8, 1957, Khirbet Beit Mamin, no. 4002. The church is
mentioned briefly in Yeivin 1960: 45; Ovadiah 1970: 151-152 no. 151; Ovadiah - Ovadiah 1987: 117,
pls. CXXIX-CXXXI no. 199; Bagatti 2002: 149; Feig 2012: 151; TIR: 198, s.v. ‘Ozem. The inscrip-
tions inset in the mosaic floors have been published at length by Leah Di Segni, who gives references
to earlier publications (Di Segni 2012: 153-158 no. 1). My grateful thanks for their cooperation to Nurit
Feig, Jacques Neguer, Galeb Abu Diab and Arieh Rochman-Halperin of the Israel Antiquities Autho-
rity (IAA), and Ayala Oppenheimer, Mishkan Museum of Art, Ein Harod. The illustrations are courtesy
of the Antiquities Authority.

2 Nurit Feig of IAA took part in the renewed research and publication, studying the church plans and the
stratigraphy (Feig 2012; 2016). Leah Di Segni of the Hebrew University read and interpreted the Greek
inscriptions (Di Segni 2012), and Lihi Habas, also of the Hebrew University, studied the mosaic floors
and liturgical furniture (Habas 2016).
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Figure 2
Ancient phase A — general view to
the east.

Mosaics Group A: The First — Ancient — Phase of the Church
(Fig.2)

The Nave Mosaics

a. The central carpet (Fig. 3) is surrounded by two borders. The wide outer bor-
der has survived in part, and all the motifs are depicted on a white background,
with small diamonds between them. An amphora is placed diagonally in the
north-western corner, its neck towards the centre of the carpet. Nearby, on the
northern side, a bird turns towards a schematic branch with red flowers, sucking
nectar from one of the flowers. The amphora, the shrub and the bird are viewed
from north to south. Close to them is a pair of peacocks, walking one after an-
other towards the east. Between the peacocks, a small bird faces west towards a
small basket. The direction from which the peacocks are viewed is from south to
north. By the amphora on the western side is a large flowering branch and by it,
a Latin cross with a pair of lions in heraldic array on either side (Fig. 4). Above
the horizontal arm of the cross are the letters A €, and beneath it are the letters
I X. Nearby, a donkey is depicted facing the cross. These motifs are all viewed
from east to west.

The inner border is narrower (Fig. 5) and is decorated with a pattern of lotus
flowers, lying in alternating opposite directions against the usual dark back-
ground (Avi-Yonah 1933: B9; Ovadiah - Ovadiah 1987: B9; Décor I: pl. 62a,
¢)3. This border is common in mosaic floors in the region (Habas 2016: 274 and
the reference there).

3 Definitions of the patterns from: Avi-Yonah 1933; Ovadiah 1980; Décor I; Ovadiah - Ovadiah 1987.
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Three corners of the rectangular carpet have survived, enabling its dimensions
to be determined. It is decorated with geometric medallions. There is a large
medallion in the centre of the carpet, and four medium-sized medallions in the
corners (of which three have survived), with smaller medallions between them.
Semicircles touch the border, in which there are geometric motifs and inscrip-
tions. All the medallions and the semicircles by the border are designed in a
double frame, other than the central medallion. In the background and between
the medallions there are birds, and alongside them, inscriptions and diamonds
randomly filling the area.

Figure 3
Mosaics group A: nave carpet.

Figure 4
Lions flanking a cross and the letters A Q, I,
X, in the border of the nave carpet.
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Figure 5
Nave carpet: border, medallions and

geometric semicircles, and inscription.

Figure 6
Nave carpet: inscription in the central
medallion.

The inscription in the central medallion has been partially preserved (Fig. 6): “In
the year [5]34, in the month Dystros, the church was finished”. Year [5]34 of the
era of Ascalon corresponds to AD 430/1 (trans. Di Segni 2012: 153).

Set in the south-western medallion is a radial type ‘harmonic shield” (Ovadiah
1980: pl. XXX fig. 80) (Fig. 7). The shield is made up of ribs in white, grey, light
and dark orange, red, and black, separated from each other by white rows. In the
centre is a small circle, divided by a brown outline into four coloured quarters
(brown, orange and beige). In the north-western medallion (Fig. 5) there are con-
centric circles decorated with a braid and a schematic laurel wreath, whose de-
sign recalls a herringbone pattern, and a ‘Solomon’s knot’ in the centre (Décor I:
42). In the north-eastern medallion (Fig. 8) is a “harmonic shield’ of the concen-
tric circle type, each circle made up of coloured squares and rectangles (white,
brown and orange). The diameter of the concentric circles gradually decreases
towards the middle, where there is a central circle divided into quarters, coloured
white and purple (Décor I: pl. 335a).

Between the large medallions on the western side is a medallion (Fig. 9) con-
taining concentric geometric/flower patterns: a schematic flower with edges
decorated in alternating grey and orange, and petals coloured orange, brown and
black. The centre of the flower is decorated with coloured concentric circles sur-
rounded by a rope pattern.

Between the large medallions on the northern side is a medallion (Fig. 3), in
which there is a square containing a diamond designed in a rope pattern. Within
the diamond is a circle, divided into four. The corners of the square are decorated
with a rainbow pattern in black, orange, grey and purple.

In the space formed between the medallions and the border on the western side
are two semicircles. The northern one (Fig. 5) contains concentric semicircles
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in grey, brown, and orange. The southern one (Fig. 3) has a colourful net pat-
tern, schematically imitating a shell motif. In the space between the medal-
lions and the border on the northern side are two semicircles containing
dedicatory inscriptions. The text written in and outside the north-western circle
reads: “Nestabos the reader. Iaia his mother”, and in the north-eastern circle:
“Zonenos the monk™ (trans. Di Segni 2012: 154-157) (Fig. 3).

The decoration in the corners of the carpet, that is, the space formed between the
medallions and the border, is not precise and in some places spills over and fills
the space between the medallions. The south-western and north-eastern corners
of the carpet are decorated with a rainbow pattern (Fig. 8). The north-western

Figure 7
Nave carpet: radial harmonic shield
medallion.

Figure 8
Nave carpet: harmonic shield medallion of
the concentric circles type.
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Figure 9
Nave carpet: geometric medallion and bird.

Figure 10
Geometric panel to the west of the nave.

corner is decorated with lines/waves in grey, orange and black. The north-east-
ern corner has not survived.

b. A long, narrow panel has survived to the west of the carpet, which is likely to
have extended the entire width of the nave. The carpet is geometric, and deco-
rated with a pattern of a grid of squares containing small diamonds (Fig. 10).

The grid and the diamonds are formed with a black outline, and the diamonds are
filled in orange. In the centre of each diamond is a single white stone. Scattered
around the panel are simple diamonds of different sizes.

c. On either side of the base of the only column that has survived in sifu out of
the northern row of columns of the basilica, two geometric panels have been
preserved (Fig. 11). The panel on the eastern side is partly preserved and is deco-
rated with a grid of dark coloured diamonds containing white circles. Around the
edges, white triangles are formed. The panel on the west side (Fig. 12) consists
of a grid of interlaced squares and diamonds in the centre (Avi-Yonah 1933: H2;
Ovadiah - Ovadiah 1987: H2), and a grid of diamonds and triangles at the sides.
The grid of squares is populated alternately by small squares and Xs creating
four triangles, each decorated in varying colours of red, pale red, beige, grey,
light brown, orange, pale yellow, and white. Despite the simple geometric pat-
tern, the use of a variety of colours creates a very rich panel. Nearby, along the
western edges are black-outlined lozenge shapes, in which are concentric lo-
zenges in reddish and grey colours.
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d. The north aisle is decorated with a geometric mosaic (Fig. 2), of which the

north-western corner has survived. The aisle mosaic is surrounded by a simp-

le border of lines, and decorated with a grid of interlaced octagons in which

squares are set. The interlacing of the octagons creates hexagons surrounding the

squares (Avi-Yonah 1933: H3; Ovadiah - Ovadiah 1987: H3; Décor I: pl. 128a).

Small lozenges facing in different directions populate the squares and hexagons,

and small triangles decorate the opposing corners of each hexagon, thus form- ~ Figure 11

ing a dense and crowded grid*. Inset in the geometric grid is a large square, in ~ A"¢ient phase A —column base — view to the
which there is a medallion containing a Greek inscription (Fig. 13). The inscrip- west:

tion reads from west to east: “Lord Jesus, help thy handmaid Marcella, for she

founded [a holy church (?) of - -] and of Virgin Mary” (trans. Di Segni 2012:  Figure 12

157). The space formed between the medallion and the corners of the square is ~ Western panel between columns.

Figure 13
Greek inscription in the northern aisle.

4 The carpet was left in situ and covered. Only black and white photographs remain, and therefore it is
not possible to note the colours of the carpet.
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Figure 14
Amphora set in the border of the nave
carpet.

decorated with a zigzag pattern in grey, orange, light brown, purple, black, and
beige. The borders surrounding the carpet are white, and are decorated with
small diamonds, far apart from each other at irregular distances.

Technical and Stylistic Analysis of the Central Carpet

The mosaic is made up of figurative, plant, and geometric motifs, schematically
and imprecisely designed, and no care is given to proportional relations between
the different motifs. The components are designed with a dark outline and have
a generally flat appearance, with no attempt to create any illusion of volume. The
elements of the composition are carelessly drawn.

Design of the Inanimate Objects

The amphora (Fig. 14) is made up of a round body, short neck, and two carrying
handles on the shoulders. All of the details are outlined in black. The spherical
body is divided around its width by two parallel lines, between which there are
orange, grey, and yellow squares. The lower part of the amphora is reddish in
colour, on which an unclear motif is depicted. The upper part of the vessel is
divided into a grey area, an orange/light brown area, and a grey neck. The orna-
mentation is decorative and flat.

The cross (Fig. 4) is outlined in orange and filled with yellow and beige tesserae.
Light and dark brown tesserae are distributed at random, and do not create the
gemstone motif common in crux gemmata type crosses.

Design of the Geometric Motifs

The radial and converging harmonic shields (Figs. 7-8), the shell, and the geo-
metric motifs are designed in a variety of colours. However, all the motifs are
very flat, other than the Solomon’s knot motif (Fig. 5), whose loops are drawn
accurately and given volume by the use of graduated colour, from light to dark,
and emphasizing the points where the loops meet with single white stones. The
absence of a preliminary scheme before laying the mosaic resulted in the mo-
tifs being positioned imprecisely and carelessly. The medallions and semicircles
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overlap each other, sometimes cutting through each other, and sometimes be-
coming smaller or larger in order to fill a space. The sides of the squares that
are set inside each other are unequal, and a distorted pattern is formed. Thus the
design of the rope and laurel wreath pattern is careless to the point where the
latter becomes a geometric pattern rather than a vegetal motif (Avi-Yonah 1933:
A18). The little birds and diamonds fill the background in a random manner,
without prior planning of the composition, and are inaccurately designed. The
rainbow pattern and the wave patterns that decorate the corners of the carpet
have also lost their characteristic three-dimensional nature, due to the absence of
graduated colours. The rows of colours (pink, black, and grey) do not create the
necessary sense of volume.

The lack of sophisticated use of colours in the design of the harmonic shields,
and the placing of colours at random, rather than graduated as is usual in this
pattern, turn the shields into relatively flat patterns, in which the characteristic
illusion of circular movement is limited. This contrasts with the typical har-
monic shield design made up of colourful squares laid in diagonal lines, gradu-
ally increasing towards the outer edge and thus creating the illusion of circular
movement, endlessly converging or opening out, such as those that appear in the
Antioch mosaics in the ‘House of the Amazonomachy’, the Bath of Apolausis,
and the mosaic from Daphne, dated to the second half of the 5" century AD
(Levi 1947: 1I: pls. LXVIIIb, CXXIa, CXXIIIa; Cimok 2000: 238, 240 figs.
on pp. 238, 240). The pattern is similarly found in the centre of the nave in the
churches of Israel, sometimes by dedicatory inscriptions, such as in the Church
of Bishop John at Gan Yavneh (AD 511) (Habas 2012a: 131 figs. 1, 4; 2012b:
510-511 fig. 15), and in the church at Khirbet el-Shubeika (AD 785/6), where a
Greek cross is set in the centre of the shield (Syon 2003: 79 figs. 3,7). In Jordan,
it appears in the Church of Saints Cosmas and Damianus (AD 623/4) at Khirbat
Dariya (Karasneh 1997: 28-30, 33-34 figs. 12, 18; Habas 2012b: 508-599 fig.
12). The colourful, flat depiction of the radial harmonic shield in the church at
Ozem has similar parallels, where the ribs of the shield are coloured, and each
rib is decorated in a different, uniform colour. In these cases, the illusion of
circular movement is obtained by means of the curving ends of the ribs of the
shield, reminiscent of a weathervane, as in the upper floor of the synagogue at
Horvat Susiya (Peleg 2006: 67-68 fig. 98), and the mosaic of the church in the
monastery at Khirbet ed-Deir (Talgam 1999: 111 fig. 13). A perfect illusion of
infinite circular movement is achieved in radial harmonic shields in which each
rib is designed in a colour laid in a diagonal line, creating the illusion of move-
ment, as in the church of Khaldé-Choueifat, Lebanon (Chéhab 1957: 112; 1959:
pl. LXXII.2; Donceel-Volte 1988: I: fig. 351, II pl. 15).

Design of the Vegetal Motifs

In the lotus flowers of the border (Figs. 3, 5), the lower part of the cup is grey
and orange, while the upper part is beige and white. The absence of graduated
colours creates flat flowers. A flat design, but one which uses two shades for the
lower part of each lotus cup, is found in the burial chapel of the Monastery at
Khirbet ed-Deir in the Judean Desert, dated to the last quarter of the 5™ century
AD (Talgam 1999: 113, 116 fig. 18), in the nave of the synagogue at Ma’on
(Nirim) (Avi-Yonah 1960: 86 pl. 92), and in a floor from Daphne-Antioch, dated
to the 5" century AD (Cimok 2000: 48 fig. 9).
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Figure 15
Peacock set in the border of the
nave carpet.

The Design of the Figurative Components

The design of the little birds, both in the border and in the carpet (Figs. 3, 6,
9), makes use of black lines to depict the outside of the body and the wing. The
upper part is dark, while the abdomen is light in colour. The feet are shown in
purple, a black dot denotes the eyes, and the triangular beaks are red. The depic-
tion of the bird to the south-west of the central medallion is slightly different: the
bird’s body is decoratively embellished by lines of stones in different colours.

The peacocks are designed in the same way (Figs. 3, 15): the body is shades of
black, while the upper part is designed as a half-ellipse in orange, and beneath
it rows of brown stones follow the elliptical outline. The wing is indicated by
two rows of light brown stones, separated from each other by a row of black
tesserae. A single grey stone marks the eye. While the head, neck and body are
depicted from the side, the peacock’s long tail is shown from above, revealing

the decorative eyes of the tail feathers. Each eye appears as a light brown circle,
within which there is an orange circle, and at the centre, a single black stone. The
depiction of the peacocks combining two viewpoints originates in the accepted
formula in use in Roman and Byzantine mosaics (Habas 2016: 279-280 and the
reference there).

The pair of lions (Fig. 4) is designed very schematically and the proportions of
the body parts are distorted. The body is outlined with a brown line, filled in
yellow, with scattered brown and beige stones. The mane is denoted by parallel
orange diagonal lines. A small black circle surrounding a white stone marks the
eyes. The mouth is open, revealing a red tongue. The paws are shown as alternat-
ing black and red dots, and the tail curls up in a semicircle. The donkey (Fig. 3)
is depicted with a black outline filled with alternating rows of black and orange
following the outline of the body. His tail is short, and his hoofs are shown with
black, orange and white dots.
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The decorative depiction of coloured rows in the little bird and the donkey, the
uniform fill of the bodies of the other birds and the lions, and the lack of varied
and graduated colours — all these give the animals a flat and schematic design,
far from the natural model. The mosaic tesserae in the empty areas between the
motifs were laid in different directions, and as a result the motifs are swallowed
up in the background. In only a few cases, it can be seen that the rows of tesserae
were laid following the outline of the motifs — a method that could have made
the components of the composition more prominent.

The size of the stones is not uniform, varying from one motif to another, between
0.5 cm? and 1.8 cm?. Even the cutting of the stones into a general shape of a
square or rectangle is characterized by a lack of precision. The density of the
tesserae per square decimetre is 64 (the lotus border and the lion), 81 (medal-
lions) or 100 (peacocks).

Researchers determine the quality of laying mosaics according to the density of
tesserae per square decimetre. According to Avi-Yonah, group A of the mosaics
at Ozem are of high quality (a density of 42 — 100 tesserae per square decimetre),
while according to Dauphin, they are of medium quality (a density of 60 — 110
tesserae per square decimetre) (Avi-Yonah 1934: 72; Dauphin 1976: 123-125,
133 fig. 6). Tesserae of coloured limestone were used for the mosaic, while the
grey tesserae are made of grey veined marble.

The Compositional Array

The iconographic plan whereby the motifs and inscriptions face in different di-
rections forces the worshipper to move in all directions, in and around the panel,
in order to see one motif or another. This movement is heightened by the four
large medallions, set in the corners of the carpet and decorated with harmonic
shields, which are characterized by the illusion of infinite circular movement,
causing the worshipper to stop and focus his gaze on the centre of the carpet — on
the inscription set in the central medallion, marking completion of construction
of the church, and read from west to east. Turning to the north the worshipper
will see a pair of peacocks, and the other inscriptions can be read when standing
on the northern side of the panel or in the northern aisle and looking towards the
south. The depiction of the lions on either side of the cross on the western side of
the border can be seen by the worshipper when standing in the nave and looking
west — towards the exit.

The choice of a carpet for the nave that is complex and rich in motifs, by com-
parison with the simple geometric carpet in the northern aisle, expresses the
hierarchic approach that exists in the mosaics adorning the churches and syna-
gogues in the Byzantine period. The hierarchy indicates the importance given to
the nave of the basilica, and the tendency to decorate secondary spaces, includ-
ing the aisles, with simple geometric or vegetal nets (Habas 2016: 280 and the
reference there).

The Iconographic Meaning

The Lions in Antithetical Array and the Cross

The antithetical array is very common in mosaic floors in the churches of Israel,
Jordan, Lebanon and Syria (Donceel-Voiite 1988: I: 478-479; Habas 2005: I:
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136-139, 154-158,206-208, 364-378; Hachlili 2009: 199-208). This is a compo-
sition that takes the animals out of context, landscape, and movement, and places
them facing a central, inanimate motif, dedicatory inscription, vegetal motif, or
religious symbol. An antithetical array of lions and lionesses is frequently found
in mosaic floors in Israel, such as in the churches at Hazor-Ashdod, Khirbat
‘Asida, Horvat Be’er Shem‘a, and the burial chapel of Saint Stephen in Mount
Zion in Jerusalem, as well as in the synagogues at Hammath Tiberias, Hammath
Gader, Na‘aran, and Ma‘on (Nirim). In Jordan, it can be seen in the Lower
Chapel of the Priest John in Khirbat al-Mukhayat, the chapel of Suwayfiyah, the
church at Petra, and the Church of the Lions at Umm al-Rasas (Habas 2016: 281
and the reference there).

In the church at Ozem, the pair of lions in antithetical array faces towards a Latin
cross. Above the horizontal arm of the cross are the Greek letters alpha and
omega, which are an accepted abbreviation of d(lga) (vat) O(UEya), referring
to the words of Jesus in Revelation 1:8: “I am the Alpha and the Omega, says the
Lord God, who is and who was and who is to come”; and in Revelation 22:13: “I
am the Alpha and the Omega, the first and the last, the beginning and the end”.
Below the horizontal arm are the Greek letters iota-chi, representing ‘T (noodg)
X(010t0¢) (Avi-Yonah 1940: 53,73).

The choice of placing a lion next to a cross and the Greek letters A, Q, I, X is not
coincidental. In ancient cultures the lion is described as having divine qualities,
and is a symbol of power and strength. Accordingly, gods and heroes adopted the
figure of the lion (Charbonneau-Lassay 1974: 35-37; Pollitt 1986: 26, 36-37). In
Judaism, the lion appears on King Solomon’s throne as a symbol of government
(1 Kings 10: 20) and in Jacob’s blessing (Genesis 49: 9-10), and was one of the
four creatures in the vision of Ezekiel (Ezekiel 1:10), and in this way passed into
Christianity (Revelation 5:8; 6:5-6). The positive qualities of the lion as a sym-
bol of strength and courage in antiquity and its appearance in Jacob’s blessing
led the Church Fathers to draw an analogy with Jesus Christ, based on John’s
vision in Revelation 5:5: “Then one of the elders said to me, Do not weep! See,
the Lion of the tribe of Judah, the Root of David, has triumphed. He is able to
open the scroll and its seven seals”, and to see it as a symbol of the Resurrection.

Origen, Epiphanius, and the Physiologus quoted a legend from the writings of
Aristotle, Pliny and Plutarch, telling of a lioness who gave birth to dead cubs,
and for three days the cubs gave no sign of life. On the third day the lion returned
and brought them back to life with a roar or exhalation, and the Christian mean-
ing is: “Just so did the Father Omnipotent raise Our Lord Jesus Christ from the
dead on the third day” (trans. White 1954: 8; French 1994: 279; Kalof 2007: 46;
Salisbury 2011: 86). The Church Fathers also drew an analogy with the story of
Christ resurrected after three days (Acts of the Apostles 26:23), and according
to Paul, Christ will bring his followers back to life (Epistle to the Romans 6).
Another legend describes the lion sleeping in the desert with his eyes open, and
the Church Fathers interpreted this thus: “In this very way, Our Lord also, while
sleeping in the body, was buried after being crucified - yet his Godhead was
awake. As it is said in the Song of Songs, ‘I am asleep and my heart is awake’, or
in the Psalm ‘Behold, he that keepeth Israel shall neither slumber nor sleep’...”
(Etymologies 12, 2: 4-5; trans. White 1954: 8; Barney et al. 2006: 251). Hilarius
and Augustine drew a parallel between the unique way in which the lion slept
and the ever-watchfulness of the Messiah, who sees all and protects the souls
of the faithful from all harm, like the Good Shepherd keeping his flock (in
Charbonneau-Lassay 1974: 37-44). The lion symbolizes the Evangelist Mark,
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because he dealt a great deal with the resurrection of the Messiah and empha-
sized the kingdom of Christ (Ferguson 1961: 21-22), as in the words of Jerome:
“Mark is depicted as a lion because his gospel tells mainly of the resurrection;
and indeed they say that for three days after they are born, lion cubs sleep like
the dead, and then they are woken by the roars of the mother lioness...”. These
interpretations were adopted in Christian iconography (Testini 1985: 1147-1150;
Baudry 2009: 108-109).

The appearance of crosses in mosaic floors in churches in the Holy Land is com-
mon, and mosaic floors that have been exposed show that crosses also adorned
the inside of both secular and religious buildings. In ecclesiastical buildings,
crosses of different types are found in different areas (Hachlili 2009: 224-226
fig. XI: 2 pl. XI:2), visible to all, in passages between one area and another, at the
front of the entrances and liturgical areas, and in the liturgical spaces.

There are many examples from Israel, including two crosses which were un-
covered in the Monastery at Umm Deimine, one of them at the entrance to the
chapel (Amir 2012: 447, 481 fig. 46: 6; Magen - Batz - Sharuk 2012: 455-456
figs. 4 26-27). Other examples include two crosses set into the nave pavement
of the East Church at Mamshit (Mampsis). The first, a Maltese cross, is situ-
ated in front of the main entrance. The second, a Greek cross, is situated in
front of the bema (Negev 1988: 41-42 photos 40-42). In the Church of Saint
Bacchus at Horvat Tinshemet, a cross appears at the entrance to the northern
aisle (Dahari 2012: 106 figs. 4, 6). Crosses also decorate the centre of the halls,
as in the Northern Chapel of the church at ‘Anab el-Kabir (Amir 2012: 452
fig. 10; Magen - Peleg - Sharukh 2012: 349, 361-362 figs. 1, 4, 24, 39); in the
Monastery Church at Khirbet Yattir (Eshel - Magness - Shenhav 2000: 158 figs.
7, 10; Bordowicz 2007: 75-77 figs. 31,71, 94-95); in the northern chapel of the
Central Church at Beit ‘Anun (Amir 2012: 457 fig. 48:3; Magen 2012: 153 figs.
34, 63); and in the northern aisle of the church at Shavei Zion (Avi-Yonah 1967:
49 pls. XX VII-XXIX, XLb plans 2, 7).

Crosses are frequently located at the eastern end of the halls (the nave and the
aisles), and at the front of the liturgical spaces (bema and sacristies), thus empha-
sizing the transition from the open space intended for lay worshippers to the
enclosed space in which the ritual was held, intended only for the clergy: crosses
appear at the eastern end of the nave of the church at Khirbet Zur (Batz - Sharukh
2012: 16-17 figs. 13, 19), in the church at Khirbet el-Shubeika (AD 785/6) (Syon
2003: 79 fig. 7), and in the southern aisle of the Church of Saint Bacchus at
Horvat Tinshemet (Dahari 2012: 106 figs. 4, 7).

In the liturgical spaces crosses sometimes emphasised the apses, as in the church
at Khirbet el-Beiytidat (Hizmi 1990: 252-254 fig. 6 plan on p. 246); in the church
at Khirbet Umm er-Rus (Magen - Kagan 2012: 126 figs. 238:1, 238:3); in the
Southern Chapel of the monastery at Beth Hashitta (Aharoni 1954: 212 fig. 1 pl.
7:2); in the Western Church at Tel Kerioth (Govrin 2006: 46-47, 115-116 figs.
31-32, 109 pl. 14); and in the Western Church at Horvat Qastra (Finkielsztejn
2005: 442-443 figs. 10-11)3. Crosses also mark altar tables or offering tables,
as in the church at Shavei Zion (Avi-Yonah 1967: 48 pls. VIIb, X-XI, XXVIIb,
XXXVIIIb plans 4, 8). In these depictions in liturgical spaces, the cross empha-
sizes the Eucharist ritual that takes place in the bema or in the apse, and the
sacrifice of Christ.

5 My deepest gratitude for pictures and cooperation to the excavator Gérald Finkielsztejn, IAA.
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Depictions of crosses accompanied by the Greek letters AQ are also found
in Israel, such as in the centre of the southern aisle of the church at Aluma®,
the church at Tiberias,’ the narthex of the church at Nesher,? and the chapel at
Horvat Hermeshit (Greenhut 1998: 122 fig. 4). They have been found in Jordan,
at the entrance to a private house in Tell Ma‘in (Piccirillo - Acconci 1997: 488-
4809 figs. 1-2), and in the northern apse of the church at Hufa al-Wastiyah (Abu
Dalu 1994: 13 figs. 5, 11). A monogrammatic cross appears in the cave/grotto at
Nazareth (Bagatti 1967: 99 fig. 55), and in the north-western room of the church
at Evron (AD 442/3) (Ovadiah - Ovadiah 1987: 59-60 pl. XLIX.2 no. 80).

Roussin saw the cross and the Christogram as the most common Christian sym-
bols in the mosaic floors of churches in the Holy Land; however, Talgam drew
attention to the fact that despite the discovery of crosses in many churches, they
are still few in number by comparison with the hundreds of churches adorned
with mosaics that do not contain crosses (Roussin 1985: 59-74; Talgam 2014:
477).

The appearance of crosses in mosaic floors in churches would seem to be
surprising, because it contravenes the edict issued in AD 427 by the Emperor
Theodosius II prohibiting crosses on floors: “It being our concern to preserve by
all means the faith in God Supreme, we hereby decree that no-one shall carve
or draw the sign of the Lord our Saviour on the floor or on a slab of marble laid
over the ground; those that are found shall be removed, and whoever dares to
break this law shall be punished with a heavy fine” (Cod. Just. 1, viii; trans.
Mango 1986: 36). However, this edict had little influence on the mosaics of our
region. The lack of compliance with the prohibition of Theodosius is attested to
by the archaeological evidence of crosses carved in stone or incorporated in the
mosaic floors in churches in Israel and Transjordan (Habas 2005: I: 313-315,
372-373; 2015; in print; Hachlili 2009: 225-226), Syria, and Lebanon (Donceel-
Voite 1988: I: 17-18, 22, 28,262, 265-266, 428, 436). The survey of crosses in
mosaic floors in churches and chapels in the Holy Land, all of which were built
and embellished with mosaics after the edict was announced, testifies to the gap
between the spirit of the edict and reality on the ground (Habas 2005: I: 370-373,
378-384; 2015, where there is a detailed discussion and references).

Evidence of failure to comply with the edict can also be found in the fact that an-
other edict was published in AD 691, included in the canons of the Ecumenical
Council in Trulo. Cannon LXXIII renews the edict of Theodosius, and repeats
the prohibition against representing and depicting the cross in inappropriate
places: “Since the life-giving cross has shown to us Salvation, we should be
careful that we render due honour to that by which we were saved from the
ancient fall. Wherefore, in mind, in word, in feeling giving veneration to it, we
command that the figure of the cross, which some have placed on the floor, be
entirely removed there from, lest the trophy of the victory won for us be des-
ecrated by the trampling under foot of those who walk over it. Therefore those
who from this present represent on the pavement the sign of the cross, we decree
are to be cut off”.? This points to the continued existence of crosses in church

6 The church at Aluma has not been published yet. My deepest gratitude for pictures and cooperation to
the excavator Daniel Varga, IAA.

7 Not yet published, excavated by M. Hartal, IAA.
8 Not yet published, excavated by S. Kol-Yakov, University of Haifa.

9 H.R.Percival (ed.), The Seven Ecumenical Councils. The Council in Trullo: Quinisext Council, Pub-
lished by P. Schaff, New York: Christian Literature Publishing Co., 1886; Trans. http://mb-soft.com/
believe/txud/counci34.htm ch. Pidalion, Canons of the Orthodox Church, Athens, 1957, 283.
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floors in practice (Kitzinger 1970: 646-647 note 39; Tzaferis 1971: 61-63). As a
symbol of redemption, protection, health and good fortune, the cross has become
a powerful divine symbol, and the personal symbol of Christ. These meanings
explain why the imperial decree was not upheld, despite the conflict of potential
desecration of the sacred symbol because some of the crosses were in places
where people would walk and step on them. Hence the opinion of those who
consider the date AD 427 as the terminus post quem for cross representations
must be rejected, since crosses were placed in mosaic floors before, during and
after the edicts were issued.

The Peacocks

The cross and the letters AQ and IX therefore represent Christ. The appearance
of the peacocks underlines the salvation and redemption that Jesus brings to his
followers, an aspect that stems from the peacock being a symbol of resurrection
in pagan cultures. Aristotle and Pliny attributed to the peacock the ability to
preserve its body, and not to decay. The peacock loses its beautiful tail feathers
before the winter, and grows them again in the spring, and thus became a sym-
bol of resurrection of the dead (Aristot. hist. an. X, 7; Plin.nat. X, XXII, 43-44;
Leclercq 1937: 1075-1076; Blanchard-Lemée 1996: 255). In Roman Imperial
iconography, peacocks accompany the souls of the Roman Empresses to heaven
in scenes of the imperial apotheosis (Charbonneau-Lassay 1974: 623; Dunbabin
1978: 166; Testini 1985: 1125). The pagan concept of the indestructible body of
the peacock and the fact that it was a symbol of resurrection and eternity were
adopted in Christianity, and passed into its iconography. They are manifested,
among other things, in the church mosaic floors (Habas 2005: 1: 443-447; 2014
149).

Mosaics Group B (The Second Phase of the Church)

a. In the west of the church at Ozem is a long and narrow carpet (Figs. 1, 16).
The carpet is surrounded by a simple double border (Avi-Yonah 1933: Al) in
grey and white, and inside it a frame of interlaced circles. The interlaces are
made up of two ribbons in graduated colours: one ribbon is grey, white, beige,
yellow-light brown, and grey. The other ribbon is grey, beige, pink, orange, and
grey. The circles are interlaced in a loop, emphasized in the centre with a single
white stone. The carpet is decorated with a rich geometric grid, made up of large
and small white circles in a central row, and semicircles touching the border. In
the circles of the central row are large and small diamonds, and set in them are
various interlaces on a dark background. Set in the semicircles are triangles, and
in them are geometric interlaces and patterns.

The geometric grid is complex, and trompe-1’oeil illusions are created between
its elements, since the space formed between the circles and the semicircles
creates a kind of hourglass pattern, emphasized with a dark colour, and the space
between the different diamonds and the triangles creates white frameworks in
which these hourglasses are set, in alternating yellow and red. The large dia-
monds are populated by a variety of interlaces: a guilloche made up of three
ribbons, a square guilloche with curving ribbons (Fig. 17), and a square guil-
loche with angular ribbons (Fig. 18). The small diamonds are populated by a
Solomon’s knot with alternate rounded loops (Fig. 19), and angular loops (Fig.
20) (Avi-Yonah 1933: I11; Ovadiah 1980: 14; Décor I: 42-43 pl. 409¢). The
triangles next to the border are populated by colourful interlaces and crow-steps
(Ovadiah 1980: A5-6). In the surrounding margins are small diamonds.
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Figure 16
Mosaics group B: long, narrow geometric
carpet.

Figure 17
Long, narrow geometric carpet: square
guilloche interlace with curling ribbons.
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Figure 18

Long, narrow geometric carpet:
square guilloche interlace with
angular ribbons.

Figure 19
Long, narrow geometric carpet:
Solomon’s knot with rounded loops.
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Figure 20 , Technical and Stylistic Analysis
Long, narrow geometric carpet:
Solomon’s knot with angular As in the border, the artist has also used graduated colours to design the ribbons

loops and graduated triangle. that make up the interlace in the carpet. In this way, a three-dimensional illusion

has been created in the patterns.

Most of the tesserae are square or rectangular, cut in varying sizes, and some
are cut into triangles as necessary. Their size is between 1, 1.2, and 1.5 cm. The
tesserae are laid carefully and well, as is the design of the patterns. The density
of the tesserae in square decimetres is 42 and 64 in the border, and 72, 81, and
90 in the carpet interlaces. Similar to mosaics group A, mosaics group B is de-
fined as high quality by Avi-Yonah, and medium quality by Dauphin (Avi-Yonah
1934: 72; Dauphin 1976: 123-125, 133 fig. 6). Most of the tesserae are made of
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limestone, in red, pink, white, brown, yellow, and beige; the grey tesserae are
veined grey marble, and the red tesserae are terracotta. The background stones
are laid in accordance with the nearest pattern, thus emphasizing it.

b. To the south of the long carpet, part of a small panel has survived, decorated
with rows of squares laid in colours creating multi-coloured diagonal stripes
(Fig. 21).

c. To the east of the long carpet, part of a narrow panel has survived, decorated
with lozenges laid in different directions - one light on a dark background, and
the other light on a light background.

d. In the east a square panel has survived, inset with a circle populated by eight
concentric circles of different sizes, around a square guilloche set in the centre.
The corners of the square are decorated with a rainbow pattern. The square panel
was originally part of a narrow carpet, made up of several squares and spread
across the width of the nave, of which only the remains of the border have sur-
vived. Small diamonds were set in the surrounding margins (Fig. 22).

Mosaics Group C (The Third - Late — Phase of the Church)!©

a. On the north-western side a carpet was uncovered, decorated with a pattern of
interconnected octagons set with small squares (Fig. 1), which is identical to the
north aisle floor of the ancient church (Avi-Yonah 1933: H3; Ovadiah 1980: H3).

b. On the south-western side, the remains of a carpet decorated with a scale pat-
tern were found (Fig. 1) (Ovadiah 1980: J3).

The Date of the Mosaics

Mosaics group A is dated to AD 430/1 — the date of completion of construc-
tion of the ancient church, which appears in an inscription in the nave carpet.
The palacography — the square letters — is also characteristic of the 5™ century
AD. Also characteristic of the 5" century AD is the flat style of the mosaics, the
geometric trend, and the different viewpoints. The mention of Virgin Mary in
the northern aisle without the title Theotokos also, in the opinion of Di Segni,
points to a date prior to the first Council of Ephesus (AD 431), at which Mary
was proclaimed Mother of God. Following this declaration, many churches were
dedicated to Maria Theotokos (Di Segni 2012: 157).

Due to the differences in heights, it is clear that mosaics group B is later than
group A, and there is a clear difference in the quality of laying the mosaics,
which is careful and good quality in group B. The different hints at a different
group of artists. Mosaics group C is the latest in the building. The date at which
the church was abandoned is not clear, and it was destroyed due to building in
the Middle Ages.

Conclusions

The three stages in the mosaic floors of the church at Ozem add to our un-
derstanding of the internal developments in the history of the church, whose
construction began in AD 430/1, and which continued to function through the
5™ and the beginning of the 6™ centuries, with renovations to its structure and

10 The carpets remain in situ. No details were found in the Antiquities Department archive file on the
mosaics group C, other than their mention in the plan of the church.
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Figure 21

Panel of squares creating colored
diagonal lines to the south of the long,
narrow geometric carpet.

Figure 22
Panel of circles.

decoration. We also learn about the choice of motifs, and the technical and sty-
listic changes that took place between the different stages.

The names of the donors appearing in the dedicatory inscriptions, which include
women and men from the Christian community alongside the name of a monk,
testify to cooperation between the clergy and the lay members of the community
in the construction and adornment of the church — a common phenomenon that
appears in many inscriptions found on mosaic floors in the churches of the Holy
Land.

The cross and the letters A Q, and I X in a mosaic floor dated to AD 430/1 pro-
vide another example contributing to the survey of crosses in mosaic floors in
churches and chapels in the Holy Land, all of which were built and embellished
with mosaics after the edict issued in AD 427 by the Emperor Theodosius II pro-
hibiting crosses on floors, and testifies to the gap between the spirit of the edict
and reality on the ground.
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Sinop Balatlar Kazisinda Ortaya Cikarilmaya Baslanan Erken
Bizans Dénemi Déseme Mozaikleriyle 1lgili 11k Veriler

First Data on the Floor Mosaics of an Early Byzantine Church Being
Excavated Recently in Sinop Balatlar

Giilgiin KOROGLU" - Emine TOK™

(Received 03 March 2018, accepted after revision 09 July 2018)

Oz

Sinop’ta Balatlar Kilisesi adiyla taminan yapt kalintisi, aslinda Ge¢ Roma Dénemi’ne ait bir imparatorluk
hamam kompleksidir. 2010 yilindan beri yapilan arkeolojik kazilar, yapinin daha erken doneme ait kalintilar
iizerine, Ge¢ Roma Donemi hamamu olarak insa edildigini, buluntularin da IO 6. yiizyildan 20. yiizyila kadar
gecen uzun bir siirece ait oldugunu ortaya ¢cikarnustir. Hristiyanligin resmi din olarak ilan edildigi 4. yiizyil
sonu ya da 5. yiizyilda hamamin caldariumu kiliseye, tepidariumu avluya ve frigidarium boliimii de mezarlik /
gomii alamina doniistiiriilmiistiir. 7. yiizythn ilk yarisinda biiyiik kilisenin tahrip olmasindan sonra sicakligin
gliney hag¢ koluna ve palaestranin batisina yeni kiliseler insa edilmistir. 13. yiizyildan 20. yiizytlhin ilk yarisina
kadar gegen siirecte ise yapi kompleksinin icinde baska bir kilise varligint siirdiirmiigtiir.

Balatlar’daki en eski kilise 4. yiizyil sonu ya da 5. yiizyila tarihlenen VIII no .lu mekdndaki (caldarium) kilisedir.
Kilisenin icinde, avlusunda ve frigidariumda genis bir mezarlik alanmi bulunmugtur. Bu ¢alisma kapsaminda,
2016-2017 yili kazt sezonlarinda bir boliimii giin ws1gina ¢ikarilmis Erken Bizans Donemi’ne ait mezarlik
alamindaki doseme mozaikleri tamitilacaknir. Bagisct yazitlart iceren ve Hristiyan inanciyla iligkili ikonog-
rafik anlam tasiyan mozaik panolarda cok renkli dekoratif geometrik, bitkisel ve figiirlii desenler birlikte
kullanilmugtr.

Anahtar Kelimeler: Sinop, Balatlar Kilisesi, mezar mozaikleri, kus mozaikleri, kartal.

Abstract

The remains of the structure known as the Balatlar Church in Sinop are originally an imperial bath complex
from the Late Roman period. The archaeological excavations since 2010 have revealed that the bath was built
in the late Roman period on the remains of an earlier structure and the finds that covers quite a wide range
of time from 6" century BC to 20"century AD. When the Christianity became the official religion; at the end
of 4" century or in the 5" century caldarium of the bath was transformed into a church, while tepidarium was
turned into a courtyard and frigidarium into a graveyard/burial area. After the destruction of the bigger church
in the first half of the 7" century, new churches were built to the southern cross of caldarium and western part
of palaestra. From the 13" century until the first half of the 20™ century another church within the building
complex continued to exist.

The oldest church in Balatlar is the one in area no VIII (caldarium) dated to the 5"-6" centuries. A large ce-
metery has been found within the church, in the courtyard and at the frigidarium. In this study, floor mosaics
from early Byzantine period unearthed at the cemetery during the 2016-2017 excavation seasons will be in-
troduced. In those mosaics, which also contain inscriptions of the benefactors, we observe that multi-colored
decorative geometric, floral and figurative designs that are connected to Christian iconographic repertoire
were used together.
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Sinop’ta Balatlar Kilisesi adiyla tanman yap: kalintisi, aslinda Ge¢ Roma
Donemi’ne ait bir imparatorluk hamam kompleksidir (Res. 1-2). 2010 yilindan
beri yapilan arkeolojik kazilar, yapinin daha erken doneme ait kalintilar
lizerine, Ge¢ Roma Donemi hamami olarak inga edildigini, giin 1s181na cikarilan
mimari ve kii¢iik buluntular da 10 6. yiizyildan 20. yiizyila kadar gecen uzun
bir siirecte alanin kullanmildigin1 ortaya ¢ikarmistir. Hristiyanligin resmi din
olarak ilan edildigi 4. yiizy1l sonunda ya da 5. yiizyillda hamamin caldariumu
kiliseye, tepidariumu avluya ve frigidarium boliimii de mezarlik/gémii alanina
dondistiiriilmiistiir. 6. ylizy1l sonu ya da 7. ylizyilin ilk yarisinda biiyiik kilisenin
tahrip olmasindan sonra sicakligin giiney hag¢ kolu ve palaestranin batisindaki
mekanlara yeni kiliseler insa edilmistir. 13. yilizyildan 20. yiizyilin ilk ¢ceyregine
kadar gecen siirecte kent once Sel¢uklu ve daha sonra Osmanli egemenligindedir.
Bu donemde de biitiin yap1 kompleksini kapsayan alanda Meryem’in Oliimii/
Uykusu (Koimesis) Manastiri bulunur!. Roma hamaminda tepidarium olan yapi,
daha sonra erken Bizans doneminin avlusu olmus, 13. yiizyildan sonra da bu

1 Manastir ayrica Bagmelek Mikail’in adiyla da anilmistir. Hem Meryem’in 6liimii, hem de Hristiyan
inancta can alan melek Mikail’in ad1 6zellikle oliimle iliskili kiliselere verilmistir. Balatlar’da bu do-
nemde kentin Rum Ortodoks cemaatinin gomiildiigii 6nemli bir mezarlik vardir.

Resim 1
Sinop Balatlar Kilise kazi1 alan1 haritasi.

Resim 2
Sinop Balatlar Kilise kazi1 alan1 genel
goriiniim.



Resim 3
Plan.
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yapinin kuzeybati kdse mekéani, Rum Ortodoks manastirinin kilisesi olarak 20.
yiizy1l ilk ceyregine kadar hizmet vermistir. Ozellikle 18. yiizyildan sonra biitiin
manastir alani ve gevresi kentin Rum Ortodoks mezarlig1 olarak kullanilmigtir.

Balatlar’daki en eski kilise, serbest hac planli caldariumun (VIII no.lu mekan)
dogu hac koluna apsis ve orta boliimiin zeminine bir kripta eklenmesiyle (4.
ylizy1l ikinci yarisi ya da 5. yiizyil baslari) olusturulmustur. Kazi ¢aligmalari,
bu mekanlarda Roma Dénemi’nde var olan havuzlarin doldurularak gémii alani
olarak kullanildigin1 gostermektedir. Caligmalarin 2016 yilinda alanin batisina
dogru geniglemesiyle birlikte Roma hamaminin frigidarium boliimii ortaya
cikarilmaya baglamigtir (Res. 3). 2016-2017 yili kaz1 sezonlarinda bu alandaki

erken Bizans Donemi’ne ait genis mezarligin bir boliimii ile gomiilen kisilerle
baglantili oldugu adak yazitlarinda belirtilmis olan doseme mozaikleri bu
calisma kapsaminda ilk kez tanitilacaktir.

2016 kaz1 sezonundaki ¢alismalar sirasinda kilisenin giineydogusunda X VI no.lu
mekan olarak adlandirilan frigidarium (IVi plan karesi) yapisinin giineydogu
duvar boliimiiniin hemen batisinda dort tarafi doseme mozaikleriyle kusatilmig
birbirine bitisik ikiz mezar vardir (Res. 4)2. ikiz mezarlarin hemen giineyine
sonradan agilmis oldugu anlagilan iiciincii bir mezar eklenmistir. Ugiincii mezar
mozaik bordiiriin diginda kalmaktadir. Tkiz mezarlarin iizerinin de orijinalde

2 Iki mezarm biitiiniiniin toplam kapsadig1 alan kareye yakin dértgen bir alan olup, burada beyaz tesse-
ralardan olugan bir fon iizerinde, Hristiyan ikonografisiyle ilgili bir kompozisyonun yer almig olmasi
miimkiindiir. Mezarlarin i¢ kistmlari da siva iizerine yapilmig resimlerle siisliidiir. Ozellikle giiney
taraftaki mezarda resimler iyi durumdadir. Dikdortgen bicimli mezar cukurunu ¢evreleyen duvarlarin
kapaga yakin olan boliimiinde, spiral kivrimlar yapan, aralarda {iziim salkimlar1 olan asma dalindan
olusan bitkisel bezeme bulunmaktadir. Mezar duvarlarinin alt kistmlarinda ise ortada, tizeri miicevher-
le siislenmis, kizil kirmizi boya ile yapilmis ha¢ (crux gemmata) betimleri vardir. Haglarin etrafinda
kardelene benzeyen saricicekler tasvir edilmistir. Ikinci mezarin da resimlerle siislendigi, tim siva
parcalar1 koparak mezar icine diismiis halde ortaya ¢ikartilmig olmasindan dolay1 anlagilmaktadir.
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mozaikle doseli oldugu anlagilmistir. Ne yazik ki mezarlar tahrip edilerek agilmais,
iclerindeki gomiiler ve mezar buluntulari soyulmustur. Bu tahribat sirasinda,
ikiz mezarlarin iizerindeki mozaik doseme panosu da kirilarak pargalanmis;
glinlimiize sadece mezarlarin etrafin1 ¢eviren panolar ulagabilmistir.

Mezarlarin dogusundaki pano temel geometrik motiflerle, kuzey ve giineyindeki
panolar bitkisel motiflerle siislenmistir. Bat1 yonde ise iki satirlik Yunanca yazit
ve figiirlii siislemeler iceren bir pano daha bulunmaktadir. Tesseralar (mozaik
kiipleri), cesitli renkte mermer ve tas cinsleri ile pismis toprak/kiremitten elde
edilmistir. Doseme, son derece 6zenli iscilikleri, maliyeti yiiksek malzeme seci-
mi ile iyi bir atdlye lriinii olarak kargimiza ¢ikar. Tesseralarin boyutlar: 0.6-1
cm arasinda degismektedir. Tesseralar genel olarak diizgiin dortgen sekillidir.
Bazi tesseralar, egri hatlarda dizilmek iizere diizensiz formlarda kesilmistir.
Figiirlii siislemelerin detaylarinin ise daha kii¢iik boyutlu tesseralarla yapildigi
dikkati ¢ceker. Desenler, sar1, koyu kirmizi, agik mavi, koyu mavi, siyah ve beyaz
renklerle islenmisgtir.

Mezarlarin Dogusundaki Mozaik Pano

Mezarlarin dogusundaki mozaik pano, iki mezari da smirlayacak sekilde
planlanmig olup temel geometrik motiflerle siislenmistir (Res. 5). 253x60
cm boyutlarindaki panonun etrafini digta, 1.5 cm kalinliginda siyah seritlerle
stnirlanmus biri beyaz, digeri kirmizi renkli iki bezemesiz bordiir ¢cevreler. Beyaz
serit 11.5 cm, kirmuz1 serit 10.5 cm genisligindedir. i¢ alan, birbirine diigiimlerle
baglanmig dairelerle olusturulmus orgii desenleriyle doldurulmustur (Décor I:
pl. 69, 119d) Biiyiik daireler, daha kii¢iik capli dairelerle diiglim yaparak ardigik
dizilim gosterirler.

Resim 4
Ikiz mezarlar iizerindeki mozaik doseme.



Resim 5
Mezarlarin dogusundaki mozaik pano.
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Dairelerin konturlart agik mavi, sar1, kirmizi ve koyu mavi tesseralar kullanilarak
cok renkli ¢izilmistir. Kiigiik dairelerin icleri sar1 ve kirmizi renkli tesseralarla
dorde boliinmiis; biiyiik dairelerin iclerine ise bitkisel desenler (dort yaprakl
cicek rozet) yerlestirilmistir. Dolgu motiflerindeki doniistimli uygulama, tipki
ana desende oldugu gibi siireklilik gostermektedir.

Doniistimlii biiyiik ve kiiciik dairelerden meydana gelen desen, Ge¢ Antik Cag’da
Akdeniz diinyasinda yaygin, temel geometrik motiflerdendir. Dairelerin icleri
her ne kadar farkli motiflerle doldurulsa da ana desene benzer Ornek olarak,
Anadolu’da Pisidia Antiokhiasi’ndaki Biiylik Bazilika/Aziz Paulos Kilisesi’nin
zemin dosemesi (4. yiizyil) (Kitzinger 1974: 386 res. 59; Taghalan 1997: 243
¢izim 1), Anadolu diginda, Nicopolis’teki (Yunanistan/Epirus) A Bazilikasi’nin
(6. yiizy1l) zemin dosemesi3 verilebilir.

3 Nikopolis 6rneginde desendeki renk uygulamas: kirmizi ve siyah genis bantlar seklindeyken, Sinop
Balatlar Kilisesi’'nde sari-kirmizi-siyah ve beyaz olmak tizere ¢ok renkli seritlerle yapilmigtir. Niko-
polis’teki biiyiik dairelerin i¢i kus figiirleriyle doldurulmugsken, Balatlar Kilisesi dosemesindeki biiyiik
dairelerin icleri bitkisel desenlerle siislenmistir. Nikopolis A Bazilikasi’ndaki desen i¢in bk. Kitzinger
1951: 83-122 res. 19; Maguire 1987: 21 res. 11.
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Uygulamalarda, buradaki temel desenin daha c¢ok biiyiik panolarin etrafini
cevreleyen genis bordiirlere iglendigi dikkat ¢ceker. Balatlar mezar dosemesindeki
bordiir de aslinda mezarlarin iistiinde olmasi gereken ana panoyu dogu yonden
cevreleyen bordiirlerden biri olmalidir. Benzer orneklerde dairelerin igindeki
bosluklarin dekoratif etki yaratan farkli motif veya figiirlerle siislendigi izlense
de dolgulardaki motif varyasyonunun, Roma imparatorluk sinirlari i¢indeki atol-
yelerde caligan mozaik ustalarin veya siparisi veren patronlarin begenileriyle
sekillendigi soylenebilir.

Panodaki kiiciik dairesel motiflerin igleri sar1 ve kirmizi renkli tesseralarla dorde
boliinmiistiir (Décor II: 38). Dairelerin iclerinin ‘X seklinde boliinerek iki farkli
renkle boyandig1 dolgu motifi, 4-6. yiizyillar arasinda Anadolu-Balkanlar ve
dogu Akdeniz kiyilarindaki merkezlerde karsimiza cikar. Yakin cografyadaki
Sinop Ciftlik Kilisesi mozaiklerinde (5-6. yiizyillar) (Hill 1995: 219-231
pl.XXXIIa; Tathican 1997: 341 res. 17), Zeugma “Giyoslu Villa” mozaikle-
rinde (3. ylizy1l) (Ergec 2011: 196), Balkanlarda Arnavutluk Byllis, Bazilika
E mozaik dosemesinde (6. yiizyil) (Raynaud 2008: 84 res. 1), Urdiin Yasileh
Bat1 Kilisesi’ndeki mozaik dosemede (5. yiizyil sonu-6. yiizyil bags1) (Nassar-
Al Mubheisen 2010: 182-198 res. 16; Nassar vd. 2017: 86 res. 9) bu motif, bog
modiilleri doldurmak icin tercih edilmis cagdas 6rnekler arasinda sayilabilir.

Biiyiik dairelerin i¢lerini dolduran bitkisel desenler (dort yaprakl ¢icek rozet)*
ise kendilerine ayrilan alanin neredeyse tamamini kaplamaktadir. A¢cik mavi
ve beyaz zemin lizerine yerlestirilmis ¢i¢eklerin gobeklerinde sari-mavi renkli
tesseralar kullanilmig, uglart kirmizi tesseralarla renklendirilmigtir. Bu dolgu
motifinin benzeri Anadolu’da Antakya mozaiklerinde (5. yiizyil) (Cimok 1999:
48 res. 28; Cimok 2000: 123) ve Zeugma mozaiklerindeki (3. yiizyil) (Ergec
2011: 214) kare ve dairesel alanlarin iclerini kaplamaktadir. Anadolu disinda
Roma Imparatorlugu hakimiyetindeki Akdeniz cografyasindaki merkezlerden
biri olan Tunus’ta da benzer motiflerle kargilagilir (Podany 2006: 118 res. 68).

Mezarlar1 Kuzey ve Giiney Yonde Cevreleyen Mozaik Panolar

Mezar 1 ve Mezar 2 olarak kodlanan ikiz mezarlar, kuzey ve giiney yonden
simetrik olarak planlanmis panolarla ¢evrilmistir. Dosemelerden Mezar 2’nin
uzun kenarinda (kuzey) yer alan pano iyi durumdadir. Digeri, mezarlarin
tahribati sirasinda neredeyse tamamen dagilarak pargcalanmig ve mezar so-
yulurken mezarin igine diigmiistiir. Dagilan parcalar temizlik caligmalari
sirasinda toplanmstir.

Kuzey yondeki panonun etrafi, 1.5 cm kalinligindaki siyah bantla konturlanmig
9 cm genisligindeki bezemesiz beyaz seritle gevrelenmistir (Res. 6). Igteki alan,
210x41 cm boyutlarindadir. Genig bordiirdeki zemin, sar1 renkli tesseralardan
meydana gelmektedir. Kivrim dallar olusturan sarmasik sarmalindan (Décor
I: pl. 64, 114d) cikan kalp sekilli yapraklar sivri u¢ludur. Kirmiz1 tesseralarla
konturlanmuis filizli kivrim dallar, mezara bakan yonde mavi renkli tesseralar-
la golgelendirilmistir. Kalp sekilli yapraklarin icleri ise mezara bakan tarafta
kirmizi; disa bakan tarafta mavi renkli tesseralarla boyanmustir. Yapraklarin,
kivrim dallarin hareketine uygun acili yerlestirilmesi ve iki yonde farkli renk-
lerle boyanmalar1 panoda hareketli bir etki yaratmigtir. Sarmasik dalinin voliit
yaptig1 u¢ kesimde kirmizi tessera dizisinin kesildigi dikkat ceker.

4 Balatlar Kilisesi’ndeki rozet motifinin en yakin benzeri i¢in bk. Décor II: pl.262a.



Resim 6
Mezar 2’nin kuzey tarafinda dogu bat1
yoniinde uzanan pano.

Resim 7
Mezar 1’in giineyi boyunca uzanan
dosemeye ait mozaik parga.
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Bordiiriin simetriginde, mezarin giiney yoniindeki dekorasyon ¢ok fazla tahrip
olmug halde ortaya ¢ikmistir (Res. 7). Glinlimiize ulagan parcalardan motifin
kuzey yondeki pano ile ayni boyut ve tasarimda oldugu anlagilmaktadir. Dista,
1.5 cm kalinligindaki iki siyah seritle konturlanmis 9 cm genisligindeki beyaz
bordiirle gevrelenmistir. I¢ alan burada da kivrim dallar olusturan sarmasik
sarmali deseniyle siislenmigtir. Sar1 renkli zeminde kirmizi renkli tesseralarla
renklendirilmis, kivrim dala ait desen parcasi, simetrigindeki panoda oldugu gibi
kalp sekli sarmagik yapraklarini tagtyor olmalidir.

Sarmagik sarmali motifi, gerek dini mimari doseme mozaiklerinde gerekse sivil
mimarlik 6rneklerinde ¢cogunlukla ana panolarin etrafini ¢eviren genig bordiirler
olarak tercih edilmiglerdir. Kalp sekilli yapraklarin baglandig: dallar bazen sade
kivrimlarla tek ya da iki renkli dekore edilmistir. Yapraklar siskin govdeli ya
da daha sivri hatli ince uzun formlu olabilmektedir. Baz1 érneklerde ana daldan
daha ince dallar c¢ikarak yapraklar c¢ogaltilmig, motif daha dekoratif etkiye
biirlindiiriilmiistiir. Sunumdaki bu farkliliklarin imparatorluk merkezlerindeki
farkli atdlyelerin begeni ve uygulamalarindan kaynaklandig1 soylenebilir.

Motif, Anadolu ve Akdeniz havzasinda IS 4-6. yiizyillar arasinda yaygin olarak
kargimiza ¢ikar. Sarmagik sarmali deseninin genis bordiir dolgusu olarak
kullanildig1 Anadolu’daki merkezlerden bazilar1 sunlardir: Xanthos moza-
ikleri (5. yiizyil ortalari - 6. yiizyil ortalar1)®, Perge mozaikleri (4-5. yiizyillar)
(Isiklikaya-Laubscher 2016: 184-185 res. 28-30), Patara Kadin Sapeli mozaik
dosemesi (5. ylizyil) (Istk 1999: 171 res. 6), Arykanda Biiyiik Bazilika mozaik
dosemesi (4-5. yiizyil) (Bayburtluoglu 2007: 5 res. 4), Sardes EA Kilisesi mo-
zaikleri (4. ylizy1l) (Buchwald - McClanan 2015: 183 resim 32, 33), Ephesos’ta
Kuretler Caddesine bakan stoa mozaikleri ve Vedius Gymnasiumu Oda III mo-
zaikleri (5. ylizy1)®, Laodikeia Kilisesi mozaikleri (5. yiizyil) (Simsek 2015:
49 res. 63-64, 102) ile yakin cografyadaki Sinop Ciftlikkoy Kilisesi mozaikleri
(5. ylizyil) (Hill 1995: pl. XXXIIIb; Tatlican 1997: 345 res. 5) ve daha doguda

5 Sarmagik sarmali deseninin stilistik agcidan Anadolu’daki en yakin benzeri Xanthos Dogu Bazilikasi
mozaik dosemelerinde goriiliir. Burada da ana dal siyah ve kirmizi renkle golgelendirilmis, yapraklarin
icleri iki yonde farkli renklerle boyanmigstir. Bk. Raynaud 2009: 36 res. 18; 37, res. 20; 40 res. 25; 49
res. 39.

6 Efes’teki uygulamada sarmasik dalindan ¢ok sayida filiz ve yaprak ¢ikarak daha dekoratif etki yara-
tilmigtir. Bununla birlikte Vedius Gymnasiumu’ndaki oda III dosemesinin sarmasik sarmalli bordiirii
daha sadedir ve kivrim yapan filizleri Balatlar Kilisesi bandina stil olarak daha yakindir. Bilgi ve resim
icin bk. Jobst 1977: 33-34 res. 41, 54; Quatember vd. 2006:143 resim 22-23.



128 Giilgiin Koroglu - Emine Tok

Giimiishane/Kelkit’te (Sevim 1993: 376 ¢izim 1) ortaya ¢ikan mozaik dogeme.
Anadolu diginda dogu Akdeniz havzasinda, Israil Sede Nahum Sapeli mozaik
dosemesi (6. yiizyil) (Hachlili 2009: 131 res. VI-15 pl.VI1.9) benzer ornekler
arasinda gosterilebilir.

Mezarlarin Batisindaki Mozaik Panolar

Mezarlarin ayakucundaki pano, yapiya ve mezardaki gomiilere ait onemli
veri olusturan iki satirlik yazit barindirmaktadir (Res. 8). Yazit, iki mezar1 ve
mezarlarin etrafin1 sinirlandiran panolar1 kapsayacak uzunlukta planlanmisgtir.
Yazitin altinda geometrik, bitkisel ve figiirlii desen kompozisyonu iceren bir
pano daha yer alir. Bu pano, yazitla birlikte ayni bordiir icine alinmigstir. Bordiir,
digta, sar1 zemin lizerine siyah tesseralarla belirlenmis 8 cm genigligindeki dikey
dikdortgen sekilli dig (Décor I: pl.2, 28) motiflerinden olusur.

Mezarlarin ayakucunda kuzey-giiney dogrultusunda uzanan 222x27 cm
boyutlarindaki iki satirlik yazit, beyaz zemin lizerine siyah renkli tesseralar
kullanilarak olusturulmustur. Satirlar 1,5 cm kalinligindaki siyah seritle birbirin-
den ayrilmistir.

1. Satir: vrep evyfic Todvvov avayvaot8 Appeviov
Armenios oglu, anagnostes (okuyucu) loannes’in adagi i¢in

2. Satir: vmep evyNg Mapivov vrep dyiic Kooud Zavyapiov
Marinos’un adagi i¢in; Zangarios oglu Kosmas’n adagi igin’.

Metinden, mezarlarda yatan bireylerin kimliklerini ve adak yaziti oldugunu
anliyoruz. ikinci satirmin sonuna sonradan eklenmis oldugu goriilen “Zangarios
oglu Kosmas’in adag icin” ibaresi, mozaik panonun giiney tarafina sonradan
eklenmis mezarla iligki kurulmasi gerektigini diislindiirmektedir.

Yazitin altinda 210x124 cm boyutlarinda dikdortgen sekilli pano (Res. 9), dista,
iki siyah geritle konturlanmig 6 cm genigligindeki kirmizi renkli diiz bir bor-
diir ile ¢evrelenmigtir. Dikdortgen panonun icine, sinirlari siyah-beyaz renkli
tesseralarla ¢izilmis biiyiik bir eskenar dortgen yerlestirilmistir. Ana zemin sar1
renklidir. Egkenar dortgenin merkezine ise 83 cm c¢apinda dairesel bir rozet
iglenmigtir. Bu biiyiik dairesel rozet, iki yaninda diigiimler yaparak kiiciik

7 Yunanca yazit Dr. Ogr. Uyesi Biilent Oztiirk tarafindan okunmustur. Kendisine yardimlarindan dolay1
ictenlikle tesekkiir ederiz.

Resim 8
ikiz mezarlarin ayakucundaki adak yazit1.



Resim 9
Yazitli panonun altindaki kartal betimli
figiirlii pano.
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dairelere baglanmaktadir. Kiiciik dairelerin iglerinde herhangi bir siisleme yok-
tur. Dairelerin sinirlari, siyah, kirmizi, beyaz renkli dekoratif ¢an bicimli dalga
motifli (Décor I: pl. 60d) bordiirle vurgulanmistir. Bordiirde can bicimli dalga
motifi kullanimi yaygindir. Anadolu’da benzer 6rnek Prusia ad Olympum mo-
zaiklerinde (3. yiizyil) (Ok¢u 2009: 48-50 res. 27), Zeugma (2. yiizy1l sonu-
3. yiizyil)® ve Edessa mozaiklerinde (3. yiizyil)® Anadolu diginda Filistin’de 3.
yiizy1l sonuna tarihlene Nablus-Shechem mozaiklerinde (Talgam 2014: 59 res.
84) karsimiza ¢ikar.

Merkez dairenin i¢cinde kanatlarini agmis kartal figiirii yer alir (Res. 10). Beyaz
zemin {izerine siyah renkli tesseralarla islenmis kartal figiirii, izleyenin dikkatini
dogrudan merkeze cekmektedir. Basi saga doniik olan kartalin govdesi, ayak ve
penceleri sar1 renkli tesseralarla boyanmis; kuyrugu, kanatlari, gozi, tiiyleri ve
tirnaklari siyah tesseralarla vurgulanmaigtir.

Hristiyan ikonografisiyle dogrudan iligkili oldugu diisiiniilen kartal figiiriine en
yakin benzer iki 6rnek imparatorlugun dogu bolgesinde, Urdiin mozaiklerinde
kargimiza ¢ikar. Uyn Musa Vadisi’nde Rahip Tomas Kilisesi (6. yiizyilin ilk
yaris1)!0 ve Madaba, Khirbat al Mukayyat Aziz George Kilisesi’ndeki (535/6)!!
kartal betimlemeleri Balatlar Kilisesi’'ndeki kartal figiirii ile ayni durus ve

8 Zeugma mozaik dosemelerinde polikrom dalga motifi yaygin olarak karsimiza ¢ikar. Danae Evi Oda
4b mozaik dosemesi (3. yiizyil) icin Onal 2009: 59 resim 4; Samosatali usta tarafindan yapilmig
“Aphrodite’nin Dogusu mozaigi” i¢in Ergeg 2011: 114-119; Onal 2017: 16, “Satiros ile Antiope” villa
mozaii i¢in Ergec 2011:128; Onal 2013, 45, 46, 65 res. 45,77; Dionysos Villas1 mozaii i¢in bk. Ergec
2011: 50-52; Poseidon Evi, “Aphrodite’nin Taglandirilmasi” mozaigi igin bk. Onal 2013: 42.

VST

9 Sanlwrfa Kizilkoyun mevkiinde bulunan, Osrhoene Kralligina atfedilen ve “Kiipler Mozaigi” olarak
isimlenen mozaik déseme bordiirii (3. yiizy1l) igin bk. Onal 2017: 57 res. 72-73; Kale etegindeki kaya
mezarimin “Abdu Ailesi Mozaigi” (3. yiizy1l 2. yarisi) i¢in bk. Onal 2017: 119 res. 51-52.

10Rahip Tomas Kilisesi’'ndeki kartal, geometrik motiflerle siislenmis dikdortgen panonun merkezindeki
dairesel rozet icinde betimlenmistir. (Piccirillo 1989: 217, 218, 222, 340; Talgam 2014: 201 res. 289;
Habas 2015: 45 res. 15). Balatlar Kilisesi’ndeki kartal figiiriiniin durusu ve pozisyonu ayni1 olsa da daha
cizgisel hatlarla resmedilmistir.

11 Aziz George Kilisesi’'nde tasvir edilmis kartal figiiriiniin basi sola doniiktiir; kanatlar1 agik haldeki
figiiriin durus ve pozisyonun ayni olmasina karsin Balatlar Kilisesi’nde oldugu gibi ¢izgisel hatlariyla
daha stilize tasvir edilmistir (Habas 2015: 46 res. 16).
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sunumdadir. Gerasa’daki Khirbat Munyah-Asfur Sapeli mozaik dosemesinde
(6. yiizy11)!2 temsil edilen kartal figiirii kismen farklilik gosterse de ikonografik
temsiliyle ortak anlam icermesi bakimindan benzerdir.

Egkenar dortgenin dort tarafinda olusan licgen alanlara ise ¢apraz yonlerde
antitetik yerlestirilmis kus figiirleri resmedilmistir (Res. 11-14). Figiirler, ken-
dine ayrilan alanin derinligi ile smirlanmustir. Ikisinin anatomik yapilarindan
suna ordegi oldugu anlasiimaktadir (Res. 11, 13). Ordeklerin gagalar1 ve

ayaklar1 kirmizi, govdeleri ise siyah, beyaz ve sar1 tesseralarla renklendirilmisgtir.
Genig basik gagali ve kambur sirth diger iki kusun meke (saz tavugu/horozu)
olabilecegi diistiniilmektedir (Res. 12, 14). Kuglarin beslenme ve yiiriime gibi
eylemlerle hareket halinde resmedildikleri dikkati ceker. Ayaklarinin altinda ve
baglarinin oniinde bitkisel desenler islenmistir. Beden konturlarinda siyah, de-
taylarda beyaz, sar1 ve kirmizi renkli tesseralar kullanilmagtr.

12 Gerasa’daki kartal, % profilden bas1 sola doniik hareket edermis gibi tasvir edilmistir. Kanatlart agiktir.

(Piccirillo 1993: 299 res. 584; Talgam 2014: 202 res. 290; Habas 2015: 46 res. 16).

Resim 10
Hiristiyan ikonografisiyle iligkili oldugu
diistiniilen kartal figiirii.

Resim 11
Suna ordegi ayrinti.

Resim 12
Meke (saz tavugu/
horozu) ayrnti.



Resim 13
Suna ordegi ayrinti.

Resim 14
Meke (saz tavugu/horozu)
ayrinti.
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Mozaiklerin Ikonografisi ve Degerlendirme

Sinop Balatlar Kilisesi’'nde 2016-2017 kazi sezonlarinda ortaya cikmaya
baglayan mozaikler, Ge¢ Antik Cag ve Erken Bizans Donemi sanatinda yaygin
olarak goriilen geometrik, bitkisel ve figiirlii siislemelerin bir arada kullanildig:
kompozisyonlardan meydana gelmektedir. Mozaik dosemedeki panolar,
dogrudan mezarlarin konumuna ve boyutlarma gore planlanmigtir. Kuzey ve
giliney yonden mezarlarin uzun kenarlarini sinirlandiran panolar es boyuttadir
ve birbirinin tekrar1 gibi simetrik bezenmistir. Mezarlarin batisindaki yazitl
pano ile aymi cerceve iginde tasarlanmig figiirlii siislemeler iceren panodaki
kompozisyonun ise Hristiyan inancina iligkin belirgin bir ikonografik anlam
iistlendigi diistiniilmektedir!3. Nitekim aragtirmacilar, kanatlarini agmis kartal
figiirlerinin 6zellikle imparatorlugun dogu bolgelerdeki bazi mezar sapellerinde
resmedildigini ve mezar yapilar i¢inde resmedilen kartal figiiriiniin dini mesaj
verdigini kabul etmektedirler!#.

Aslinda kartal imgesi hem dogu hem de bati kiiltiirlerinde kullanilmis, uzun
gecmisi olan bir gelenege sahiptir. Ornegin Yunan kiiltiiriinde kartal, tanrilarin
tanris1 Zeus’a 6zgii bir semboldii. Dogu Kkiiltiiriinde ise mutlu ruhlar1 cennete
gotiirmekte onemli bir rol iistlenmigti. Roma imparatorlugunun dogu bolgelerini
ele gecirmesinden sonra kartalin dogulu sembolizmi, yavag yavas Roma kiil-
tiirtinii etkisi altina almaya baglamig ve imparatorluk kiiltiiniin bir parcas1 olarak
geligtirilmistir. Kartal, Pagan Roma imparatorlariin ruhlarmi ebedi hayata
gotiiren manevi rehber (psychopompos) semboliine doniistiiriilmiistiir. Ornegin,
imparatorlarin cenaze torenlerinde bedenleri yakilirken gokyiiziine bir kartal
salinirdi. Zamanla imparatorlarin ilahi statiisiinii de temsil etmeye baglayan
bu sembolik imge, Imparator Biiyiik Konstantin’in 313 Milano fermanini
yayimlamasindan sonra, Hristiyanligin paganizme kars1 zaferinin semboliine
doniismiistiir. Kartal artik bagta, Tanr1’nin oglu isa Mesih’i, buna bagli olarak,
evrensel Hristiyan egemenliginin diinyadaki temsilcisi imparatorlar1 temsil eder
hale gelmistir (Maguire 1987: 65; Habas 2015: 46-47).

Eski Ahit metinlerinde zaten sikca soz edilen kartal, yavrularmi koruyan,

13 Motiflerin dizilisi ve konumlari ¢cogu zaman ipucu sunsa da kimi zaman anlatimsal m1 yoksa dekora-
tif amacli mu islendigi tartismalidir. Ornegin; 6zellikle katakomp, hipoje ve mezar sapellerinde sik¢a
rastlanan tavus kuslarinin da benzer bir anlama biirtindiigii goriiliir. Bu hayvanlar pagan ve Hristiyan
mezarlarinda 6liimsiizliik ve sonsuz yasami ifade ederler.

14 Yukarida da belirtildigi gibi 6rnegin, Uyn Musa Vadisi’'ndeki Rahip Tomas Kilisesi’nde (6. yiizyilin
baglar1), Madaba, Khirbat al Mukayyat’teki Aziz George Kilisesi'nde (6. yiizyil baglari) bulunan kanat-
lar1 agik kartal figiirlerinin, bu 6ng6riiniin dogruluguna siiphe birakmadig: kabul edilir (Hachlili 2009:
287; Talgam 2014: 201, 202; Habas 2015: 45). Ozellikle Rahip Tomas Kilisesi’nde kartalin baginin iki
yanindaki Alpha ve Omega harfleri, ezelden ebede Hz. Isa’nm varligini isaret eden verilerdir. Burada
Rahip Tomas’1in adinin, kartalin ayaklari altina yazilmas: da mezar yapilarinda resmedilen kartal figii-
riiniin, 6liim kiiltiindeki sembolik yerini aldigina isaret eder.
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onlart yagama hazirlayan, topluluklar1 kurtaran, kanatlar1 iizerinde tasiyan,
gencligin ve Oliimsiizligiin ve hatta yenilenmenin sembolii olarak goriiliiyor-
du 13. Ortak y6netim altinda toplanmus farkli inang ve kiiltiirlerin birbirinden
cok etkilendigi acikca goriilmektedir. Kadim mitlerdeki kartalin dirilmesiyle
Isa Mesih’in dirilmesi arasindaki paralellik son derece dikkat gekicidir. Biiyiik
kilise babalarindan Sardes Piskoposu Melitos (190) acik bir sekilde “Kartal
Mesih'tir” diye yazmis; Ayasofya Piskoposu loannes Khrysostomos (347-407),
Aziz Augustine (354-430), Aziz Ambrosse (339-397) ve Aziz Gregorius (540-
604) ise kartal hakkinda, “Isa’nin ve cennete yiikselisin sembolii” oldugunu
bildirmislerdir. Aziz Ambrosse, “Bir tek kartal vardir, o da bizim Tanrimiz Isa
Mesihtir.” diyerek kartalin en kutsali betimleyen sembol oldugunu vurgulamistir
(Maguire 1987: 51,52, 59; Habas 2015: 46-47).

Bu acidan bakildiginda, Balatlar Kilisesi doseme mozaigindeki kartal ve
cevresine yerlestirilmis kus figiirlerinin de bagisci yaziti ve mezarlar ile bir-
likte degerlendirilmesi gerektigi; figiirlerin 6liim kiiltii ile alakali sembolik an-
lam igerdigi diistiniilmektedir!®. Zira, merkezde konumlanmig Kkartal, cevresine
yerlestirilmis diger kus figiirlerinden farkli olarak boslukta, beyaz arka plan
iizerinde resmedilerek vurgulanmistir. Toprak, su ya da bitkisel desen gibi belir-
leyici topografik 6geler olmaksizin tiim heybetiyle uhrevi bir evrende kanatlarini
acmus haldedir. O, bu diinyaya ait bir canliy1 degil kutsal bir imgeyi temsil ediyor
gibidir. Buna karsin kartala dogru yonelmis kuglar, kendilerine ayrilan alanlarda
bitkisel desenler iginde, Isa Mesih’in kanatlar1 altinda belki de cennetlerinde,
sonsuz huzurla dolagirken kompoze edilmiglerdir. Bu kompozisyon, mezarlar-
da yatan Hristiyanlarin ruhlarinin sonsuz yasamlarinda, kurtaricinin kanatlari
altinda huzur bulma arzusuna isaret ediyor olmalidir.

Yazitta ad1 gecen Armenios oglu Ioannes’in, anagnostes (okuyucu) tinvaniyla
verilmesi, onun muhtemelen Balatlar Kilisesi’nde gorevli ruhban sinifina men-
sup biri oldugunu gostermektedir. Anagnostes’lik; IS 7 yiizyila kadar kilise
hiyerarsisinde kargimiza ¢ikan ve rahiplikten piskopos’luga ulagsma yolunda ilk
adim sayilan makamdi. Anagnostesler ayin sirasinda Eski ve Yeni Ahit’ten ilgili
pasajlar1 ve Aziz Paulus’un mektuplarini okumakla vazifelendirilmis kisilerdi.
Bu din gorevlileri ayn1 zamanda Piskoposlarin biirosunda yazicilik (notarios)
veya mektup tasiyiciligi da yapabiliyorlardi. Ote yandan yazitta adi gecen
Marinos ve Zangarios oglu Kosmas’in kimlikleri ve mesleklerine dair herhangi
bir kayda ulagilamamugtir!”.

Gec Antik Cag’da ozellikle dogu Akdeniz diinyasindaki kilise ve sinagoglar-
da yer alan zemin mozaiklerinde, simetrik yerlestirilmis antitetik bilesimdeki

15 Bu inanigin Yeni Ahit geleneginde de devam etmesi hi¢ de sasirtict degildir. Misir'dan Cikis (19:4):
“Misirlilar’a ne yaptigimi, sizi nasil kartal kanatlari tizerinde tastyarak yanima getirdigimi gordiiniiz”;
Yasa'nin Tekrart (32:11): “Yuvasinda yavrularini u¢maya kigkirtan, Onlarin tizerinde kanat ¢irpan
bir kartal gibi, kanatlarin1 gerip onlar1 ald1 ve kanatlar1 iizerinde tagidi”; Mezmurlar (103:5): “Yasam
boyu seni iyiliklerle doyuran O’dur, Bu nedenle gengligin kartalinki gibi tazelenir”; Yesaya (40:31):
“RAB’be umut baglayanlarsa taze giice kavusur, kanat acip yiikselirler kartallar gibi. Kosar ama zay1f
diismez, yliriir ama yorulmazlar”. Ayrica bk. Ferguson 1961: 17; Habas 2015: 46.

16 Gomii yerlerinde islenen kartal figiirii, Rahip Tomas mozaigi 6rneginde oldugu gibi, 6len kisinin Hz.
Isa’nin kanatlari altinda giivende olmasi ve sonsuz yasamini ifade ediyor olmalidir. Ashinda bu, 6liime
karg1 mutlak oliimsiizliigiin, yeniden dirilisin zaferidir. Rahip Tomas mozaigi 6rnegindeki kartal figii-
riine iligkin bir diger goriis, tipki yavrularini gozeten koruyan kartal gibi Isa Mesih’in kilisenin koruyu-
cusu olmasi diisiincesidir. Ayrica kartalin yenilenmeyi de temsil ettigi fikrini savunanlar bulunmaktadir
(Piccirillo 1989: 222, 340; Talgam 2014: 200-202).

17 Anagnostes’lik hakkinda bilgi icin bk. Magdalino 1991: 84. Yazitla ilgili ayrmtili ¢alisma, Biilent Oz-
tiirk tarafindan “Sinop Balatlar Kilisesi’nden Erken Bizans Donemi’ne Ait Bir Mozaik Yazit” baghikl
makale ile yayina hazirlanmakta olan Balatlar Kilisesi Kazi Kitabi’nda sunulacaktir. Kendisine katki-
larindan dolay: tesekkiir ederiz.



Resim 15
Mozaik iiretiminde kullanildig1
diistiniilen amorf parcalar.
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hayvanlar, ozellikle yazitlarin bulundugu alanlarda sevilerek uygulanmig, 6.
yiizyillda zemin ddseme dekorasyonunun karakteristik sunumu olmugtur!8,
Tasarim genellikle bir nesnenin ya da bir yazitin iki yaninda, birbirine doniik,
bazen 6zdes bir ¢ift hayvan seklindedir. Farkli goriisler panolarda mevcut olan
uzun ve/veya dar alanlar nedeniyle birbirlerine bakan hayvanlar kullanildigini
ileri siirse de yukarida sayilan nedenlerle sanat¢ilar: bu konularin se¢imine yon-
lendiren bazi ideal kavramlarin da varlig1 yadsinamaz. Balatlar Kilise érneginde
oldugu gibi bdylesi simetrik kompozisyonlarda cogu kez, pozlardaki ufak
farklar diginda figiirler genelde aynidir ve yaygin bir goriise gore, bu kurgunun
bir alegori oldugu, altin ¢aga veya cennete ulagsmak icin umudu temsil ettigidir
(Hachlili 2009: 199, 203, 205, 207).

Tiim veriler birlikte degerlendirildiginde, Sinop Balatlar Kilisesi kazilarinda or-
taya ¢ikmaya baglayan mozaiklerin gerek desen, gerek sunum, gerekse icerikle-
riyle, Anadolu’nun yan1 sira daha cok dogu Akdeniz hinterlandindaki merkez-
lerde karsimiza ¢ikan mozaiklerle benzes oldugu sdylenebilir!®. Mozaiklerde
secilen desenler 3. yiizyilda geliserek 4-6. yiizyillar arasinda yaygin olarak
kullanilan bezeme repertuvarmin bir pargasidir. Ikonografik igerikli hayvan
figlirlii motif repertuvarinin 5. yiizy1l sonlarindan itibaren dosemelerde daha
yogun uygulanmasi ve kazi calismalarinda Tustinianus donemine (527-565)
ait bir sikke ele ge¢mesi nedeniyle Balatlar Kilisesi mozaiklerinin 6. yiizyil
baglaria tarihli oldugunu diisiinmekteyiz?°.

Ote yandan onceki kazi sezonlarinda, kilisenin giiney batisinda, IVf olarak
kodlanan alanda ¢ok sayida kirik mermer plakalar ile bu plakalardan kesildigi
anlagilan diizgiin kiip seklinde bi¢cimlenmis tesseralar ve amorf mermer par-
calar toplanmustir (Res. 15). Tesseralarin lizerinde harg izlerinin bulunmayisi,
bu pargalarin zemine dosenecek mozaik panolar i¢cin hazirligini ve hicbir zaman
kullanilmadigini diistindiirmektedir. Mozaik ddsemelerin ortaya ¢ikmasindan
sonra, dosemede kullanilmis malzemenin, daha Once ele gegen so6z konusu
amorf parcalarla ayni olmasi iki ihtimali akla getirmigtir: Ya buradaki mermer
hammadde ve bir kismi diizgiin sekilli, bazis1 amorf olan parcalar, bir mozaik
at6lyesine ait kalintilardir?! ya da tiretimden arta kalan atiklari veya onarimlarda
kullanilmasi i¢in ayrilmis yedek malzemeyi isaret etmektedirler. Ne yazik ki, bu
sorulara simdilik net bir cevap verememekteyiz?2.

18Ge¢ Antik Cag’da Dogu Akdeniz havzasindaki kilise ve sinagoglarin mozaik dosemelerinde farkl
sunumlarla karsimiza ¢ikan kompozisyonlar i¢cin bk. Hachlili 2009: 205 vd.

19Balatlar Kilisesi mozaik dosemelerinin bat1 yonde devam ettigi anlagilmustir. Gelecek kazi sezonlarin-
da ortaya ¢ikacak verilerle bu 6ngoriimiiziin daha da netlesecegi diistiniilmektedir.

20 Alanda ele gegen mimari plastik parcalar da 6. yiizyila tarihlenmektedir. Kazi caligmalari ve buluntular
hakkinda daha fazla bilgi i¢in bk. Kéroglu 2012: 65-76; Koéroglu vd. 2014: 511-534.

21Belki de burasi, hamam yapisi kiliseye doniistiiriiliirken, i¢ dekorasyonunun hazirligi sirasinda mozaik
ustalarinin kullandig iglik alant bile olabilir.

22Mozaik ticaretinin organizasyonu hakkinda neredeyse higbir bilgiye sahip degiliz. Mozaik ustalarinin
hammaddelerini nasil elde ettigine dair goriisler de ne yazik ki birer 6ngoriiden ileriye gidememektedir.
Tartigmalar, mozaik ustalarinin hammadde tedarikinde tas ocaklarinin yani sira mermer veya heykel
atolyelerindeki atiklardan da faydalanmis olabilecekleri yoniindedir. Ancak farkl atlyeler arasindaki
boylesi organize baga iliskin herhangi bir ipucu da yoktur (Dunbabin 1999: 281 vd.). Oysa ki, mozaik
dosemenin moda oldugu donemlerde pek cok sehirde talebin biiyiik olmasi beklenir. Yani belli basl
onemli kentlerde en azindan bu is koluna mensup atdlye ve ehil isciler bulunmus olmalidir. Sorun su
ki, arkeolojik kazilarda bir mozaik at6lyesini tanimlayabilecek mekan organizasyonu konusunda da
bilgilerimiz yetersizdir. Buna sebep olarak s6z konusu ig koluna ait ekipmanin ¢ok pratik olmasi, igin
yapildig1 mekén icinde islevi belirleyici bir birimin bulunmayist gosterilebilir.



134 Giilgiin Koroglu - Emine Tok

Kaynaklar — Bibliography

Bayburtluoglu 2007
Buchwald- Mcclanan 2015

Cimok 1999
Cimok 2000

Décor 1

Décor I1

Dunbabin 1999
Erge¢ 2011
Ferguson 1961
Habas 2015

Hachlili 2009

Hill 1995

Isik 1999
Isiklikaya-Laubscher 2016

Jobst 1977
Kitzinger 1951

Kitzinger 1974

Koroglu 2012
Kéroglu vd. 2014

Magdalino 1991

Maguire 1987

Nassar- Al Muheisen 2010
Nassar vd. 2017

Okgu 2009
Onal 2009
Onal 2013
Onal 2017
Piccirillo 1989
Piccirillo 1993
Podany 2006

Quatember vd. 2006

Raynaud 2008
Raynaud 2009

C. Bayburtluoglu, “Arykanda Kazilar1 2006”, ANMED, Anadolu Akdenizi Arkeoloji Haberleri 2007-5, 1-5.

H. Buchwald - A. McClanan, Churches Ea and E at Sardes, (Archaeological Exploration of Sardis Report 6),
Cambridge - Massachusetts - London.

F. Cimok, Antioch Mosaics, Istanbul.
F. Cimok, A Corpus Antioch Mosaics, Istanbul.

C. Balmelle — M. Blanchard Lemée — J. Christophe — J.-P. Darmon — A.-M. Guimier Sorbets — H. Lavagne — R.
Prudhomme — H. Stern, Le Décor Géométrique de la Mosaique Romaine I, Paris, 1985.

C. Balmelle — M. Blanchard Lemée — J.-P. Darmon — S. Gozlan — M.-P. Raynaud, Le Décor Géométrique de la
Mosaique Romaine II, Paris, 2002.

K. M. D. Dunbabin, Mosaics of the Greek and Roman World, Cambridge.
R. Ergeg, Belkis Zeugma ve Mozaikleri, Istanbul.
G. Ferguson, Signs and Symbols in Christian Art, London.

L. Habas, “Crosses in the Mosaic Floors of Churches in Provincia Arabia and Nearby Territories, Against the
Background of The Edict of Theodosius II”, JMR 8, 33-60.

R. Hachlili, Ancient Mosaic Pavements, Themes, Issues and Trends, Leiden - Boston.
S. Hill, “The First Season of Rescue Excavation at Ciftlik (Sinop)”, AS 45, 219-235.
F. Isik, “Patara 1997”,20. KST 2, 159-171.

I. R. Isiklikaya-Laubscher, “Perge Mozaik Atolyeleri ve Akdeniz Havzasi Mozaik Ekolleri”, Adalya 19, 169-
228.

W. Jobst, Romische Mosaiken aus Ephesos I. Die Hanghduser des Embolos, FiE VIII/2, Wien.

E. Kitzinger, “Studies on Late Antique and Early Byzantine Floor Mosaics: I. Mosaics at Nikopolis”, DOP 6,
83-122.

E. Kitzinger, “A Fourth Century Mosaic Floor in Pisidian Antioch”, Mansel’e Armagan/M¢langes Mansel,
Ankara, 385-395.

G. Kéroglu, “2010 Yili Sinop Balatlar Kilisesi Kazis1”, 33. KST 3, 65-76.

G. Koroglu - F. Inanan- E. Giingér Alper “Sinop Balatlar Kilisesi Kazis1 2012 ve 2013 Yili Caligmalar1”, 36.
KST 1,511-534.

P. Magdalino, “Anagnostes”, ODB 1, 84.
H. Maguire, Earth and Ocean The Terrestrial World in Early Byzantine Art, Pennsylvania - London.
M. Nassar - Z. Al Muheisen, “Geometric Mosaic Pavements of Yasileh in Jordan”, PEQ 142/ 3, 182—198.

M. Nassar - M. Asfour - N. Turshan, “Geometrical Mosaic Decorations at Qasr Al-Hallabat: A Comparative
Study”, Mediterranean Archaeology and Archaeometry 17/ 3, 84-96.

R. Okgu, “Prusia ad Olympum Mozaikleri”, IMR 3, 31-52.

M. Onal, “Danae Evi’nin Mozaikleri”, JMR 3, 53-69.

M. Onal, Poseidon-Euphrates Evleri Belkis/Zeugma, Istanbul.

M. Onal, Urfa-Edessa Mozaikleri, Sanlurfa.

M. Piccirillo, Madaba, Le Chiese e i Mosaici Documentazione Grafica a cura di Eugenio Alliata, Milano.
M. Piccirillo, The Mosaics of Jordan, T. A. Dailey — P. M. Bikai (ed.), Amman.

J. Podany, “From Floor to Wall: Lifting and Exhibition Practices Applied to Ancient Floor Mosaics”, A. Ben
Abed (ed.), Stories in Stone Conserving Mosaics of Roman Africa, Masterpieces From the National Museums
of Tunisia, Los Angeles, 115-128.

U. Quatember - V.Scheibelreiter - A. Sokolicek, “Die Sogenannte Alytarchenstoa an der Kuretenstrasse von
Ephesos”, S. Ladstiter, (ed.), Neue Forschungen zur Kuretenstrabe von Ephesos: Akten des Symposiums Fiir
H. Thiir vom 13.12.2006 an der Osterreichischen Akademie der Wissenschaften Vienna, 111-154.

M. P. Raynaud, “Quelques Remarques a propos de I’ étude des Sols in situ”, IMR 1-2, 83-101.
M. P. Raynaud, Corpus of The Mosaics of Turkey I - Lycia - Xanthos, Part 1 The East Basilica, Istanbul.



Sevim 1993

Simsek 2015
Talgam 2014

Taglialan 1997

Tatlican 1997

Sinop Balatlar Kazisinda Ortaya Cikarilmaya Baglanan .../ First Data on the Floor Mosaics ... 135

A. Sevim, “Giimiighane ili, Kelkit ngsi, Yenice Koyii Kurtarma Kazis1”, III. Miize Kurtarma Kazilar1 Semineri
(27-30 Nisan 1992 Efes), Ankara, 373-376.

C. Simsek, Laodikeia Kilisesi, Lykos Vadisi’nde Hiristiyanlik, Denizli.

R. Talgam, Mosaics of Faith, Floors of Pagans, Jews, Samaritans, Christians and Muslims in the Holy Land,
Jerusalem, Pennsylvania.

M. Taghalan, “Pisidia Antiocheias1 1995 Yili Calismalar1”, VII. Miize Kurtarma Kazilar1 Semineri (8-10 Nisan
1996 Kusadasi), Ankara, 221-252.

1. Tatlican, “Sinop, Ciftlikkdyii Mozaik Kurtarma Kazis1”, VII. Miize Kurtarma Kazilar1 Semineri (8-10 Nisan
1996 Kusadasi), Ankara, 333-356.






DOI: 10.26658/jmr.440582 JMR 11,2018 137-142

The “Opusmusiuum - Roman Mosaics in Portugal” Academic
Project: from Teachers’ Lab to Public

Portekiz'deki “Opusmusiuum - Roma Mozaikleri” Akademik
Projesi: Ogretmenlerin Laboratuvarindan Halka

Filomena LIMAO*

(Received 07 February 2018, accepted after revision 04 July 2018)

Abstract

This paper will briefly describe an online academic project about Roman mosaics in Portugal created by stu-
dents and a teacher during the Spring Semester 2011 at the Faculty of Social Sciences and Humanities, NOVA
University, Lisbon. The project is titled “Opusmusiuum- Roman Mosaics in Portugal” and just as the muses
have inspired the work of mosaics, students were enthusiastically involved in making their idea come to light
i.e. preparing quality information about Roman mosaics found in Portugal either in situ or in museums for a
website catalogue. The contents would be displayed to students, researchers and lay public through short vi-
deos, audio recordings and short texts. Eventually, this website would fulfil a gap in the specialized Portuguese
literature on this topic.

On June 2011, Professor José Maria Bldzquez Martinez attended the V. International Symposium of the Mosaic
Corpus of Tiirkiye in Kahramanmarasg, Turkey, where a group of Portuguese and Spanish researchers met. His
enthusiasm for the potentialities of the study of mosaics and the joy for new discoveries have always motivated
students and colleagues to continue investigation. In Kahramanmarasg, his inspiring example made me think
about academia as an exciting place were ideas are born and shared, a challenging environment I would call,
a “teachers’ lab.” The “Opusmusiuum- Roman Mosaics in Portugal” project was the result of a teachers’ lab
and now that seven years have passed since it was devised in a classroom I think that its goals, achievements
(though incomplete) and values of good scientific practice are worthy of paying tribute to an inspiring Profes-
sor. Like Professor Bldzquez, we persevere in this task hoping one day the Opusmusiuum will meet its public.

Keywords: Roman mosaics, Roman mosaics in Portugal, Opusmusiuum - Roman Mosaics in Portugal, Roman
mosaics in Portugal online catalogue.

Oz

Bu makalede, Lizbon'daki NOVA Universitesi Sosyal ve Beseri Bilimler Fakiiltesi'nde 2011 yitlimn bahar
variyinda ogrenciler ve bir dgretmen tarafindan olusturulan Portekiz'deki Roma Mozaikleri ile ilgili cevrimici
bir proje kisaca tamitilacaktir. Proje "Opusmusiuum - Portekiz'deki Roma Mozaikleri" olarak isimlendirilmistir
ve tipki musalarin mozaiklerin bezenmesi icin ilham vermesi gibi ogrenciler de fikirlerini hayata gecirmek igin
projeye hevesli bir sekilde katilum gostermislerdir. Ornegin, bir web sitesi katalogu olusturmak icin Portekiz'de
in situ olarak bulunan ya da miizelerde korunan Roma mozaikleri hakkinda bir bilgi bankast olusturmuglardur.
Hazirlanan icerikler, dgrenciler, arastirmacilar ve tiim halka agik olacak sekilde kisa videolar, ses kayitlart ve
kisa metinler araciligiyla kullanima sunulacaktir. Bunun neticesinde de, olusturulan web sitesi ihtisaslagmus
konuyla ilgili Portekizce literatiirde bir boslugu dolduracaktir.

Haziran 2011°de, Profesor José Maria Bldzquez Martinez, Portekizli ve Ispanyol bir grup arastirmacimin
bir araya geldigi Kahramanmaras'taki V. Uluslararas: Tiirkiye Mozaik Korpusu Sempozyumu’na katilmigtir.
Kendisinin mozaik calismalarimin potansiyeline olan inanct ve yeni kesiflere olan ilgisi, dgrencileri ve

* Filomena Limao, Faculty of Social Sciences and Humanities, NOVA University in Lisbon (FCSH-NOVA). Beneficiary of a grant by the Portuguese
Foundation for Science and Technology (FCT). Member of the History of Art Institute (IHA) of the FCSH-NOVA), Lisbon, Portugal. ORCID ID:
https://orcid.org/0000-0002-0067-3446. E-mail: msglimao@hotmail.com
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meslektaglarini arastirmaya devam etmeleri icin her zaman motive etmistir. Martinez’in Kahramanmaras 'ta ilham veren
bir ornek olmasi, akademiyi “ogretmenler laboratuvari” olarak isimlendirdigim zorlu bir ortam, aym zamanda yeni
fikirlerin dogdugu ve paylagsildigi, heyecan verici bir yer olarak diigiinmemi saglanugtir. “Opusmusiuum - Portekiz’deki
Roma Mozaikleri”, “Ogretmenler laboratuvari” min bir sonucu oldu. Projenin bir sinifta tasarlanmasindan bu yana yedi
vil gecti. Bu projenin amaglarmmin, basarilarimin (tamamlanmamug olsa da) iyi bir bilimsel uygulamanin degerlerinin
ilham veren bir Profesore saygt gostermeye deger oldugunu diigiiniiyorum. Profesor Bldzquez gibi, Opusmusiuum’un

bir giin kamuoyuna kavusmasini umuyoruz.

Anahtar Kelimeler: Roma mozaikleri, Portekiz'deki Roma mozaikleri, Portekiz'deki Opusmusiuum - Roma Mozaik-

leri, Portekiz'deki Roma mozaikleri cevrimici katalogu.

A Tribute to an Inspiring Professor

In June 2011, I had the privilege of meeting Professor José Maria Bldzquez
Martinez in person when I went to Kahramanmaras in Turkey to attend to the
V. International Symposium of Mosaic Corpus of Tiirkiye. To my knowledge,
Professor Bldzquez was a distinguished professor and researcher committed to
the study of Ancient History. Professor Bldzquez’s work privileged the analy-
sis of our past by means of various sources inspiring students and academics
and contributing to the development of Ancient History far beyond Spanish
frontiers. One of the sources of research Professor Blazquez handled success-
fully were the Roman mosaics. Considered by him as an historical document,
the analysis of Roman mosaics would widely surpass their first functionality
of covering the floors to become a medium of interpretation of Roman society.
Professor Bldzquez’s passion for traveling gave him the knowledge of mosaics
in their spatial context whenever possible. His lifetime investigation led him
to publish valuable syntheses allowing him to compare the features of Roman
mosaics produced in the western and eastern parts of the Mediterranean. This
reveals a broad capacity for visualizing the Roman world through mosaics, an
art and craft not invented by them but certainly developed and extensively used
in the Roman Empire.

The study of Roman mosaics in their various potentialities provides seve-
ral lines of enquiry not only for Ancient History but also for the History of
Ancient Art. Therefore, Roman mosaic pavements show visual compositions
adapted to architecture combining figurative scenes of different natures (dai-
ly-life scenes, historical, mythological) with geometric patterns, using and re-
using motifs some of them dating far back from the Roman context. Despite
the obvious importance of figurative mosaics in the process of mosaics study,
geometry is largely used with increasing relevance in the Roman repertoire.
Geometric patterns with vegetal motifs frame figurative scenes and eventually
geometry becomes itself one of the main subjects. Experts discuss the inten-
tion supporting the choice of a certain composition or motif, the place it oc-
cupies in the room, the relevance it gains in the overall design of the house-
hold floors!. Mosaics are to be observed and considered in its intentionality? as
they are an important part in the study of Roman decoration. This is only one
amongst many other reasons why the study of Roman mosaics is so appealing.

Professor Bldzquez’s inspiring presence in Kahramanmaras was full of enthusi-
asm for new discoveries, for the pleasure of meeting different people and expe-
riencing new places. Figure 1 captured one of those happy moments gathering

1 Mosaic compositions tell us about the message Romans wanted to transmit. The way they have chosen
to pass the message through allows us to try to understand how they visualized space. See, Limao -
Morgado 2016. Also, Bermejo Tirado 2015.

2 The mosaic pavements guide the viewer’s look through domestic spaces. See Clarke 1991; Swift 2009.
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Figure 1

Kahramanmaras, 2011. Professor José Maria
Bldzquez surrounded by (from left to right)
Javier Cabrero, Luz Neira, Licinia Wrench
and Filomena Limao.

researchers and professors from Spain and Portugal around Professor Blazquez.

My coming to Kahramanmarag would be a major contribution for the develop-
ment of my own studies on Roman mosaics and a source of information for
my work as a professor of History of Classical and Late Antique Art at the
History of Art Department of the Faculty of Social Sciences and Humanities,
NOVA University, in Lisbon. I was fortunate enough to inherit the motivation
and methodological procedures implemented by Professor Justino Maciel in the
History of Art Department of the Faculty. Moreover, undergraduate History of
Art students were given the opportunity to choose the curricular unit “Roman
Mosaics in Portugal” where they could intensively experiment with this topic
for a Semester, a rather unique circumstance in the Portuguese panorama of
Roman Art and Archaeology. I followed Professor Justino Maciel and Professor
Licinia Wrench in the teaching of the “Roman Mosaics in Portugal” unit in
2010/2011. The coincidence of having worked with my students on Roman
mosaics in Portugal that year and my coming to Kahramanmarag and meet-
ing Professor Bldzquez is the main reason why I am writing this text about an
academic project then born in my classes: “Opusmusiuum- Roman Mosaics in
Portugal”. I strongly believe that academia should be a place where people can
exchange ideas, discuss their projects, display them to classmates and teachers
and engage in teamwork. The Opusmusiuum project is a good example of the
fine collaboration there can be among students and between them and teachers
in a challenging classroom environment I would like to call “ teachers’ lab”. The
ultimate intention of learning and researching is to disclose the information to
the public either academic or lay public. Accordingly, the Opusmusiuum project
aims at providing an accurate and trustworthy information about Roman mosa-
ics in Portugal to a wider public, fostering new investigation and contributing to
a higher responsibility towards the safeguarding of our cultural heritage.

Writing about the “Opusmusiuum -Roman Mosaics in Portugal” academic pro-
ject in a publication dedicated to Professor Bldzquez means that this project is
valid enough to pay tribute to an inspiring professor who truly practiced the
values of a “ teachers’ lab”according to the most reliable sources there can be:
his students’ words3.

Opusmusiuum - Roman Mosaics in Portugal

This paper briefly describes the academic project “Opusmusiuum- Roman
Mosaics in Portugal” that came to light during my 2010/2011 undergradu-
ate classes of the optional curricular unit “Roman Mosaics in Portugal” at the
History of Art Department of the Faculty of Social Sciences and Humanities,
NOVA University in Lisbon (http://www.fcsh.unl.pt/cadeiras/opusmusiuum/
mapa.html)*.

At the beginning of our classes, students put to me a straightforward question:

3 For example: Luz Neira and Luis Alberto de Cuenca.

4 For the making of and complete description of the “Opusmusiuum- Roman Mosaics in Portugal”, see
the text by my former students, Luis Campos Ribeiro e Mafalda Marcos,” Projecto Opusmusiuum - O
Mosaico Romano em Portugal” in Horizontes Artisticos da Lusitania: Dindmicas da Histéria da Arte
da Antiguidade Cldssica e Tardia em Portugal (Século I a VIII) or Artistic Horizons of Lusitania: Dy-
namics of the History of Classical and Late Antique Art in Portugal (1* ¢ to 8" ¢ CE) to be published
in 2018. Luis Campos Ribeiro was the person responsible for the technical support of the website and
designed the logo. He also edited the videos and dealt with the first site hosting. The following students
described the mosaics and recorded the description on the videos: Luis Campos Ribeiro, Mafalda Mar-
cos, Ménica Queiroz, Begofia Farré, Maria Mayer, Décil Peréz, Maria Gabriela Simdes, Vera Trigoso,
Joana Carretas, Cldudia Pancadares, Ana Maria Vale, Maria Helena Gabriel, Inés Rodrigues, Samya
Brugd, Daniela Simdes, Amanda Santos, Inés Vieira e Sara Cardoso.
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Where can we see and get information about the Roman mosaics that there are
in Portugal? The answer took me a while longer than I had thought. In fact, stu-
dents had just been introduced to an extended bibliography to support their study.
The four Corpora of the Roman Mosaics of Portugal (CMRP), a comprehensive
study of mosaics from key places in the country providing full descriptions,
photos, drawings, parallels and proposing chronologies. Volume one (Oleiro
1992) concerns the “Casa dos Repuxos” or the House of the Fountains in the
Roman city of Conimbriga® (central Portugal); in volume four (Pessoa 2017),
the Roman Villa of Rabacal (central Portugal); in volume two (Lancha - André
2000), the Roman Villa of Torre de Palma (Alentejo, in the south of Portugal)
and the Roman Mosaics from the Eastern coast of the Algarve (Lancha - Oliveira
2013) also in the south of the country. So, the use of CMRP is mandatory in
every research assignment on Roman mosaics in Portugal. AIEMA’s proceed-
ings (International Association for the Study of Ancient Mosaics), History of Art
Journals, dissertations and theses are also to be considered together with a large
range of scattered bibliography. However, I was forced to recognize that there
was no far-reaching book available to students written in Portuguese addressing
key places where Roman mosaics can be found either in situ or in exhibitions or
museum stores from North to South Portugal providing descriptions and com-
parisons, including quality photographs with an updated bibliography.

The idea was to prepare a website with a catalogue comprising the places where
we could find Roman Mosaics in Portugal prioritizing the use of audio and vi-
sual means of information. As every student in the curricular unit had to develop
research on Roman mosaics found in Portugal, the first draft of the Opumusiuum
site was made available on a temporary server eventually transferred to the
Faculty server where it still is now and can be accessed (Fig. 2). Most of the
places displayed were those visited during school trips that Semester and so a
wide range of quality photographs taken by the students themselves were avail-
able.

The objective was to display useful and interesting scientific-based information
for students, teachers, researchers and lay public. The site should be user-friend-
ly and display an attractive design. A list of places with mosaics was provided

5 For a brief introduction to the site of Conimbriga, see Limao 2015.

Figure 2

The Opusmusiuum site: the home page.

On the left, a list of places to consult; on

the right, the map of Portugal where those
places should be located. This work is still
incomplete. http://www.fcsh.unl.pt/cadeiras/
opusmusiuum/mapa.html
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Figure 3

The Opusmusiuum site: the mosaic at the
entrance of the Roman Villa of Cerro da
Vila, in the Algarve, south of Portugal.
On the left, a description of the mosaic;
upper right, a photograph of a mosaic and
bottom right, a short video narrated by a
student. http://www.fcsh.unl.pt/cadeiras/
opusmusiuum/m.cerrodavila0001 .html

Figure 4

The Opusmusiuum site: a mosaic panel from

the peristyle of the *“ Casa dos Repuxos” or
the House of the Fountains in the Roman
city of Conimbriga, central Portugal. On
the left, a description of the mosaic; upper
right, a mosaic’s photo and bottom right,

a short video narrated by a student. http://
www.fcsh.unl.pt/cadeiras/opusmusiuum/m.
conimbriga0001.html

(Fig. 2) on the left of the page and on the right side an orange coloured map of
Portugal. When choosing an option, a text, photos and a video would appear on
the screen. The voices heard in the videos belong to students and they describe
the mosaic as it is displayed. Different types of mosaics are presented either figu-
rative or mainly geometric in black and white or polychrome (Figs. 3 - 4) from
noteworthy places of the Roman presence in Portugal: two ancient Roman cities,
Conimbriga and Ossonoba, the Roman name of the modern city of Faro in the
Algarve (south of Portugal). The other Roman entries of the Opusmuiuum site
are Villae: Rabacal, Pévoa de C6s (central Portugal), Pisdes (Alentejo, south),
Cerro da Vila and Milreu (Algarve, south).

From Teachers’ Lab to Public

Seven years have already passed since the Opusmusiuum site came to light and
was displayed on the Faculty of Social Sciences and Humanities server. It re-
mains unaltered and unfinished. Nevertheless, its mission and goals are solid
and alive. There is still no guide for the study of Roman mosaics in Portugal
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available for students and the general public. My intention is to make it real as
a tool for knowledge of the Roman heritage in Portugal and to kickstart the pro-
gress of the investigation of Roman mosaics.

In 2011, in Kahramanmaras, Professor Bldzquez spread enthusiasm and encour-
aged each and every one of us to proceed with the study of Roman mosaics. His
example shows us how much there is always to know despite the exiguity of the
sources or the hardness of the path. Above all, he proved to us how the joy of
discovery never ceases despite age, fatigue or disappointment. Actually, it all de-
pends on us and on the new perspectives we find to understand better and move
forward with our questioning.

The Opusmusiuum academic project was born in a “teachers’ lab” environ-
ment where hard work didn’t hinder students’ or teacher’s energy. We hope and
strive for the day it may become real and finally meet its public®. Through the
Opusmusiuum values and goals we pay tribute to Professor Blazquez’s inspiring

passion for the study of mosaics. Like him, we persevere in what we believe.

Web

The Opusmusiuum project website:

http://www.fcsh.unl.pt/cadeiras/opusmusiuum/home.html

6 This project would need funding to be continued and finished.

Bibliography - Kaynaklar

Bermejo Tirado 2015
Clarke 1991

Cuenca 2016

Lancha - André 2000

Lancha - Oliveira 2013

Limao 2015

Limao - Morgado 2016

Neira Jiménez 2016

Oleiro 1992
Pessoa 2017

Ribeiro - Marcos in print

Swift 2009

J. Bermejo Tirado, “Aplicaciones de sintaxis espacial en arqueologia,” Arqueologia de la Arquitectura 12, 1-3.

J. R. Clarke, The Houses of Roman Italy 100 B.C. - A.D. 250- Ritual, Space and Decoration, Berkeley, Los
Angeles, London.

L. A. de Cuenca, “Fallece el catedrdtico de Historia José Maria Bldzquez,” ABC Cultura, http://www.abc.es/
cultura/abci-fallece-catedratico-historia-jose-maria-blazquez-201603272049_noticia.html (28/03/2016).

J. Lancha — P. André, Corpus do Mosaico Romano em Portugal, volume II, Conuentus Pacensis, A Villa de
Torre de Palma, Lisboa: Instituto Portugés de Museus.

J. Lancha — C. Oliveira, Corpus dos Mosaicos Romanos de Portugal, Algarve Este, Volumes I e II, Faro, Uni-
versidade do Algarve.

F. Liméo, “Conimbriga”, R. S. Bagnall- K. Brodersen- C. B. Champion- A. Erskine - S. R. Huebner (eds.), The
Encyclopedia of Ancient History, USA.

F. Limao — M. Morgado, “The “Deer Hunt Mosaic” of The “Domus dos Repuxos”, Conimbriga (Coimbra, Por-
tugal): A Singular Figured Narrative in A Medallion or an Experiment on Motion Picture in The Roman World”,
L. N. Jiménez (ed.), Atti del XIII Congreso Internacional de la AIEMA, “Estudios sobre mosaicos antiguos y
medievales”, Roma, 252-258.

L. Neira Jiménez, “Jose Maria Blazquez, la voz y los ojos de los mosaicos hispanorromanos,” El Mundo, http://
www.elmundo.es/la-aventura-de-la-historia/2016/04/11/570b8alecad741632b8b458a.html (01/04/2016).

J.M. B. Oleiro, Corpus Portugal I.
M. Pessoa, CMRP I, A Villa do Rabacal, Penela, Camara.

L. C.Ribeiro — M. Marcos, “Projecto Opusmusiuum - O Mosaico Romano em Portugal”, Horizontes Artisticos
da Lusitania, Lisboa.

E. Swift, Style and Function in Roman Decoration: Living with Objects and Interiors, Farnham, Surrey.



DOI: 10.26658/jmr.440584 JMR 11,2018 143-148

New Reading of the Mosaic in Noheda (Cuenca, Spain)

Noheda’dan Bir Mozaigin Yeniden Incelenmesi (Cuenca, Ispanya)

Guadalupe LOPEZ MONTEAGUDO"
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Abstract

In the Roman villa of Noheda (Villar de Domingo Garcia, Cuenca), the most distinguished of the structures
excavated, is the so-called tri-apsidal (triconch) room, belonging to the residential part of a 4" and 5™ century
villa, with its 290.64 m? dimensions and its extraordinary figured mosaics. Many of the mythological themes
represented are connected with loving partners: Pelops and Hippodameia, the story of Paris and Helen, the
Triumph of Bacchus in the company of Ariadne. The scenes related are also represented to the mime “the
Jjealous husband”, and Venus is evoked trough mythological characters associated with her which appears
next to the fishing scenes. The interpretative analysis of the ensemble mosaics found in Noheda is based on
the mythological and allegorical scenes depicting certain characters. For instance the Erotes or the typical
dextrarum iunctio gesture by lovers, Dionysus and Ariadne’s hierogamia as the divine couple manifest the al-
legory of the exaltation of love, of the union of divine and human. Together with decorative elements, such as
garlands and gardens, related with Venus, goddess of love, leads to an alone interpretation in allegorical lines
as the subliminal messages are revolving around the triumph of love. So far, the mosaic in the triclinium of
Noheda can be proclaimed as a great exponent of love; of lawful and unlawful relationships, of happy endings
with couples’ weddings or punishment inflicted on adulterous characters. It all of it presided over by the spirit
of Venus as inspirer of love.

Keywords: Reading, messages, mythological characters, allegorical scenes, loving partners, dextrarum
iunctio, hierogamia, garlands, erotes, gardens.

Oz

Noheda'da yer alan Roma villasinda (Villar de Domingo Garcia, Cuenca), kazilan yapilardan en segkini, 4.
ve 5. yiizytla tarihlenen bir villanmin konut boliimiine ait 290.64 m? boyutundaki ve olaganiistii figiirlii mo-
zaiklere sahip olan tri-apsidal (triconch) odasidir. Betimlenen mitolojik temalarin ¢cogu, sevgi dolu ciftlerle
baglantilidir: Pelops ve Hippodameia, Paris ve Helen'in hikayesi, Ariadne’nin de yer aldigi Bacchus'un Za-
feri sahnesi gibi. ligili sahneler aym zamanda “kiskang koca” mimi ile temsil edilir ve Veniis, baltk avlama
sahnelerinin yaminda ortaya ¢ikan, onunla iligkili mitolojik karakterlerle birlikte goriiliir. Noheda'da bulunan
mozaik toplulugunun yorumsal analizi, belli karakterleri betimleyen mitolojik ve alegorik sahneler temel ali-
narak yapilacaktir: Ornegin, Eroslar ya da dextrarum iunctio mimiginde tasvir edilmis sevgililer, askin yiice-
liginin bir simgesi olarak, hem ilahi bir ¢ift hem de ilahi olanla insani olanin birlesmesini temsilen Dionysos
ve Ariadne'nin hierogamia sahneleri bulunur. Celenkler ve bahgeler gibi diger dekoratif bilesenlerle birlikte
goriilen ask tanricast Veniis, askin zaferi etrafinda donen bilincalti mesajlar seklinde alegorik olarak tek bir
yonde yorumlanir. Simdiye kadar Noheda'nin tricliniumundaki mozaikte, biiyiik bir agkin; mesru ve gayrimesru
iligkilerin, ciftlerin evliligi ile simgelenen mutlu sonlarin ya da zina yapan karakterlerin cezalandirilmasinin
betimlendigi soylenebilmektedir. Tiim bunlar, agkin ilham kaynagi olan Veniis’iin ruhu tarafindan yonetilmigtir.

Anahtar Kelimeler: Inceleme, mesajlar, mitolojik karakterler, mecazi sahneler, asik ciftler, dextrarum iunctio,
hierogamia, ¢elenkler, eroslar, bahgeler.
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The figurative scenes of Noheda site —presented to the public in 2013 (Valero
2013: 307-330) stand out within the Spanish-Roman mosaic art as a whole and
in the South Meseta in particular. The large decorated surface and the technical
and artistic quality of the pavement, as its allegorical content, make this mosaic
a unicum.

The mosaics of Noheda pave a triconch room belonging to the residential part
of a 4" and 5" century villa with an adjoining nartex with two exedrae and
an octagonal room (Valero 2013: fig. 2; Valero 2015: 439-443). According the
archaeologists this room was used as triclinium.

The rectangular area of the pavement is borded with a frame of acanthus scrolls,
is divided in six decorated panels with mythological and allegoric-themed
scenes. There are also everyday-life scenes,, such as the chariot race in the circus
(panel A), boxing contests in the amphitheatre and extolling of the winning ath-
letes with the victor’s palm and the crown of triumph (panels B and E), probably
evoking the proprietor’s Euergetism. Additionally, there are aquatic scenes sur-
rounding a grand central fountain or pool, featuring fishermen with various fish-
ing gears together with mythological figures. A cheerful evocation of gardens
is also present in the compositions of archways with ornamental flower insets
paving the octagonal room and North exedra (Valero 2013: fig. 10, 11a-b, 12).

In the W area of the floor, at the entrance to the room, the myth of Pelops and
Hippodameia is represented (panel A) (Valero 2013: fig. 13, 14; Valero 2016:
125-160). To the left, a group of two men and two ladies surround Oenomaus,
seated in an armchair and reaching out with his right hand towards Pelops. In
the striking upper strip there are two garlands and the heads of three dead suitors
dangling gruesomely from a perch. The middle part depicts a race of quadrigae
in the circus, where one of the chariots has suffered a naufragium and a wheel
shoots up. From the other, driven by Eros, Pelops descends as the winning chari-
oteer and is embraced by Hippodameia -with both characters in a dextrarum
iunctio stance— who presents him with the victor’s palm, while another character
on the right side points at him as the winner.

In the upper part of the panel the spina of the circus has been represented in
small scale to evoke the races appearing in Spanish-Roman mosaics in Italica,
Paradas, Ecija, Mérida, Barcelona and Bell-lloc (Lopez 1994: 343-367). All of it
is accompanied by garlands as a symbol of Venus.

The story of Paris and Helen is represented in the East part (panel C), divided in
three scenes: the Judgement of Paris to the left, the Abduction of Helen, and the
arrival in Troy by a ship with unfurling sails (Valero 2013: fig. 17, 18). In this
panel the garlands -symbol of Venus— have been substituted with Erotes. The
scene constitutes a hapax in Roman mosaic art as it conjoins the Judgement of
Paris with episodes never represented before, such as the Abduction of Helen
and the arrival of the protagonists to Troy.

The Judgement of Paris has been represented to the left in a conventional manner,
with significant examples in the Hispanic pavements of Castulo and Casariche,
Ulpia Traiana (Transylvania), Cos (Greece), Antioch (Turkey) and Cherchel
(Algeria) (San Nicolds 2015: 563-571). In the Noheda mosaic Paris is featured
sitting on a rock with a cupid at his feet before the three goddesses. The centre
of the panel shows the Abduction of Helen, who, accompanied by three servants
—one of them holding up a parasol over her head— is taken by the hand in a typi-
cal dextrarum iunctio gesture by Paris, who ushers her to a ship with four sailors
and a cupid near the oars, as if proclaiming that love is what drives the journey to
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Troy. The same ship is used to depict the arrival in Troy of Paris and Helen and
the celebration of the dextrarum iunctio by the lovers, still escorted by a cupid
and the three servants, one of them holding the sunshade over the princess as in
the preceding episode, and by four small figures who celebrate the event dancing
in front of the walls of the city.

In the easternmost zone of the pavement, the Triumph of Bacchus is pictured
(panel D). The god, crowned by the Victoriae, rides a chariot drawn by centaurs
in front-view in the company of Ariadne —under a parasol held by a servant— and
his full cortege of satyrs, maenads and Silenus on his donkey (Valero 2013:
fig. 19). The figure of Bacchus as loutrophoros, holding a pitcher full of wine,
would illustrate Ptolemy II Philadelphus’s famous pompé, described in Atheneo
(Athen.deipn. V 200 ss.), where one of the triumphs in which Dionysus offers a
libation —symbol of divine power— to celebrate his triumph is mentioned (San
Nicolds 1997a: 405-420).

There are no garlands or Erotes in this scene, but love is present in the figure of
Ariadne, redolent of happy and unhappy love (San Nicolds 2011: 47-60). At the
time of his triumphant return from India, Bacchus finds Ariadne in the island of
Naxos, where Theseus had abandoned her while she was asleep. She is found
there by a satyr from the god’s retinue, according to Nonnus’s (Nonn.Dion.
XLVII 265-471) and Philostratus’s accounts (Philostr.imag. I, 15), at the end
of the night, at the time of the “morning sleep”, as described by Nonnus (Nonn.
Dion. XLVII 282-283, 292). Dionysus and Ariadne’s encounter appeared in the
mosaic of Mérida created by Annibonius’s workshop, and in the one recently
discovered in Ecija (CMRE XIV 2017: n° 37 fig. 70 A-B), and is a recurrent
topic in North African and Eastern mosaics.

Dionysus takes Ariadne onto his chariot, weds her and drives her to Olympus.
From that moment on Ariadne will appear inside the chariot next to Dionysus,
in allusion to her divine condition, and the arts have managed to show it very
clearly in Hispanic representations of the Bacchic Triumph in Noheda, Ecija,
Cabra, Fuente Alamo, Plaza de la Encarnacién in Seville, Andelos, Liédena and
Bafios de Valdearados, and in North Africa in Orange, Sant-Leu and Sabratha,
with just one mosaic documenting it in the East, in Gerasa. In Noheda this epi-
sode constitutes a final apotheosis for the whole content of the mosaic.

To the N and S of the central pool or fountain an array of scenes related to the
theatre are displayed (panel B) by means of figures representing musicians, mu-
sical instruments, singers, masked actors and, most interestingly, a mime, whose
name is known through an inscription by his side: MIMV ZELOTIPI NVM/FI.
The title can be translated as “the jealous husband” and features two characters
in chains —symbolising adultery— on a stage hung with profuse garlands evok-
ing Venus, goddess of love, in this case sinful love (Valero 2013: fig. 15, 16, 20;
Valero - Gomez 2013: 87-106; Lancha - Leroux 2017: 199-216).

Venus is also evoked in panel F trough mythological characters associated with
her which appear next to the fishing scenes (Valero 2013: fig. 21): Eros riding
a dolphin, also featured in the Hispanic mosaics of Barcino, Corduba, Astigi,
Santa Vitéria do Ameixial (Portugal) and frequently in Eastern pavements,
and that often accompanies Venus in statuary (LIMC III, “Eros”; “Eros/ Love,
Cupid”); Nereid with a veil arching over her head resembling Europe, sitting
on a Triton, whose iconography bears a heavy erotic charge. The connection of
Venus with fishing is explicitly documented in Algerian pavements from the 3"-
5™ centuries showing the Triumph of the Marine Venus in Khenchela, Kamissa
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and Djemila, which include fishing scenes in their lower section, revealing the
goddess’s relation with fishing activities (Lépez 2010: 160-186).

The goddess of love is also made present in the Noheda pavement through the
presence of gardens, evoked by means of compositions of imbricated archways
with flowery ornaments within, paving the octagonal room and the North exed-
ra adjacent to the great rectangular pavement (Valero 2013: figs. 11, 12). The
mosaic in the octagonal room is decorated with eight rows of kraters joined by
garlands, alternating with stems crowned with lotus flowers. A similar composi-
tion —with analogous pieces in North African mosaic art— decorates a mosaic
in the Portuguese villa of Torre de Palma (San Nicolds 1997b: 137-175; San
Nicolds 2016: 270-288).

The presence of Erotes and garlands as an allegory of Venus and of love seems
to be a constant in some South Meseta workshops, also characterized by scenes
of amorous content. The garlands appear in the upper part —just like in Noheda—
of the Complutum mosaic of Leda and the Swan (Alcald de Henares, Madrid),
accompanied by the inscription ADVLTERIVM IOVIS LEDA, alluding to the
episode of Leda’s seduction by Jupiter metamorphosed into a swan, and the
subsequent union of the couple (Ferndndez 1984: 203-213). Also in Complutum
in the mosaic Cupids 2 at Bacchus’s House, two Erotes grasp garlands whose
other ends are held by two doves. In Sisapo (Ciudad Real) (Zarzalejos et al.
2011: 69-83 fig. 23, 26-29), in the mosaic of Room no. 12, garlands held by
gallinaceous birds decorate the angles created by the insertion of a circle inside
a square, while a basket full of roses decorates the central emblem. This is a “re-
duced” representation typical of the Spanish-Roman mythology-themed mosaic
art, where Venus is symbolised through her most characteristic elements, namely
birds, garlands and roses (Lopez 2006: 271-292).

Some other pictures from different places in Hispania, similar in
iconography and contents, are found in the villa de la Estacién (villa of the
Station), in Antequera (Mdlaga), from the late 3" or early 4™ century, only one
is an octagon decorated with two garlands Erotes carring, one of them offer-
ing his companion a basket, is preserved. One another, is the mosaic of Panes
Perdidos (Badajoz), in the former Lusitania, by the craftsman Dexter, with sea-
sonal Erotes carrying baskets with fruits, associated to a female figure who is
weaving garlands.

Venus’s connection to Eros and garlands is documented in the mosaic of Fraga
(Huesca). Venus together with Eros is present in the mosaic of the Casa del
Anfiteatro (House of the Amphitheatre) in Mérida and in another exemple in
Fraga, while there are two Erotes in the scene of the Marriage of Cadmus and
Harmony belonging to the mosaic of Azuara (Saragossa). Garlands and roses
can be add together with other mythological characters as well, as with Europe
and the Nereids, symbolising the feeling insufflate by the goddess of love. The
same affectionate symbolism of garlands appears in the pictures of Mars and
Rhea, and of the she-wolf and the twins in the company of Mars in the circus
mosaic of Bell-lloc (Girona), as well as in Bacchic mosaics found in the East,
such as the ones in Zeugma, Shahba Philipoppolis and Sheik Zouede.

This same loving dynamic, but with a different meaning, can be found in the
iconographic setup of Carranque (Toledo) apparently alluding to the fateful con-
sequences of forced or unrequited love. Scenes of Diana and Actaeon, Pyramus
and Thisbe, Neptune and Amymone, Hylas and the Nymphs, are represented
in the lunettes of the mosaic about Ovid’s Metamorphoses, and presided in the
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central circle by a portrait of Venus. The death of Adonis before Venus and Mars,
as a consequence of the god’s jealousy, or the return of Briseis to Achilles in the
context of the Trojan War, are also represented in Carranque (Ferndndez 1994:
199-210; Blazquez 2008: 91-125).

The message that this splendid mosaic of Noheda is trying to convey through the
scenes depicted and the presence of certain details like the garlands and roses,
symbols of Venus, the repeated appearance of Eros and the evocation of the
goddess in the fishing scenes, is the extolling of love and marriage, the praise of
Pelops and Hippodameia’s and Paris and Helen’s dextrarum iunctio, opposing
the adultery of the characters in the mime panel, even if it also stems from love
as attested by the presence of garlands.

Although at first sight the images represented could be considered to have an
ethical content —a warning about the morality of lawful and unlawful relation-
ships—, the presence of dextrarum iunctio scenes, the garlands, the Erotes and
the dancers celebrating the betrothals all epitomize the extolling and full triumph
of love. Even the profusion of garlands in the mime scene refers to the secret
love of the characters in chains, half-hidden between two latticework panels
which remind of the episode of adultery involving Venus, Vulcan’s wife, and
Mars. They are caught in bed by the husband betrayed and entangled by him in
a metallic mesh, of his own making and exposed to public scorn (Hom.Od. VIII
266s.).

In the same context of reality and mythology, the domini have been
considered to appear as protagonists in the dextrarum iunctio scenes taking the
gods and mythological heroes’ place or identifying themselves with them. The
aim was to use these weddings as a family portrait, the image par excellence of
the Roman matrimony as a substantial component of the social order established
within the principles of civilization. These are the same values that prevail in
some mosaics in Antioch or at the House of the Dionysian Telete (or Poseidon
House) in Zeugma: Virtue (Arete) and Wisdom (Sophia), that must come to-
gether with the education (Paideia) of children, as pointed out by J. P. Darmon
(Darmon 2005: 1279-1300). Referring to three scenes related to marriage from a
single domus in Shahba-Philippopolis, J. Balty reflects that fertility (Eutekneia),
Wisdom (Sophia) and Justice (Dikaiosine) are essential values of the paideia,
the children’s education, in an iconographic and ideological program which, go-
ing beyond myth, is designed by the household domini to emphasise the value of
matrimony (Balty 2005: 1307-1316).

In this allegorically-oriented reading, the Triumph of Bacchus, accompanied by
Ariadne and his retinue and cheered by pervasive rejoicing and gleeful frenzy,
constitutes the apotheotic climax of the whole contents of the mosaic, of the
symbolism implied in letting love take control and carry us away. It is the end of
the mythological tale that concludes with Dionysus and Ariadne’s hierogamia as
the divine couple enacts the allegory of the exaltation of love, of the union of di-
vine and human, of the felete that lends its name to the mystery, of the civilising
nature of marriage over wild beasts and semi-human creatures such as centaurs
and fauns.

So far the mosaic in the triclinium of Noheda can be proclaimed as a great ex-
ponent of love, lawful or unlawful —but in any case romantic— relationships, of
happy endings with couples’ weddings or punishment inflicted on adulterous
characters. The spirit of Venus as inspirer of love, also represented in several
statues in the site, is key for an interpretative reading of the mosaic.
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On the Interpretation of Pothos in a Mosaic from the Antiquities
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Abstract

This paper analyzes a representation of Pothos in a mosaic auctioned in the antiquities market, —from a private
collection after being acquired at Asfar Brothers, Beirut, in the late 60's. -, today in J. Bagot Archaeology-
Ancient Art in Barcelona. More specifically, we will discuss, its interpretation within a scene related to Pelops
and Hippodameia. Even the three characters are represented, with an unusual iconography, their identifica-
tion is undoubtedly established on the base of inscriptions in Greek. To proceed with this discussion, this study
analyzes the ancient literary sources and the images of Pothos depicted in the other mosaics, among others,
on a mosaic of Pelops and Hippodameia from London antique market in 1979, that had been part of a private
collection of California until the 1990s, being auctioned at Christie's in New York on 2010, and in the mosaic
of the Weddings of Dionysus and Ariadne from Philippopolis.

In connection with the references of some literary sources, the representations of these two mosaics are very
revealing to understand the mosaic scene currently conserved in J. Bagot.

Keywords: Pothos, Pelops, Hippodameia, mosaic, antiquities market.

Oz

Bu makale, 60'larin sonunda Beyrut'tan Asfar Kardegler (Asfar Brothers) dzel koleksiyonunda yer alan, giinii-
miizde ise Barselona'daki J. Bagot Arkeoloji ve Antik Sanat'ta bulunan, antika miizayedesinden bir mozaikteki
Pothos betimini ele almaktadir. Ozellikle de, Pelops ve Hippodameia ile ilgili bir sahnede Pothos'un yorumlan-
mast tartisilacaktir. U¢ karakterin de sira digi bir ikonografi ile betimlenmesine ragmen, karakterlerin teghisi
hi¢ kuskusuz Yunanca yazitlara dayanilarak yapilmustir. Bu tartismaya devam etmek icin, bu ¢calismada, antik
yazili kaynaklarin yant sira baska mozaiklerde betimlenen Pothos tasvirleri de ele alinacaktir. Ele alinacak
mozaikler arasinda 1979'da Londra Antika Miizayedesi'nde yer alan, 1990'lara kadar Kaliforniya'da ozel bir
koleksiyonun parcast olan ve 2010'da New York'ta Christie's'te actk artirmaya ¢tkarilan Pelops ve Hippodame-
ia betimli bir mozaik ve Philippopolis'ten Dionysos ve Ariadne'nin evlenmesi sahnesinin goriildiigii bir mozaik
de yer almaktadir.

Giiniimiizde J. Bagot Arkeoloji ve Antik Sanat'ta korunan mozaik iizerindeki sahneyi anlayabilmek icin baz
yazult kaynaklardan alinacak referanslar ve bu iki mozaikteki tasvirleri yorumlamak gerekmektedir.

Anahtar Kelimeler: Pothos, Pelops, Hippodameia, mozaik, antika miizayedesi.
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The mosaic studied in this paper is curated in the J. Bagot. Archaeology-Ancient
Art Antiquities House in Barcelona, in whose website appears documented
precedent a private collection after being acquired, in the late 60's, from Asfar
Brothers, Beirut. In the image, the winged and naked eros, that is identified by an
inscription with its Greek name -ITO@QOZ-, is holding in his left hand over his
shoulder a flaming torch, while turning his head towards the main characters of
the scene, Hippodameia and Pelops, also identified by its names in inscriptions,
and draws their attention with the right hand extended towards an architectural
structure, perhaps anaccess to a building, on the right side of the picture (Fig. 1).
The presence of Pothos in the representation of this love myth,whose union was
achieved after several vicissitudes, has been recently explained as indicative of
negative repercussions and impacts, alluding to the death of Oinomaus and the
curses of Mirtilo on the descendants of the couple (Valero 2016: 157 fig. 10),
although no literary source echoes the symbolism of Pothos as personification of
a love whose consummation causes destruction.

Figure 1
Mosaic of Pelops and Hippodameia.
Photo: According Bayot.
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It should be remembered that the appearance of Pothos in a depiction, although
very different, of the myth of Pelops and Hippodameia is documented in a red-
figures vase from Apulia, dating from 360 BC, with Aphrodite, where both,
identified by inscriptions like the rest of the personages, have been included in
the scene of the Pelops’ arrival before Oinomaos in presence of Hippodameia
(Pipili 1990: 436 nim.4). It is not surprising, considering that Pothos (Bazant
1994: “Pothos” I) is mentioned as the son of Aphrodite and a member of his
entourage by Aeschylus (Suppl 1035-1037), although it was Sophocles (Trach.
631 -632), the first author who described him as a personification of lovefor an
absent person , a line followed by Plato in his Cratylus (400d & 419e-420b),
who clarified the meaning of some erotes, which, uniquely identified with a
name, are represented in Greek vase painting!:

“[Of the Loves:] ...The name \ueQoo

(longing) was given to the stream (QOV0) which
most draws the soul; for because it flows with

a rush (tepevoo) and with a desire for things and
thus draws the soul on through the impulse of

its flowing, all this power gives it the name of \PeQOO.
And the word 0000 (yearning) signifies that it
pertains not to that which is present, but to that
which is elsewhere (alAo0t ov) or absent, and there-
fore the same feeling which is called \ueQoo when its
object is present, is called mo0oc when it is absent.”

The significance given by Sophocles and Plato on Pothos, as the personification
of the loving desire of a person who, being absent, cannot be satisfied, causing
pain, suffering and longing according to Pliny (Plin.nat. 33: 4.7), would explain
the inclusion of Pothos with Aphrodite, while Hippodameia experienced the
loving desire of each young suitor, and then the frustration at the attitude of her
father, who would have made her a longing for the missing before Pelops's ar-
rival.

However, it seems opportune to revise Pothos's other representations in mosaics
and their context in the framework of different mythological episodes. Pothos
attracted my interest while investigating the parallels of the scene of Selene and
Endymion in a pavement from Castulo, in particular the representation in an
unpublished mosaic (Neira 2015: 69-72 fig. 4), with provenance, context and
location unfortunately unknown. This mosaic (Fig. 2) had appeared on the
London antiquities market in 1979 and had been part of a private collection from
California until the 1990s, being auctioned at Christie's in New York on June 10,
2010, according to the brief information of the catalog, which also provides the
measurements - 167.6 cm x 177.8 cm - and a dating from the third century AD.

Keeping in mind that in the figurative picture, in spite of its characteristic ico-
nography, two inscriptions in Greek with the names of ENAWMIwN and
SEAHNH identified the young sleeping and the beautiful Selene, with its
cha-racteristic crescent moon, in a biga, with only the edge of the curved box
and an eight-spoke wheel driven by two bulls advancing toward the right, well

1 www.theoi.com/Ouranos/ErosPothos.html.
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documented in other images of Selene (Gury 1994: nr. 58-66). In a tough po-
sition, with bent knees, the goddess seems to be represented descending the
chariot, although it is not well appreciated if she has done so or is standing on
the ground, but instead of focusing on Endymion, Selene moves her eyes and a
flaming torch (Gury 1994: nr. 58, 61, 66) towards to a naked winged eros, lo-
cated in the upper right part of the image, whose index aims to draw attention of
the goddess to the young sleeping. It would not be surprising, if we take into ac-
count the comparable presence of an eros in the Isola Sacra mosaic (Gabelmann
1986: nr. 29), in Nimes mosaic (Gabelmann 1986: nr. 5), and in several scenes
documented, among others, in paintings and sarcophagi (Gabelmann 1986: nr.
52-54,58, 61, 63, 64, 67, 69-70, 73, 77-78, 81, 83, 85, 92, 93, 94), except that
this eros is identified as the main character by an inscription in Greek with the
name of [TOOOZ.

Evidently in the mosaic of Christie's auction, Pothos points with his finger to
the sleeping Endymion who, given his everlasting deep sleep and in spite of

Figure 2
Mosaic of Selene and Endymion.
Photo: According Christie’s.
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Figure 3

Mosaic of the Weddings of Dionysus and
Ariadne from Philippopolis.

Photo: Luz Neira.

the loving desires of the goddess, makes impossible the carnal union, causing in
Selene the yearning, longing and pain by an "absent" love, as has been pointed
out by several of the aforementioned ancient authors2.

In studying the representation of Pothos in the mosaic of Christie's auction, we
highlight the figure of another eros, also identified by an inscription in Greek
with the name of [IO®OZ, in the mosaic of the Weddings of Dionysus and
Ariadne from Philippopolis (Neira 2015: 71-72 fig. 5), dating from the second
quarter of the fourth century AD, preserved in the Shahba Museum (Balty 1977:
50-56) (Fig. 3). But here, instead of personifying love for the absent, as sleeping
and unconscious and unable to correspond, and therefore longing and suffering
pain, Pothos stands between the couple, carrying a flaming torch that usually
symbolizes the hymeneo, the amorous union, according to the narrative of the
myth about nuptials, which led us to ask the meaning of Pothos's incorporation
into this scene (Neira 2015: 71 fig. 5). It could be argued that the mention given
by Euripides, who in his Hippolytus (525-526) refers to Pothos as the son of
Eros, while in another of his works (Bacch. 414) places him in the kingdom of
Dionysus.

The most revealing reference, however, is found in a passage by Nonnos (Nonn.
Dion. XLVII, 442, 15), when the author from Panopolis, referring to the mar-
riage of Dionysus and Ariadne, mentions that the previous experience of love
desired and not achieved with Theseus plunged Ariadne into great pain, but it
was this unfulfilled love, Pothos, which finally made possible the union with
Dionysus:

[Dionysos addresses his future bride Ariadne:]
“Not for nothing did that fleet [of Theseus] sail

Jfrom my Naxos [abandoning Ariadne on the island], but Pothos (Sexual Longing)
preserved you for a nobler bridal 3

2 Except in Propertius (Prop. I, 15, 13-24), where explicitly stated otherwise: “Paris himself is said to
have burned at the sight of Helen naked, when she rose from the bed of Menelaus; and it was naked

that Endymion enraptured Phoebus’s sister and naked, they say, lay with the goddess.”
3 In another passage Nonno (Nonn.Dion. 25, 150, 31, 103) states that Pothos is a son of Zephyrus and
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In this sense, in the mosaic of Bagot, Pothos could be representing Hippodameia's
longing for love towards each of the many pretenders successively eliminated
by her father, making her to fear that she could not fulfill her dream of marriage,
but, as in the Syrian mosaic from Philippopolis, it would be this previous experi-
ence - of love longed for and not finally achieved by Pothos - which, in the line
of Nonnos on Ariadne, would finally make possible its union with Pelops. For
this reason, it is Pothos, still with the flaming torch on his shoulder, who points
to the building where the famous race must be decided, indicating the way to
reach that union, while the young Hippodameia, quietly seated but animated by
the intervention of Pothos, raised the palm for the victors before the presence of
Pelops, indicating the action that the young pretender should perform to achieve
his love, the feat of triumph over Oinomaos in the race of chariots.

Iris; while, in contrast, later on (Nonn.Dion. 33, 112): "[Aglaia calls upon Eros to assist his mot-
her Aphrodite:]‘Allvanquisher unvanquished, preserver of life coeval with the universe, make haste!
Kythereia [Aphrodite] is in distress. None of her attendants has remained with her; Kharis (Charis,
Grace) has gone, Peitho (Seduction) has vanished, Pothos (Sexual Longing) the inconstant has left
her; she had none to send but me. She needs your invincible quiver!”"
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Abstract

Tirana, the capital city of Albania, in Antiquity did not exist as an inhabited centre, simply it was considered a
rural area, the residential territory of Dyrrachium patricians, as was Ercolano for Pompeii. In 1972 in Tirana,
during the construction of a building, the remains of a rustic villa built in Roman Period were brought to light
accidentally, and some of the rooms were decorated with polychrome mosaics. This villa was used for more
than four centuries and it has several phases of life, for this reason it was dated by the archaeologists between
the end of the I*' and the 5" century AD.

The principal goal of the research is the punctual analysis of the mosaics motifs and their contextualization in
the Balkan and Adriatic area, to identify the owner and the craftsmen who live and work in it. The second goal
is to present to the international scientific community this rustic villa, a unique case for Tirana.

Keywords: Tirana mosaic, rustic villa, domus ecclesiae, Roman Albania, Christian Albania.

Oz

Arnavutluk'un baskenti Tiran, Antik Caglarda bir yerlesim merkezi olarak var olmanus, basit bir sekilde,
Pompei icin Ercolano’nun oldugu gibi, Dyrrachium’un asilzadelerinin kirsal yerlesim bolgesi olarak kabul
edilmigtir. 1972'de Tiran'da, bir binamin ingaati sirasinda, Roma doneminde insa edilen rustik bir villanin
kalintilari tesadiifen ortaya ¢ikarilmis ve bazi odalarin ¢ok renkli mozaiklerle dekore edildigi tespit edilmigtir.
Bu villamin dort yiizyil askin bir siire boyunca kullanildigi ve birkag nesli barindirdigi anlasimis ve bu nedenle
arkeologlar tarafindan IS 1. yiizyitin sonlart ile 5. yiizyila tarihlendirilmigtir.

Bu aragtirmamin asil amaci, mozaiklerin ve mozaiklerde kullanilan motiflerin dikkatli bir analizinin yapilmast,
mozaiklerin Balkanlar ve Adriyatik cografyasindaki yerinin belirlenmesi, mozaiklerin sahiplerinin ve moza-
ikleri isleyen zanaatkérlarin tespit edilmesidir. Ikinci amag, Tiran icin essiz bir érnek olan bu rustik villay
uluslararast bilimsel topluluga sunmaktir.

Anahtar Kelimeler: Tiran mozaigi, kirsal villa, domus ecclesiae, Roma Cagi’nda Arnavutluk, Hristiyan Arna-
vutluk.
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A Roman Vila in the Centre of Tirana

The research will focus on a structure found in the capital of Albania, Tirana
(Fig. 1), which in the beginning was used exclusively as a residential and pro-
ductive structure, but, later on, part of the building became public (Anamali -
Meksi 1972: 12; Omari 2013: 373-384).

The ancient villa is located in the middle of the modern centre of the city, not
far from the principal square, “Scanderbeg Square”, and between two important
roads: “Rruga e Durrésit” and “Rruga e Kavajés”, connecting Tirana with the
port of Durrés, from which the most important road of Balkan Via Egnatia-
Eyvartio 060 starts, and its hinterland, Kavaja, also located on the route lead-
ing to Byzantium.

From the research carried out in the last years, Albanian archaeologists have iden-
tified in the hinterland between Durrés (Dyrrachium) and Elbasan (Scampia), in
the area that today we can consider the territory of Tirana, several castles and
sites already inhabited in the Illyrian period. The sites that are better known are
those of Mali i Viles and Dorézi, where the castles built in the 6™-5" century BC
were used and restructured respectively till to the 6™ and to the 4™ century AD
(Ceka 2006: 62-66; Cabanes et al. 2008: 254-258). As the recent studies have
not been systematic and many details are missing, it is difficult to reconstruct
precisely the ancient landscape. Surely, this area of ancient Albania, after the
Roman occupation, became a busy region with mercenaries, solders and merc-
hants traveling both to the East and to the West (Ceka 2006: 62-66). Another
testimony, although unclear because of the lack of precise details, can be found
in the 4" book of ITepi xtioudtwv of Procopius of Caesarea where castles are
listed that were built ex novo or reconstructed in the territory of Epirus Nova
by Emperor Justinian. On the list of the new castles we find that of Tiridva
— Titiana, while on that of restructured castles that of Tvoxavog — Tyrcanus
(Procopius 1961: 251) is mentioned. Perhaps the latter is the castle of our centre
that over the centuries became Tyrana — Tirana, as was mentioned by Eduard
Lear in his travel diary in Albania (Destani - Elsie 2008: 42-54, 79-82). Until
now, nothing is known on these mentions, and therefore the information remains
to be checked. However, in Tirana, not much time ago, during the reconstruc-
tion of a central street, close to the Parliament, archaeologists found the remains
of the Ottoman castle. Maybe the Justinian walls are preserved under them? In
this case, we are not so far from the Roman villa, which was found by chance
in 1972, during the construction of a building in the neighbourhood called
“Partizani”. Approximately -0,30 /-0,40 meters below the city’s modern trek-
king level, were discovered the remains of a residential structure decorated with
mosaics. Immediately after the discovery, the work for the construction of the
palace were interrupted and the excavations started, coordinated by the Institute
of Cultural Monuments and the Institute of History of Tirana. The archaeological
investigations brought to light only the south-east part of the ancient building,
with their different phases, the floors decorations, several fragments of ceramics
and bricks, and various funeral steles that identify the building with a rustic villa
and, at the same time, include the period of its first construction between the 1*
and the 2" century AD (Fig. 2).

Two centuries later, in the 4™ century AD, based on some structural data,
archaeologists think that the owner of the villa performed some changes. In this
second phase the building was transformed from a unitary structure in two sepa-
rate parts: one exclusively residential and one for productive activities, aimed
at working the fields. It is in this moment that the Christian message begins

Figure 1

Tirana location with the mosaic site in the
centre of the modern city

(re-elab. by E. Omari).



Figure 2

Plan of the rustic villa of Tirana (from
Gilkes 2004: 286 fig. 119, re-elab. by E.
Omari).
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to spread in the territory of Albania and with more probability the owners of
the villa became Christians. In this historic phase the celebrations of the first
Christian communities took place in private buildings or in catacombs (Bowes
2008: 4-11; Sfameni 2014: 99-112). Until today in all the Albanian territory the
catacombs have never been found. Consequently, the owners, converted to the
new religion, reorganized the villa making further structural changes, as it hap-
pen in all Mediterranean area (Volpe 2002: 26-63; Chavarria Arnau 2009: 11-13;
Chavarria Arnau 2010: 639-662). In this case, in order to have a larger room to
hold the community meetings and to celebrate the sacrifice of Christ, in the east
side, where the main room of the villa is, was added an apse, while on the west
side, on the mosaic of the room which will be the narthex of the Christian build-
ing, the figures of two pairs of fishes were inserted and counterpoised.

Indeed in Albanian literature the building is known as the “domus ecclesiae” or
as the “rustic villa” of Tirana. The Albanian archaeologists have interpreted the
last changes as adaptations to carry out a structure for the celebrations of the new
Christian community that gravitates around it (Gilkes 2004: 284-286).

The architecture of the part that becomes ecclesia is simpler: on the west side two
doors permit the entry into the narthex, of rectangular shape. Two other doors
carry out on the eastern wall of the narthex, allow guests to enter into the main
room, which ends in east side with an apse. These three rooms at the moment
are the principal rooms of the rustic villa as they are decorated by polychrome
mosaics, with geometric patterns; motifs which are used both in the Roman and
late antique period (Fig. 3). Here, as in the whole Adriatic and Mediterranean
area, the artisans used geometric patterns that are neutral and employ them
to decorate structures that have a double value, private and religious. Only on
the mosaic of narthex elements are inserted that can be connected to the new
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religious tradition, fish and birds, the latter mentioned by Anamali (1993: 460),
but no longer visible.

During the excavations other environments were found on the north side of the
structure, perhaps rooms linked to the private activities of the villa, some of
which still display bricks floors with monograms (Omari 2009: 81-89). This
shows that in the phase of the conversion of the rustic villa into domus eccle-
siae the craftsmen used blocks with the symbol of the cross, dating back to
Constantine I (306-337 AD).

Figure 3
Reconstructive design of mosaics
of rustic villa (photo E. Omari).



Figure 4 a-d
Mosaics fragments in the room “A”
(photo E. Omari).
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The Mosaics of Villa

The mosaics realised in tessellates, as already mentioned above, decorate impor-
tant rooms and have polychromatic and bi-chromatic geometric and geometric-
figurative patterns. The material used for the mosaics, with most probability, is
local. From a visual examination it was possible to note that in it prevail lime-
stone tesserae in white, beige, black, grey, pink, violet colour, whereas the red
tesserae are made by ceramic material-terracotta.

Starting from room “A”, which must have mainly been an access room, it is vi-
sible that during the late antiquity period it went through structural and decora-
tive modifications, which lead the archaeologists suggest that these changes are
due to the use made of the room that became the narthex of the new ecclesiae
(Fig. 4a-d). The south part of this environment was destroyed during the open-
ing of the foundations of the modern palace. Therefore, today almost two-thirds
of the wall structure is preserved (12,9x4 m). From a recent study done by the
University of Siena, as part of a Master thesis, the scholar hypothesises a much
larger environment where the length is 25.51 m and the width is 4,56 m (Miti
2005: 24-31).

The floor decoration of the room, brought to light in fragmentary conditions,
present a tessellate with juxtapose texture of the mosaic surface (Omari 2011:
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679), where perhaps there were two connecting bands, one to the north and an-
other one to the south of the room, but only a small fragment was found in the
north corner. This white monochrome band was decorated by row of spaced and
poised serrated polychrome squares (Décor I: pl. 5a). There are two edges, pre-
served in part, consisting in polychrome stylized arcade of peltae with a column
supporting the central point of pelta, forming twin arches (Décor I: pl. 97¢) and
three interbraided bands of polychrome round-tongued guilloche opened from
eyelets, running in opposite directions (var. Décor I: pl. 75¢). The edges enclose
the field composed of two rectangular panels inscribed by lozenge loaded by
current waves; on the triangles, formed by the lozenge, curved ribbons are pre-
sented with Hedera or heart-shaped leaves, in the centre of this lozenge another
rectangle with two contrasting fishes was inserted (Décor I: pl. 299¢).

The second room decorated with mosaics is room “B”, rectangular (11,20x9,45
m), both for the size and for the floor decoration must be identified with a rep-
resentation environment that in the second phase, after structural changes it be-
came the hall /nave used for the religious ceremonies (Fig. 5a-g).

Also in this room the artisan uses the juxtapose texture to make the floor mo-
saic, where the first edge defining the entire surface is composed of arcade of
peltae with a column supporting the central point of pelta, forming twin arches
(Décor I: pl. 97e) followed by a simple guilloche in contrasting colours (Décor
I: pl. 70d). They enclose two panels, one is small and is divided into three parts
and another one is larger. The first panel is limited by a triple line with black
tesserae, which in turn divides it into three distinct areas. This part of the field
presents three motifs decorations: two squares, with equal decoration to the sides

Figure 5 a-d. Mosaics fragments in the room
“B” (photo E. Omari).



Figure 5 e-g
Mosaics fragments in the room “B”
(photo E. Omari).
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of the carpet, and a central one. Inside of the lateral squares, on a white surface,
a shilled of triangles with opposite colours (Décor II: pl. 327b) are inscribed,
which on the sides of the square form four triangles loaded by kantharoi. The
pattern of the central decoration has an orthogonal shape of intersecting circles,
forming saltires of quasi-tangent solid spindles and concave squares, the colours
counter changed (Décor I: pl. 237a). The second panel, which covers most of the
room, presents a centralized pattern, in a square and around a circle, made up of
4 lateral arches interlaced tangentially with the circle, and of 4 chevrons in the
corner. These are adjacent to the arches (here in simple guilloche, the chevrons
with meander and swastika in opposite direction with a double “T” (Décor II:
pl. 367c). The central circle in the inside is defined by a simple wave (Décor I:
pl. 101b) and is loaded by a shield of scales with radial flower effect (Décor 1I:
pl. 333b). The four arcades that are formed at the side of the central circle are
adorned with simple waves and by geometric elements, while the four squares
placed between the circle and the arcades are loaded by zigzag rainbow-pattern
of simple filets (Décor I: pl. 199b).

On the east side the large room is close to the apse, room “C”, which is a semi-
circle and has a diameter of 5.16 m. Added to the structure of the home and the
environment that preceded when the building became a domus ecclesiae, so at
the end of 4™ century AD, not only the construction technique, but also the size
of the wall are different from the set of the villa, they vary from 0.67 to 0.75
m of thickness. The apse mosaic, of which only a small part can be found, has
another texture, which is iterative (Fig. 6). It presents an orthogonal pattern of
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intersecting circles, forming saltires of quasi-tangent solid spindle and concave
squares, and the colours are changed (Décor I: pl. 237a).

Figure 6
Mosaics fragments in the room “C
(photo E. Omari).

2

The Comparisons of the Motives of Mosaics

The following analysis of decorative patterns used in the mosaics of Tirana,
being they employed to decorate the edges or the fields or as filler elements of
the basic motif, will not be considered as dating elements for the floor mosaic
and for the architectural structure. They are indeed very common throughout the
Mediterranean area, but they will help us to understand the tastes of the territory.
Given the vastness of their distributions in different places and times, we will
give only examples from neighbouring areas of Albania: the Balkan and Italian
area. It should also be specified that where the motives are widespread and the
testimonies exceed a certain number they will be mentioned in general without
specifying the structure or the environment they decorate.

The Edges Motifs

Décor I: pl. 5a: row of spaced and poised serrated polychrome squares.

Although in part visible in the mosaics of Tirana, this pattern is known but not

very frequent. In the Albanian territory, the second example comes from the .% @ % $
room with the apse in the Athena domus in Apollonia, which is dated between '
the 2™ and the 3™ century AD (Omari - Bonini 2016: 32-33). If we look at the

neighbouring areas of Albania, the pattern is absent. Currently it was found in  ErE=Esgesmeme

Greece and specifically in few churches of Cos island, dated at 5"-6™ century

AD (De Matteis 2013: 48-68). In Italy, there is only one example in Rome; the

floor decoration now is preserved and exhibited in the Capitolina Collection.

Also in this case, as in the Tirana mosaic, the row of spaced and poised serrated

polychrome squares mark the central panel of the threshold of an unknown room

only on two sides; this mosaic is dated by the scholars back to the middle of the

3 century AD (Salvetti 2013: 283-285). If we wanted to expand the comparison
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area, which looks like the pattern that had origin and fortune in the East, it is
enough to consider that many edges, in different rooms of the Roman domus
excavated in Antioch, dated between the 2™ and 3" century AD, were decorated
with it (Levi 1947: 66-281), such as the church of Bishop Martin in Gerasa,
erected in the 4" century (Picirillo 1989: 1704-1711).

Décor I: pl. 97e: polychrome stylized arcade of peltae with a column supporting
the central point of pelta, forming twin arches.

Currently the pattern with pelta on columns forming twin arches seems to be
unknown in Albania and the example of Tirana can be considered unique for this
territory. In addition to use in the edges of the rooms “A” and “B”, the pattern
was employed with a single arch and carried out with inferior quality only in an-
other site, in the mosaic of the Acropolis church of Butrint (Mitchell 2008: 85).
This design, although not so recurring, in the Balkan area was found in Istria,
on two occasions: in a rustic villa discovered in S. Simeone and in the Christian
basilica of Orserio (Zovatto 1971: 58) and in Bulgaria, at Stara Zagora, on the
edge of the large room of the late antique domus. In the Bulgarian mosaic, the
motif was used only on one side of the room, just in the west (Valeva 2011:
930-932). By contrast, in Italy this pattern is used both in roman tradition, in a
mosaic excavated in Vatican, dated between the end of the 1% century BC and
the beginning of the 1* century AD, with arches that more elaborated than the
one in Tirana, (Blake 1936: 121), in Christian tradition in north Adriatic area, on
the Grado island, used to decorate the edge of the baptistery mosaic, dated to the
beginning of the 4" century AD (Zovatto 1971: 63).

Décor I: pl. 75¢: a variant of two interbraided bands of polychrome round-
tongued guilloche opened to from eyelets, running in opposite directions.

The pattern with three interbraided bands, running in opposite directions, in
Albania’s territory prove to be used only in Tirana mosaic, but it is a variation
of the original motif found in Costanza, in Romania (Barnea 1977: 183). The
pattern of the edge of the Tirana mosaic is a triple and is unique for the area. In
Albania, the archaeologists have always found this design with one band starting
from the 2"-3" century AD, in the roman domus of Apollonia and Butrint, until
reaching the religious structure of the 6" century AD, specifically in Lin and Bylis
basilica and in the Saranda synagogue (Omari 2009: 132-133). However, in the
Balkan area, in Greece, the pattern is widespread as a single braid, both in edges
of the private domus of the 2"-3 AD and in edges that decorate the floor of the
early Christian basilicas, then of the 5"-6" century AD. Exemplars were found
in the basilica of Managitas, in the basilica “A” of Elitas and in the basilica “B”
of Chersoneso on the island of Crete (Atzaka 1988: 123-137). A punctual com-
parison with our pattern, three interbraided bands of polychrome round-tongued
guilloche opened to form eyelets, running in opposite directions was discovered
in a small church of Cterio Castron in Amfissa (Atzaka 1987: 187-188). If we ob-
serve the Italian mosaics it is known that, in this area, the motif is privileged with
polychrome round-tangent double guilloche opened to form eyelets too. From
the census carried out throughout the country many braid examples were found,
with all the nuances that the pattern can undergo, except for the triple band. The
similar edges to our example were found accidentally in Rome, in Tiburtina
road, locality Settecamini. The mosaic discovered without context was dated
by the archaeologists, based on stylistic data, between the end of the 2™ and the
beginning of the 3™ century AD (http://tess.beniculturali.unipd.it/web/home/).
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Décor I: pl. 70d: outlined simple guilloche on a coloured ground.

This decorative pattern has been known since the origins of the mosaic and
throughout the Mediterranean area. In Albania we find it almost everywhere
since the imperial period to the late antiquity both in private buildings (Apollonia
and Butrint domus) and in public buildings (Lin, Bylis, Mesaplik and Saranda
basilica) (Omari 2009: 132-133). In the Balkan area the comparisons are so
many, therefore, in this analysis we are going to mention a few of them. Starting
from the Greek area, the outlined simple guilloche on a coloured ground can be
found on the island of Delos (Bruneau 1972: 53) and on Kos island. Here it is
used to decorate the edges of the major basilica of Kephalos and the Baptistery
of Zipari (De Matteis 2013: 40-44, 67-68); in Macedonia it is present in the
mosaic decorations of the episcopal basilica of Stobi, into the Thyrsus Bishop
basilica in Tegea and in Nea Anchialos basilica, all of 5%-6" century AD (Kolarik
1989: 372-439). In the italic area it is witnessed throughout the area from the 1%
to the 5M-6" century AD. Only in the area of X Regio there are seventeen mosaics
between Adria, Este, Padova and Verona, which have had a decorative element
of the edge this pattern (Rinaldi 2007: 33-35). In the central-northern area of
Etruria there are fourteen edges carried out between the end of 1* century BC
and 4" century AD where the outlined simple guilloche on a coloured ground is
used (Bueno 2011: 211).

Décor I: pl. 10g: serrated saw-tooth pattern.

This pattern used in the mosaic of Tirana doesn’t present any limits in space and
time. Being so well-known within the Albanian territory, we find it in Apollonia
in a domus from the 3™ century AD and in a late antique basilica of the city; the
pattern was also used in the floor decorations of the so-called Triconch palace of
Butrinto and in the mosaics of the basilica extra muros in Elbasan (Omari 2009:
134-135). If we turn our gaze to the Balkan area, the serrated saw-tooth pattern
is present in Greece, in Delos, in the domus of the northern quarter (Bruneau
1972: 50). By contrast, on the western shore of the Adriatic, in Italy, it has been
attested already in the republican era in Rome (Morricone Martini 1967: 48-49),
in Sirmione in so-called Grotta di Catullo (Roffia 1997: 157-159), in Este in a
Roman domus excavated in the Albrizzi Villa, in Padua in an unclear context,
excavated in the centre of the city (Via 8 Febbraio — Palazzo degli Anziani), in
Verona in two domus (Rinaldi 2007: 29). Four attestations can be found in the
Tuscany area: two in Arezzo, one in S. Liberata in Grossetto and one in Volterra,
all framed in a period of time between the 2™ to the 4™ century AD (Bueno 2011:
201-202).

Décor I: pl. 101b: wave pattern (normal).

This decorative motif'is one of the oldest and the well-known in Greek (Salzmann
1982) and Aegean areas, especially on Delos island (Bruneau 1972: 266). The
pattern, used to define pebble mosaics already in the 4% century BC, has a very
long life and wide diffusion across the Mediterranean, and as this pattern doesn’t
know space and time limits it is impossible to lose all the archaeological evi-
dence. In Albania, beyond the Tirana example, other seven edges decorated with
this motif were identified. In this territory the theme appears at the dawn of floor
decorations, in the 4" century BC in Durrés; once again in Durrés we find it emp-
loyed in a mosaic of the 2™ century AD and later in the decorations of Roman
houses of the 37-4" century AD in Apollonia, Saranda, Butrint. It can also be
found in the late antiquity basilicas “D” and “E” of Byllis, both built in the 5®-
6" century AD (Ceka - Mugaj 2005: 73-75; Omari 2009: 131-132). The same
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happened in the Macedonian and Greek area. The development and the distribu-
tion of the pattern go from the 4™ century BC to the 6™ century AD. We just need
to think of the Hellenistic mosaics of Corinth and Olinto (Salzmann 1982: 95-
103); of Pella (Guimier-Sorbets 2004: 1163-1172), the mosaics of Delo’s houses
(Bruneau 1972: 172-303), the domus of Peristeria (Kolarik 1989: 140-154), the
Roman houses and the early Christian basilicas of Crete dating back to the mid-
dle of the 2™ and the 6" century AD (Markoulaki - Christoudoulakos 2004: 366).
Still in Italy, the normal wave pattern is widely spread throughout the territory.
In this respect we can give the example of what was found near Foggia, in a late
antique villa dating between the 3™ and the 4™ century AD (Fiorella et al. 2006:
454); the two testimonies found in Este and Padua dated between the middle of
the 1% century BC and the 2™ century AD (Rinaldi 2007: 50-51), and those found
in Lucca, Populonia and Volterra, dated from the end of the 2™ and the beginning
of the 1% century BC (Bueno 2011: 226-227).

The Field’s Motifs

Décor I: pl. 299¢: (variant) of lozenge inscribed in a rectangle (here outlined).

This pattern that in Tirana is used to decorate the central part of the floor mosaic
of room “A” in Albania is known but not widespread. Currently, in addition to
the mosaic of Tirana, in this Balkan area it was used to decorate the threshold
of the north nave of the basilica “A” in Bylis (Mugaj 1987: 173-190), whereas
in Greece it is highly appreciated by the client and has been used in the mosaics
decorations since the Hellenistic era, for example in Delos, in the mosaic which
adorn the Italian agora, in one of the rooms of the “House with a column” and
in the “House III Q” located in the theatre neighborhood (Bruneau 1972: 141,
218, 283). Still in Greece, two examples coming from Oikia and Tasos (Atzaka
1998: 233-234,335-336) were found in a private building built during the impe-
rial era. However, they are not missing in the late antiquity basilica. Here we
can mention the mosaics of the basilica “A” of Chersonisos and the basilica of
Eleutherna (Sweetman 2013: 213-216, 225-227). In the italic area some mosa-
ics testify that this pattern, drawn in two-toned colours (black and white), was
found in Rimini, in the threshold of room “C” of a Roman house close to the
arch of Augustus. The mosaic is dated by the archaeologist back to half /end of
the 1% century (Riccioni 1994: 80-81). It was also found in Desenzano, again
used to adorn the threshold of one of the rooms of a Roman house (Mirabella
Roberti 1994: 109). Based on the edited data we can say that the lozenge pat-
tern inscribed in a rectangle had better luck in the Eastern area than in the West:
numerous are the exemplars which come not only from the Greek but also from
the Roman houses discovered in Antioch (Levi 1947: 37-219).

Décor I1: pl. 327b: shield of triangles, in contrasting colours (here with 28 tri-
angles per row, in 11 rows).

The shield of triangles pattern, which decorates part of the main room of the rus-
tic villa, is well-known and diffused throughout the area of the Roman Empire.
Therefore, even in this case, it is very difficult to bring all the examples docu-
mented. The most immediate comparisons are among those within the Albanian
territory, in important sites such as Durrés, in the “hippocampus thermal bath”
dating 1% century AD; in Apollonia, in the Athena domus, dated between the 2™
and the 3" century AD; in the Triconch Palace at Butrint, dated between the 2™
and the 4" century AD (Omari 2009: 181). Even thought there is no scheme that
is much appreciated by the customer, in the Balkan area the examples are not
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missing. A testimony to the use of the scheme comes from Bulgaria, from a pri-
vate building of the 3™ century AD, excavated at the ancient site of Philippopolis
(Plovdiv) (Kessiakova 1994: 166-167). In Greece, currently, the pattern can be
found both in private houses built during the imperial era (2"-3" century AD)
and in public structures, as are the early Christian churches. The following are
some examples found on the island of Crete. The first one comes from the so-
called Dionysus villa (2™ century AD), the second from a residential building
of Mitropolis of Gortina dated between the 3™ and the 4" century AD, the third
from the triclinium of the Roman house found in the Kypriotaki properties of
Chersonisos (4th-5" century AD), while in the late religious context the pattern
was found in three basilicas at Poros, at Klapsi and at Antichira (Atzaka 1984:
51; 1987: 149, 164-169; 1988: 83-85). On the west shore of the Adriatic see, in
Italy, the motif is mainly documented in Rome, with five attestations all carried
out between the 1* and 4™ century AD. However, the item in Italy that shares
more similarities with the Tirana pattern was excavated at Narni in Umbria and
was part of a mosaic fragment which decorated the field of the Roman villa room
dating back to the 1* century (http://tess.beniculturali.unipd.it/web/home/).

Décor I: pl. 237a: orthogonal pattern of intersecting circles, forming saltires
of quasi-tangent solid spindle and concave squares, the colours are counter
changed.

The pattern is quite simple and therefore very diffused throughout the Empire.
From Albania, in addition to the testimonies of Tirana, there are eleven
other attestations, all carried out in red and white (two-toned), which come from
the Roman houses and the early Christian basilica brought to light at the sites
of Berat, Bylis, Saranda and Butrint. The buildings that are located in a time
span that goes from the 2" to the 6™ century AD. Therefore, in this territory the
orthogonal pattern of intersecting circles circulated for four centuries (Omari
2009: 177-178). There are many samples in the surrounding area as well. Not so
far from Tirana, on the ancient way Dyrrachium-Naissus, at Ulpiana (Kosovo),
the motif was used to decorate three environments of a Roman house from the
imperial era with mosaics (Cvetkovi¢ Tomasevi¢ 1994: 145-146). In other parts
of Balkan area, in Macedonia, we find it on the mosaics of the Episcopal Church
at Stobi and of the great basilica at Heraclea (Kolarik 1989: 97-98). In Greece
it was found on the island of Kos as part of the mosaic of the early Christian
basilica of Zipari (De Matteis 2013: 64). Also the italic examples are numerous
and here we can cite only a few. In Rome only, until today three mosaics floor
adorned with the orthogonal pattern of intersecting circles are known: the first
sample comes from the port of Rome, Ostia, from the Insula of Aquila, the floor
of the corridor of one of these houses was covered with this pattern (Becatti
1961: 194). The second mosaic was found in Via Rusconi, in the heart of Rome,
which decorated the floor of an undocumented structure; the third mosaic with
this scheme was found in the Roman suburb, in the hypogeum of the so-called
Villa Lucchina. The archaeologists dated all these examples to the 3™ century
AD (http://tess.beniculturali.unipd.it/web/home/).

Décor II: pl. 367c: Centralized pattern, in a square and around a circle, with
4 lateral arches, interlaced tangentially with the circle, and with 4 chevrons in
the corner adjacent to the arches (here in simple guilloche, the chevrons with
meander and swastika in opposite direction with a double T).

This motif, which currently decorates most of the carpet of the great room of the
rustic villa in Tirana, results to be an unicum for Albania, which suggests that
his diffusion was very restricted. In the Balkans, until today, there are only three
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mosaics decorated with this pattern and specifically there two are in Greece:
in the narthex of the basilica of Aigion and in the central nave of the basilica
of Delfi (Atzaka 1987: 180-82, 94-197). The third one, which is more similar
to the mosaic of Tirana, was recently discovered in Bulgaria, at Stara Zagora.
Here the centralized pattern, in a square and around a circle, was used in the
carpet of the great room of a late antique domus. Based on the stylistic analysis,
Bulgarian archaeologists date this mosaic between the end of the 4™ end the
beginning of the 5" century AD (Valeva 2011: 927-934). On the Western side of
the Adriatic Sea, this pattern is completely absent in Italy. From a study done by
M-P. Raynaud on three examples found in France, it seems that the motif has late
antique origin and is well known in the Middle East, between Syria and Turkey
(Raynaud 1996: 69-102).

Filler Elements

Besides the decorative patterns of edges and fields, with all the other Roman mo-
saics the mosaic of Tirana also shares the so-called filling elements, the geomet-
ric or figurative decorations that fill the empty spaces of the geometric scheme.
In our case, in the narthex room filling elements are used on the mosaic ad: a
curved ribbon with Hedera in the end and fish in opposite directions. Both are
known elements but not widespread. In Albania, opposite fish are found only in
the Tirana mosaic, while the ribbon with Hedera in the end is present in another
carpet, the one found in the entrance of the “G” domus at Apollonia (2 — 3%
century AD).

Other filler elements are found in the geometric motifs that decorate the large
room inside the two side panels those with triangle-shaped shields. Four kant-
haroi have been employed to fill the four triangles of the result and the hexafoil
(flower with six petals) in the middle. Both the kantharos and the flower were
widespread throughout the Mediterranean area already from the Hellenistic peri-
od until the late antiquity era. Let us just consider the mosaics of Delos (Bruneau
1972: 69-70) and the pebble mosaics studies by Salzmann (Salzmann 1982: 76,
113, 119-121, 124-126). In Albania a similar pattern is found in the mosaic of the
apse room in the Triconch Palace at Butrint (Mitchell 2011: 242-251). Instead,
in the big panel, the one with the centralized pattern, in a square and around a
circle, the filler elements are: the turning wheel in contrasting colours, a shield of
oblong bipartite polychrome scales which and appears to be windswept (Décor
II: pl. 333b) and the zigzag rainbow-pattern of simple filets (Décor I: pl. 199b)
at the sides of the central circle. Also these patterns are very common in the
Mediterranean area, however some of them were carried out in later periods, for
example the turning wheel in contrasting colours is witnessed in Greece, in the
late antique basilica of Dietomo (Atzaka 1987: 151-152). On the contrary, the
zigzag rainbow-pattern of simple filets has been certified to date back from the
imperial era to the late antiquity both as a filler element and as a real decora-
tion of the carpet. Currently it was found employed in the Christian basilica of
Crete (Sweetman 2013: 210-212, 225-227) and on the mosaics that adorn the
late antique domus of Stara Zagora in Bulgaria (Valeva 2011: 934-936). This
zigzag pattern was also discovered in Italy, in a mosaic at Desenzano (Mirabella
Roberti 1994: 109). Also the comparisons related to filler patterns are important
engagements for the reconstruction of their temporal development. Elements
such as kantharos and hexafoil have a very long life and distribution (3™ century
BC — 6" century AD), while other elements such as shields of oblong bipartite
polychrome scales, appearing windswept and the turning wheel in contrasting
colours seem to be mostly employed during the 3™ and the 6" century AD.
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Conclusions

In the end of this research the questions that emerge are more numerous than
the solutions. First of all, the location of the villae is never chosen by chance
but because of rural and productive reasons as well as because of the business
conducted by the clients. Rich clients whose families had been living in the vil-
lae for some generations, making renovations and, as seen, also changes could
afford high expenses. Being the mosaic of Tirana an unicum for the city, some
questions arise spontaneously: who are the clients of this villa? Are they mer-
chants who travelled and comprehended the new religion or are they landowners
who received Christian guests? Were they indigenous people or did they come
from other parts of the Empire? All this is hard to say. Moreover, how big was
this Christian community to establish a domus ecclesiae and to adorn it with
mosaics? Providing answers with accurate data to all these questions has not as
yet been possible for various reasons, especially because the modern Tirana has
been greatly enlarged and the presence of the new buildings does not allow any
archaeological investigation. Other issues emerge if we think of the artisans who
used to work there. Who are they? Where did they come from? From the analysis
illustrated in this study, it is possible to observe that some decorative patterns,
such as Décor I, pl. 5a (row of spaced and poised serrated polychrome squares),
Décor I, pl. 75¢ (variant of two interbraided bands of polychrome round-tongued
guilloche opened to from eyelets, running in opposite directions), Décor 11, pl.
299¢ (lozenge inscribed in a rectangle), and Décor 11, pl. 367¢ (centralized pat-
tern, in a square and around a circle, of 4 lateral arches) are mostly widespread
in the eastern Adriatic region. This data stresses the fact that part of the motives
come from this part of the Empire and the artisans, in their itinerary, move the
wave of motive fortune, which fades when they meet their clients different taste,
which the craftsman try to respect. In this landscape of mosaic patterns, it is
curious that pattern Décor II, pl. 367c is documented in Albania in the end of
4™ century AD and has a precise comparison in the mosaic of Stara Zagora in
Bulgaria. They were used to adorn a domus built at the end of 4™ century AD
as well (Valeva 2011: 927-934), which runs against all the examples proposed
by Raynaud (Raynaud 1996: 69-102) as they mostly come from early Christian
basilicas. Can it be that the craftsmen who carried out the mosaics of Tirana were
local people who altered move, with the patterns, in to work in the East part of
the peninsula? Another peculiarity of the Tirana mosaics is the use of the three
interbraided bands of polychrome round-tongued guilloche opened to form eye-
lets, running in opposite directions, which, as seen from the comparisons, find
a precise comparison in Greece, but here they were carried out later in the 6™
century AD. What can be said about this? Within a vast territory like that of the
Roman Empire, where everything and everybody used to travel: people, goods,
culture, and so did also cartoons with decorative patterns. It seems that Albania
had developed a typical taste for the decoration of their buildings and conducted
a filtering role for the capital of the Empire, Rome. Albania has its own crafts-
men’s workshops that developed their own decorative motifs and know-how
maybe they also import it.

In conclusion, the archaeological data, the excavation materials, the level quotas
and the stylistic analysis of the floor mosaics allow us to confirm the various
phases of the building, the wealth of the clients and above all its use: from the
end of the 1*' until the 5" century AD, when the barbaric invasion started in this
territory.
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Figure 7

The archaeological site of Tirana with
the new mosaic protections

(photo E. Omari).

Unfortunately, from a structural and decorative point of view, the needs associ-
ated with the modern buildings around and the road do not allow further exca-
vations for a more accurate knowledge of the complex. The mosaic fragments
of Tirana, unlike other Albanian mosaics, are preserved in situ. Thanks to the
conservation work carried out in 2009 by the Institute of Cultural Monuments
of Tirana, the archaeological site has been consolidated and made available to
visitors and scholars (Fig. 7), so the mosaic is visible and accessible.
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New Documentation Technologies: The “Mosaico de Otofio” of the
“Casa del Anfiteatro”, Mérida, Spain

Yeni Belgeleme Teknolojileri: “Amfitiyatro Evi’nden Sonbahar
Mozaigi”, Mérida, Ispanya

M? Paz PEREZ CHIVITE®

(Received 02 November 2017, accepted after revision 05 July 2018)

Abstract

The graphic documentation of a mosaic preserved in situ is a laborious job. Nowadays, with the advance of new
technologies, it is feasible to elaborate a detailed and accurate documentation. To do this, two technologies
must be combined: Orthophotography and a Geographic Information System (GIS). The application of these
new tools allows qualitative and quantitative studies based on the knowledge of the geographical space. You
can make measurements and identify each tessera in its exact location, with geographic coordinates, and, in
addition, you can see all the details of the mosaic and the entire room, with a single digital file.

With this objective, we have designed and put into practice this new documentation methodology. We have ap-
plied this method in the Archaeological Site of Mérida, in Spain. In particular, we have studied one of the most
emblematic mosaics of Augusta Emerita: the “mosaico de Otofio”. This pavement is located in the famous
“Casa del Anfiteatro”, which stands out for the quality and quantity of its Roman mosaics. The management
and conservation of the archaeological site is carried out by the Consorcio of the Monumental Ciudad of Mé-
rida, institution from which we have carried out this investigation.

With this work we have obtained the first study on the reintegration of tesserae, getting a map with the old
interventions (from Roman times) and modern ones that had not been documented since the discovery in the
60s. Also, from the drawings on the orthophotography, we also get the first results for the analysis of the ico-
nography, identifying the figures and the geometric motifs in their whole. This digital analysis is, in addition,
a fundamental document to certify the current state of conservation and keep track of deterioration over time.

Keywords: Conservation in situ, orthophotography, Geographic Information System (GIS), documentation,
Emerita Augusta.

Oz

Yerinde korunan mozaiklerin grafik belgelemesi oldukca zahmetli bir istir. Giiniimiizde, yeni teknolojilerin
gelismesine paralel olarak, ayrintil ve dogru bir belgelemenin detaylandirilmas: miimkiindiir. Detayli bir bel-
geleme yapabilmek icin ortofotografi ve Cografi Bilgi Sistemleri (CBS) teknolojilerinin birlikte kullanilmasi ge-
rekmektedir. Bu yeni araclarin uygulanmasi, cografi alan bilgisine dayali nitel ve nicel ¢calismalarin yapilmasina
imkan saglamaktadir. Boylelikle, tek bir dijital dosya iizerinden her bir tesseramn élgiileri alinabilmekte ve
tantmlart yapilabilmekte, cografi koordinatlar yardimiyla da mozaigin ve tiim mekdnmin detaylart goriilebil-
mektedir.

Bu amacla, bu yeni dokiimantasyon metodolojisi tasarlanmis ve uygulamaya gecirilmistir. Bu yontem
Ispanya'daki Mérida Arkeolojik Sit Alani'nda uygulanmistir. Ozellikle de, Augusta Emerita'mn en sembolik
mozaiklerinden birisi olan “Sonbahar Mozaigi” (Mosaico de Otoiio) iizerinde ¢aligilmistir. Bu mozaik doseme,
icinde barmdwrdigr Roma mozaiklerinin hem nitelik hem de nicellik acisindan one ¢ikan bir nitelige sahip olan
iinlii “Amfitiyatro Evi’'nde” (Casa del Anfiteatro) yer almaktadur.

* M?® Paz Pérez Chivite, Consorcio Ciudad Monumental de Mérida. c/Santa Julia, n° 5. 06800 Mérida, Spain. ORCID ID: https://orcid.org/0000-0001-
5149-7828. E-mail: marypaz@consorciomerida.org
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Arkeolojik alanin yonetimi ve korunmasi, bu arastirmayt yiiriittiigiimiiz alandan sorumlu olan Mérida Amitsal Kent
Konsorsiyumu tarafindan yiiriitiilmektedir.

Bu yontem sayesinde tesseralarin yeniden entegrasyonu ile ilgili ilk calisma yapumis, ayni zamanda Roma Donemi’nden
itibaren yapilan eski miidahaleler ve 1960'lardaki kesfinden giiniimiize kadar yapilmig miidahaleler hakkinda bir harita
elde edilmistir. Ayrica, ortofotografi cizimleri sayesinde ikonografi analizi yapilabilmis, figiirlerin ve geometrik motif-
lerin bir biitiin olarak tanimlanmas ile ilgili ilk sonuclar elde edilmigtir. Biitiin bunlara ek olarak, boyle bir dijital
analizin yapilmast mevcut koruma durumunun belgelenmesi ve zaman icindeki bozulmanin takip edilmesi icin temel
bir belge elde edilmektedir.

Anahtar Kelimeler: In situ koruma, ortofotografi, Cografi Bilgi Sistemi (CBS), dokiimantasyon, Emerita Augusta.

Introduction

The in situ conservation of mosaics is a complex task and carries a great respon-
sibility for institutions and professionals. The mosaics are part of our archaeo-
logical heritage, and therefore we know that we have to guarantee its accessibi-
lity in the present and its permanence in time for future generations.

Thanks to international organizations as important as the ICCM or the AIEMA,
much progress has been made in the knowledge and safeguarding of mosaics.
Criteria and methodologies for conservation and restoration have been estab-
lished, corpus has been made, and research has been carried out on materials,
execution technique, history and iconography, spreading knowledge through
congresses, workshops, publications, social networks and other institutions.

Graphic documentation is one of the issues that have been addressed, due to
its complexity and importance. Specific manuals have already been published
on the methodology that must be carried out (Alberti et al. 2013: 11-20). It is
done by careful photomontage of digital images. The photo camera and Adobe
Photoshop software are the necessary tools to create a complete image of the
entire surface. However, the results depend to a large extent on the skill and time
of the professional.

In this article, we present a new methodology that improves the accuracy of this
type of documentation. The same photomontage principles are followed, but
applying the science of photogrammetry and topography. That is, the mosaic
is treated as a spatial object, with its cartographic coordinates and is located on
a map of the city. For this it is necessary to apply a Geographical Information
System.

We have applied this project on one of the best and best-known Roman mosaics
in Mérida: the “mosaico de Otofio” of the “Casa del Anfiteatro”. The Consorcio
of the Ciudad Monumental of Mérida is the institution that protects the entire
site of the city and from where we have done this work.

Description of the Mosaic

The mosaic of Autumn is one of the main pavements that decorate the Roman
House of the Amphitheatre of Merida. It was discovered in 1963 (Garcia 1966:
23-25, 33) during this decade the domus was excavated, and since then the mo-
saics have been preserved in situ.

It is a work that is known for its iconographic motifs (Blanco 1978: 44). It con-
sists of two juxtaposed central carpets, each one with representation of human
figures. In the first carpet (or higher) appear the personifications of Venus and
Cupid child, and in the second (or lower), the scene of winemaking is represented
by three men who tread the grapes. Vegetable scrolls appear, figures of animals
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such as lions and birds, craters and children collecting the grape from the vines.
The perimeter carpet is geometric combining different squares in white, red and
black. The mosaic stands out for its technical quality and the variety of colours.
In addition to the stone, the vitreous paste is used for certain details such as the
feathers of the birds or the mantle of Venus, and it also consists of a reintegra-
tion with gold tesserae, reserved for the jewels worn by Venus: a bracelet and a
diadem. It occupies a room commonly interpreted as triclinium with a total area
of 45 m?.

After the works of archaeology during the 60s, the conservation ones followed
one another. At this time, in situ conservation was already contemplated and it
was also intended to include this magnificent domus within the archaeological
site of the city. To date, it is still the house with the largest area of mosaics, which
also stands out for its historical and artistic quality.

The conservation works in this period consisted in removing the mosaics from
their original stratigraphy and transferring them to a new support of reinforced
concrete. Thus, the fastening of the fesserae to a new material of great hardness
was ensured, at the same time that it allowed the power to step on them as if it
were a new floor.

Since then, different works have been carried out for its maintenance. The last
restoration was carried out in 2005. As of this date, the need to improve the
registration system for the documentation of this type of pavement was verified
and a new methodology on this same mosaic was investigated. In 2009, the first
orthophoto of this mosaic was obtained (Pérez 2016: 21-22).

Today, you cannot visit because the house is closed. Since 2011, the construc-
tion of a roof has been carried out and the integral adaptation project is currently
being developed, from the Consorcio de la Ciudad Monumental de Mérida. To
reopen the site in optimal conditions for the visit of the public and ensure the
conservation of this magnificent domus.

Description of the New Methodology for Documentation

The proposed methodology involves an interdisciplinary work, at least a team
that includes the works of: a restorer (manipulation and care of the mosaic), a
photographer (taking photographs), a topographer (taking geographic coordi-
nates) and a computer drawer (drawing and processing of digital images). With
this equipment you can get the orthophotography of the mosaic, that is, the ze-
nith image of the pavement and that serves as a study document.

Once this orthophotography or zenithal image of the mosaic has been obtained,
it is possible to work through a Geographic Information System (GIS). At the
present, this registration system is used for the documentation of territory areas
and is also applied in archaeology (Pizzo 2005: 592-593; Ortiz — del Pino 2013:
90-93). This documentation procedure allows the photographic assembly of the
whole, from a grid of continuous photos as a single image. The inclusion of
coordinates allows to work at the desired scale and with the real measurements
without distortion of the image.

From this generated image, which functions as a mosaic plane, multiple maps
can be made. The possibility of study is open to any desired research path: his-
tory, iconography, materials, conservation interventions, deterioration, etc. From
here, any scientist can contribute with their knowledge and enrich the results
obtained.
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The steps are the following:
- Planning mosaic data collection

- Elaboration of a grid in situ, placing numbered stickers in the vertices of
each square. The dimensions of each square may vary, it is recommended
that they be homogeneous and not exceed one square meter.

- Choice of time of day with optimal light, avoiding shadows.
- Light superficial cleaning of accumulated deposits.
- Data collection

- Setting up of the photo camera on the tripod or support to be used and
parameter settings.

- Capture of photos following the order of the grid, must be agile to avoid
changes of light.

- Geographical coordinates taking by total station or GPS.

- Processing of images and preparation of orthophotography

- Download pictures on computer.

- Correction of the distortion of each photograph using photogrammetry
software (AsRIX) and inclusion of the measurements according to the grid
(Figs. 1 -2).

- Assembly by drawing software (AutoCAD) of each rectified image to ob-
tain the complete mosaic.

- Export of the assembly as a single image and only file, PDF example.
- Preparation of maps using GIS
- Dumping of data in geographic information software (ArcGIS):
- Mosaic image

- UTM coordinates of the mosaic

Figure 1

Example of the methodology of geographic
coordinates. Mosaico de Otofio of the Casa
del Anfiteatro. Image by M. Paz Pérez.

Figure 2

Example of the methodology processs:
rectified photography after entering the
geographical coordinates. Mosaico de Otofio
of the Casa del Anfiteatro.

Image by M. Paz Pérez.



Figure 3

Detail of the
reintegration drawing
for the study on
orthophotography.
Mosaico de Otoiio of

the Casa del Anfiteatro.

Map by M. Paz Pérez.

Figure 4

Example of finished
map with study

of drawing of the
compositional scheme
on orthophotography.
Mosaico de Otoiio of

the Casa del Anfiteatro.

Map by M. Paz Pérez.
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- Drafting for the analysis and identification of:
- Motifs of iconography and
- Roman and modern reintegration lacunae (Fig. 3)

- Design of data presentation through maps (Fig. 4).

177
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Results and Conclusions

The result is a single image, with the zenith view of the entire mosaic. The mar-
gin of error is minimal due to the reduced size of the grid and the rectification by
coordinates. The process, although it can be slow, allows to obtain a high quality
and metric precision and colour. The orthophotography of this mosaic allows the
observation of the entire pavement with a sufficient level of detail to identify the
tiles. For example, we have been able to verify and draw in plan, that only three
of the gold leaf resserae of the Venus bracelet are conserved.

From here, and through work with a GIS, the possibilities are endless for mul-
tiple studies. In this case, studies of the iconographic scheme and of reintegra-
tion gaps have been carried out (Ardovino 2003: 17-26).

From the iconographic analysis by means of the drawing of the composition, the
modifications and the irregularity of the geometry can be detected. It is very easy
to identify the original layout of the fesserae.

In turn, the reintegration map allows detecting the additions and changes that
could be made at the origin or during the course of the stay. And also contrast
with the current existing documentation.

Therefore, we believe that digital orthophotography is a fundamental tool for
the analysis of large surfaces. To obtain this document it is necessary to resort to
photogrammetry techniques and have an interdisciplinary team. Spatial calcula-
tions are achieved working through a geographic information system (GIS), this
entails great precision and objectivity when it comes to issuing results.

So, after presenting these results, we demonstrate that it is feasible to carry out
this type of work and that it greatly improves the knowledge of the mosaics. At
the same time, the possibility of future and multiple investigations for profes-
sionals is broadened.
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Common Aspects of the Mosaics of Sardinia, North Africa and
Iberian Peninsula in the Light of Recent Discoveries

Son Arastirmalar Isifinda Sardunya, Kuzey Afrika ve Iber
Yarimadasi’nda Bulunan Mozaiklerde Gériilen Ortak Ozellikler

Luigi QUATTROCCHI"

(Received 10 November 2017, accepted after revision 06 July 2018)

Abstract

The article aims at understanding the common aspects of the new mosaics discovered comparing them to mo-
saics of North Africa and Iberian Peninsula. For the writing of this work, the teachings of the late Prof. Jose
Maria Bldzquez were handed down through a myriad of publications: A scholar who has always been busily
occupied with all the mosaic art of the Mediterranean.

The first part is dedicated to the geometric mosaics, two from “Domus dei Mosaici” and “Domus di Orfeo”
(Turris Libisonis) and one from Sant’Imbenia, Alghero.

The second part is dedicated to the figurative mosaics: Orpheus discovered in Turris Libisonis and a Head of
Medusa discovered in Sant’Imbenia, Alghero.

The ancient mosaics of Sardinia show the influence of nearby North Africa, not only in the figured mosaics but
also and above all in the geometric mosaics. The cities in which we find more evidence of mosaics in Sardinia
are: Nora, Porto Torres and Cagliari. But the city that in the last year is returning the greatest testimonies in
terms of mosaics is the ancient Turris Libisonis.

This article will not take into account all the recent discoveries, only the most significant and comprehensive to
better explain the North African and Iberian influences: The mosaics that are not taken into consideration, in
any case, are very similar to those examined here. It is hoped that in the future the archaeological excavations
will bring to light new mosaics: So we can have more evidence to establish how much the North African influ-
ence was present in Sardinia.

Keywords: Roman mosaic, Sardinia, Hispania, North Africa, Roman Provinces.

Oz
Bu makale, yeni kesfedilen mozaiklerin Kuzey Afrika ve Iber Yarimadasi'nda yer alan benzer mozaiklerle
karsilastirip ortak ozelliklerinin anlasilmasini amaglamaktadir. Bu ¢alismanmin yazilmast icin, Prof. Jose Maria

Bldzquez'in ge¢ donemdeki ¢calismalari sayisiz yaymnlar aractligryla incelenmistir. Kendisi, Akdeniz'in tiim mo-
zaik sanatt ile her zaman mesgul olan bir alimdi.

Ilk boliimde, “Domus dei Mosaici” ve “Domus di Orfeo”dan (Turris Libisonis) iki mozaik ve biri de
Sant’Imbenia, Alghero'dan bir mozaik olmak iizere geometrik mozaikler ele alinacaktir.

Ikinci béliimde ise figiirlii mozaikler yer almaktadir: Turris Libisonis'te kesfedilen Orpheus ve Alghero'daki
Sant’Imbenia'da bulunan bir Medusa Bast.

* Luigi Quattrocchi, PhD Instituto de Cultura y Tecnologia, UC3M, Italy. ORCID ID: https://orcid.org/0000-0001-9219-1905.
E-mail: l.quattrocchi@hotmail.it
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Sardunya'nin antik mozaikleri, yakimindaki Kuzey Afrika'min etkisini sadece figiirlii mozaiklerde degil, aynt zamanda
geometrik mozaiklerde de gostermektedir. Sardunya'da daha fazla mozaik kanitt bulunan sehirler sunlardir: Nora,
Porto Torres ve Cagliari. Ancak gegen yilki mozaikler acisindan en biiyiik taniklik eden sehir antik Turris Libisonis 'tir.

Bu makale, Kuzey Afrika ve Iberya etkilerini daha iyi aciklamak icin yalnizca en onemli ve kapsamli olan tiim kesifleri
dikkate almayacaktir: Goz oniinde bulundurulmayan mozaikler, her durumda, burada incelenenlere ¢cok benzemekte-
dir. Gelecekte arkeolojik kazilarin yeni mozaikler ortaya ¢ikaracagr beklenmektedir: Bu yiizden Kuzey Afrika etkisinin
Sardunya'da ne kadar bulundugunu tespit etmek icin daha fazla delilimiz olabilecektir.

Anahtar Kelimeler: Roma mozaigi, Sardunya, Hispania, Kuzey Afrika, Roma Eyaletleri.

Introduction

On September 14-16, 1990, the 8" Conference of Studies “L’Africa Romana”
was held, whose acts were published the following year. On that occasion, Prof.
José Maria Blazquez Martinez (Blazquez Martinez 1991: 911-926) spoke of the
“Aspectos comunes de los mosaicos de Cerdeiia, Africa y Espafa”.

Almost three decades have passed, and it’s worth going back to that topic.
Indeed, the publications following the corpus edited by S. Angiolillo in 1981
(Angiolillo 1981) sometimes came in irregular succession, and addressed spe-
cific cases or broader issues (Angiolillo 1984: 451-460; Angiolillo 1985: 68-70;
Angiolillo 1986: 603-614; Mureddu — Stefani 1986: 339-361; Angiolillo 1987:
157-195; Boninu et al. 1987: 17-23, 84; D’Oriano 1991: 126; Angiolillo 1994:
97-102; Ghedini 1996: 219-232; Angiolillo 1999: 751-758; Novello 2001: 125-
136; Colavitti 2002: 1221-1233; Sangiorgi 2002: 341-363; Ghedini 2003: 3-8;
Cicu — Pianu 2004; Ghiotto — Novello 2008: 245-255; Boninu — Pandolfi 2008:
1777-1818; Miedico 2013: 16-37; Quattrocchi 2014: 247-252; Salvi — Carboni
— Cruccas 2014: 243-272; Ferri 2015: 557-564; Quattrocchi 2015a: 317-234;
Quattrocchi 2015b: 139-145; Angiolillo et al. 2016a: 507-516; Angiolillo et al.
2016b: 323-328; Quattrocchi 2016: 517-522; Quattrocchi —Rivano 2016: 277-
281; Angiolillo 2017: 16-24; Quattrocchi 2017a: 367-379; Quattrocchi 2017b:
1295-1300; Quattrocchi 2017c: 161-168).

We will examine some new mosaics discovered in Sardinia in these last decades
which, for temporal reasons, could not be the subject of Prof. Blazquez’s studies.

They are not many new discoveries, indeed, and the most significant ones come
with no doubt from Turris Libisonis, a small town where some very remarkable
mosaics were discovered.

We will then study the two great classes of mosaics: the geometric ones, by exa-
mining two different geometric patterns, and the figurative ones, by analyzing an
Orpheus and a head of Medusa.

Geometric Mosaics!

In Sardinia, the majority of the mosaics found are geometric, sometimes very
simple and some other times more complex.

Recently, some invaluable geometric mosaics have been brought to light in the
so-called “Domus dei Mosaici” in Turris Libisonis (Angiolillo et al. 2016a), as
well as in the “Domus di Orfeo” (Angiolillo et al. 2016b), still in the same town.

In the territory of Alghero, the Villa of Sant’Imbenia (Costanzi Cobau — Nardi
2015) was recovered, restored, musealized, an interesting geometric mosaic.

1 The geometric motifs will be cataloged according to Décor I-II with the abbreviation DG.
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Not so recent is the discovery? of the tomb mosaic of Fi(avius) Rogatianus, in
the Basilica of S. Lussorio at Forum Traiani, but still offering some interesting
food for thought.

Continuing more to the south, the most interesting discoveries were made in
Villaspeciosa (Cicu — Pianu 2004), in Settimo San Pietro (Angiolillo 2007: 10-
23), and a mosaic fragment was found in Sulci (Quattrocchi 2016: 517-522),
though little indicative and very fragmentary.

DG 145c¢ schema

The DG 145¢ schema3 (Décor I: 220-221) in Sardinia can be found, with some
variants, in several contexts: in Turris Libisonis in the “Domus dei Mosaici”
(Angiolillo et al. 2016a: 510) (Fig. 1) dated to the second half of the 3™ cen-
tury; still in Turris Libisonis in the “Domus di Orfeo™ (Angiolillo et al. 2016a:
510) (Fig. 2); in Cagliari® (Angiolillo 1981: 101-102) only a fragment remains
(Quattrocchi 2017b: 1295-1300), datable to the half of the 3™ century; in Nora
in the “Vano I” of the “Casa dell’Atrio Tetrastilo” (Angiolillo 1981: 53-55;
Quattrocchi 2017b: 1295-1300) (Fig. 3) with the same dating; lastly, in Sulci
(Angiolillo 1981: 68-69; Quattrocchi 2017b: 1295-1300), still datable to the half
of the 3¢ century. We can also include the mosaic found in Tharros in the
“Terme di Convento Vecchio”, in the frigidarium B, which reproduces a very
similar yet simplified schema (Angiolillo 1981: 136-137).

These five mosaics all share the same geometric schema, but present differences
in some details.

The mosaic from the “Domus dei Mosaici”, having a frame with ogives (DG
49b)°, presents an alternation of squares with different frames inside the geomet-
ric schema, alternation often not respected’ (Décor I: 158): DG 101g8 (Décor I:
158), DG 31b° (Décor I: 72). Inside such squares we can find Solomon nodes
and four-petal flowers. In the bands, opposite peltae are represented instead,
joined with a square, together with Solomon nodes at the intersection points with
semicircles on the sides.

The mosaic of the “Domus di Orfeo” still presents the frame with ogives (DG
49b) but the whole floor is finer and more elegant. In the frames of the above
mentioned squared we don’t find the DG 31b, but DG 71c!0 (Décor I: 121)
and DG 9a'! (Décor I: 36). On the inside, the squares are decorated with plants
and a singular yin-yang instead. In the bands, the more elegant peltae have a
heart-shaped motif with a conflicting color in the inside, and the square thins
and becomes concave. At the intersection points, instead of the Solomon nodes,

2 Excavation campaign: 1959-60; 1970-80; 1994-99; 2003-09.

3 “Grid of outlined bands, here with the squares at the intersections bearing an inscribed bearing poised
squares, with the squares at the intersections enclosing a knot as saltire, the rectangles containing a
central poised square tangent to two opposed peltae”.

4 This mosaic is dated a few decades earlier than the previous one.
5 Probable origin in Viale Trento, the mosaic was considered lost.

6 “Row of intersecting and tangent semicircles, forming ogives and scales, the ogives concentrically
striped”. In Angiolillo et al. 2016a: 510, it is stated that this frame is the DG 49f.

7 “Squared convuluted wave pattern”.

8 “Squared convuluted wave pattern”.

9 “Irregular simple meander, forming a long dentilled filet and an embattled filet, opposed and staggered”
10 “Shaded simple guilloche on a dotted ground”.

11 “Band of a shaded zigzag”.
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we can find squares having a circle with fillet cross inside, surrounded by semi-
circles. In the bands placed on the long exterior sides, there are accurate floral
arrangements, including a variant of the DG 265f12 (Décor II: 64).

In the case of Cagliari it’s not possible to observe the alternation of motifs inside
the squares!3, which have floral patterns anyway. In the bands, the decoration is
identical to the mosaic of the “Domus dei Mosaici”, as well as for the decoration
at the intersection points. The only difference is the heart-shaped motif inside
the peltae.

In Nora we can find the very same situation, some rectangles placed on the
bands present an elegant floral decoration of the same type found in the “Domus
di Orfeo”.

Figure 1

Geometric mosaic, Domus dei Mosaici,
Turris Libisonis (Photo by Angiolillo et. al.
2016a).

Figure 2

Geometric mosaic,
Domus di Orfeo, Turris
Libisonis

(Photo by Author).

12 “Compound elongated rosette of 4 noncontiguos elements, 2 as spindle-shaped petal and 2 as bracket”.
13 The frames of the squares are DG 71c and DG 9a.
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Figure 3
Geometric mosaic, Casa dell’ Atrio
Tetrastilo, Nora (Photo by Author).

Lastly, in Sulci'* there are the same decorations of the mosaic of Cagliari.

As suggested several times (Angiolillo 1981: 210; Angiolillo et al. 2016a: 510;
Quattrocchi 2017b: 1286-1297), the three mosaics found in Southern Sardinia,
in Cagliari, Nora and Sulci would indicate the same workshop operating in that
areal®. In my opinion, the differences in decorations, mostly inside the squares
and in some rectangles placed on the bands, are not due to different to different
workshops, but the reason should be sought in the choices of the copybooks
based on the taste of the buyers (or may also indicate different hands in the
workshop). Interesting to note is that the peltae illustrated in the mosaics with
schema DG 145c of Cagliari, Nora, Sulci and of the “Domus di Orfeo” are of
type ES (Torres Carro — Parzysz 2016: 51-56), while the ones of the “Domus dei
Mosaici” are of type E4 (Torres Carro — Parzysz 2016: 54).

The copybooks, indeed, are very probably from North Africa, from the Tunisian,
Algerian, and Moroccan areas. In this regard, we can mention the cases of
Djemila (Blanchard-Lemée 1975: 170-171, 173), whereby the peltae and the
squares are identical to the ones of Cagliari and Sulci.

In the Iberian Peninsula we can find this composition, with or without varia-
tions, in Teruel in the Roman villa called “El Regadio” (Bldzquez Martinez et al.
1993: 234) of the III™ century. The geometric schema can also be found, albeit
more simplified: in Liedena, in a mosaic of the II™ century (Bldzquez Martinez
— Mezquiriz 1985: 40-41); in the Roman villa of “Los Quintanares” in Soria
(Blazquez Martinez — Ortego 1983: 29-32); in Merida in a bichrome mosaic
of the TI™ century; in Merida in the peristyle of the “Casa del Mitreo” (Blanco
1978: 15-17).

29

Specifically, in the villa “El Regadio” we can see how the copybook is reinter-
preted. The peltae are missing and are replaced, in the short bands, by rectangles
containing lozenges placed inside a decoration made up of triangles; in the long
bands we can find squares instead. The Solomon nodes stay unchanged, as are
the semicircles around the nodes themselves. More interesting are the frames of
the squares: apart from the already mentioned twist (DG 71c) and the band of

14 Only a pretty old photograph remains.

15 S. Angiolillo believes that the mosaic of Nora was produced by African craftsmanships: Angiolillo et
al. 2016a: 510. I don’t agree with this statement and I think, instead, that the main workshop could be
in Cagliari: Quattrocchi 2017b: 1286-1287.
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shaded zigzag pattern (DG 9a), we can find the DG 9916 (Décor I: 155). The
inside of the squares, on the other hand, is filled with a flower together with a
Cross.

Identical seem to be the mosaics found in the villa of “Los Quintanares” (Fig. 4),
with the only differences consisting in the Solomon nodes inside the semicircles
being replaced by a flower similar to the Cross of Malta. These examples are
very close to the previously mentioned mosaic, found in Tharros.

For what we can understand from these examples, the bound to the originally
North African copybook seems to be stronger in Sardinia than in the Iberian
Peninsula.

DG 332b Schema

In the Roman villa of Sant’Imbenia, near Alghero, an interesting mosaic was
discovered depicting the head of Medusa which, after a careful restoration
(Costanzi Cobau — Nardi 2015), can now be admired in the Museo Archeologico
di Alghero.

The head of Medusal!” is located inside a circle from which a shield of oblong
bipartite scales radiates, in contrasting colors (Décor II: 140) (Fig. 5). It’s then
a geometric composition based on a main central figurative decoration. The pe-
culiarity of this mosaic, however, is not the use of oblong bipartite scales, since
they’re very common also in the Sardinian territory (Angiolillo 1981), but the
geometric schema. In North Africa this schema can be found in Sousse, in a
polychrome mosaic of the end of the 11" century (Yacoub 1995: 185) with the
head of Medusa in the center. The main difference is in the oblong bipartite
scales of this mosaic having alternate colors: black/white, red/white and green/
white. This geometric schema, however, seems really very used to represent the
head of Medusa: we can notice the same schema, with an increased movement
in the oblong bipartite scales, in a mosaic of the III century preserved in the
Archaeological Museum of Madrid, probably bought in Italy (Cabrera 2001:
116) (Fig. 6).

We can find further parallels in North Africa in Tolemaide, in Libya and
Alexandria of Egypt.

16 “Row of tangent cuboids with serrated sides”.

17 We will talk about this later, in part on figurative mosaics.

Figure 4

Geometric mosaic, Los Quintanares
(Photo by Bldazquez Martinez — Ortego
1982).

Figure 5

Detail of geometric mosaic,
Sant’Imbenia, Museo Archeologico di
Alghero (Photo by Author).
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Figure 6 Figurative Mosaics
Mosaic of Medusa, Museo Arqueologico . . . . ..
Nacional Madrid (Photo by Author). Just in the latest years, the number of figurative mosaics found in Sardinia has

increased. Until recently, indeed, the testimonies of figurative mosaics were very
few, which to a potential wrong underestimation of the job done by Sardinian
artisans. In this work we will take into account the four mosaics which are most
representative of the discoveries of the last years: Orpheus, Three Graces, head
of Medusa, and the marine settings of a spring.

Orpheus

The mosaic of Orpheus from Turris Libisonis, recently published (Angiolillo et
al. 2016b: 323-327), is probably the most interesting finding of the latest years
(Fig. 7).

Figure 7
Mosaic of Orfeo, Domus di Orfeo,
Turris Libisonis (Photo by Author).
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Inserted within a complex geometric pattern, the musician is placed in an oc-
tagon, sitting with his left hand holding a lira and placing his right hand on the
right thigh. The left leg not covered by the dress, with evident proportion issues,
while the chest is naked and slightly twisted. Orfeo is looking at the lira and
has subtle curly hair and the classic Phrygian cap. Around Orpheus, arranged in
semicircle: a crow laying on the lira, a bird!® (Angiolillo et al. 2016b: 325), a
lion, a roe deer!? (Angiolillo et al. 2016b: 235), a lizard, a leopard, a bull, a snake
twisted on a tree and owl on it. The landscape is made only by some trees, in the
form of branches. The composition, despite being of high quality, suffers from
some slovenliness and cannot be compared to the elegant Orpheus of Cagliari
(Angiolillo 1981: 99-101, half of 3™ century; Quattrocchi 2015a: second half of
3 century). As recently stated (Angiolillo et al. 2016b: 235), the two Sardinian
mosaics are linked by the same posture of the right arm, a technical expedient
that makes the representation of Orpheus more fluid (Angiolillo et al. 2016b:
235).

The study of the copybooks, especially the ones related to Orpheus, which is al-
ways accompanied by animals, suggests that there were two types of copybooks
the artisans could draw from. If we consider the example of the animals of the
Orpheus from Turris Libisonis, for instance, we realize that the different animals
revolving around the main character have exact comparisons with other mosaics.
The lion is closely related to the ones of Cos (Bldzquez Martinez 1989: 353-
363), of Thaenae (Dunbabin 1978: 273), Chahba (Balty 1977: 44-49). The chee-
tah, instead, has precise comparisons with the just mentioned mosaics of Cos
and Saragozza, and with the one of Palermo (Michaelides 1986: 478). The bull
is not only closely related to Palermo, Thaenae and Cos, but has also similari-
ties with the one from Cagliari (Angiolillo 1981: n. 101) and from Carnuntum
(Panyagua 1973: 469).

Orpheus’s pose instead, thanks to the technical expedient we mentioned earlier,
may be associated to the mosaics of Palermo, La Chebba (Dunbabin 1978: 135,
254), Djemila (Blanchard-Lemée 1975: 23-106) and Ptolemais (Harrison 1962:
13-18).

It is worthy to note that the two Orpheus of Turris Libisonis and Cagliari can be
associated by the same typology that I. Jesnick called “Type II”’, namely “The
Greek Orpheus™2, which is also the most common one in Hispania La Alberca (4™
century): Bldzquez Martinez 1981: 81; El Pesquero (350 AD): Alvarez Martinez
1994: 217-224; Santa Marta de Los Barros (360 AD): Alvarez Martinez 1994:
36-37; Saragozza (4" century, Fig. 8): Fernandez Galiano 1987: 49-52; Arnal
(late 4™ century): Serpa Pinto 1934: 169, with five samples, and the second most
common one in North Africa (Uthina (230-250 AD): Michaelides 1986: 479;
Sakiet-Es-Zit (first half of 4" century): Dunbabin 1978: 135, 268; Thaenae (300-
350 AD): Dunbabin 1978: 273; Cherchell (4" century): Ferdi 2005: 205-206;
Ptolemais (4™-5" century): Panyagua 1973: 492; Tobruk (4" century): Panyagua
1973: 493; Lepcis Magna (3™ century): Aurigemma 1960: 52-54) with seven
samples. Apparently, this typology originated in the East, in Asia Minor, Syria,
Cyprus, Greece and Israel. The earliest evidences of the “Greek Orpheus” come
from Cyprus, a Paphos in a mosaic dated 220-230 AD (Bldzquez Martinez et
al. 1995/1997: 70; Jesnick 1997: 140), from Tarsus in Asia Minor (Michaelides
1986: 478) dated to 225 AD, Edessa (227-228 AD) (Jesnick 1997: 141) and from

18 Interpreted as a parrot.
19 It is said to be a deer, but the horns are smaller.
20 In opposition to “The Thracian Orpheus” and “The Phrygian Orpheus’: Jesnick 1997: 70-72.
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Sparta (250-300 AD) (Waywell 1979: 302). The copybook was used in the East
until at least the V century, as evidenced by the mosaics of Seleucia (Garcia
Gelabert 1987: 34) and Antalya (Blazquez Martinez — L6pez Monteagudo 1986:
233-252). We can therefore suppose that the origin of this kind of Orpheus is in
the micro-Asian territory, that it will be soon adopted in Tunisia (as proved by
the example of 230-250 AD in Uthina), later transferred in Sardinia, and finally
in Hispania (Oriental influences can be found in the mosaics of Hispania since
the 1%-2™ centuries: Durdn Penedo 2016: 64).

Figure 8
Mosaic of Orfeo, Saragozza,
(Photo by Author).

Head of Medusa

The head of Medusa (Fig. 9) found in the Roman villa of Sant’Imbenia (Alghero)
is an important evidence of the Sardinian mosaic heritage. Its importance does
not surely rely in its stylistic rendition but, instead, in it being one of the few
figurative mosaics found on the island.
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The head, almost oval, has a marked contouring made of darker tiles in the edge
of the face up to lighter colors that become white near the lips, forehead and
eyes. This use of white, especially in the eyes area, seems to recall the mortal
look of the Gorgone. Even the nose is rendered with a degradation of colors and
looks sketched. The same can’t be said for the lips, which appear slightly open.
The hair is made up of the classic snakes (10 in total), but being the mosaic very
incomplete, it’s difficult to figure out how they were made. Some snakes have a
white tile near the head, suggesting it should represent the eye.

As a whole, the figurative mosaic is not elegant, nor refined, unlike the geomet-
ric schema in which the pseudo-emblema is inserted, which is made cleanly and
tidily instead. The head is sloppy with very few details.

The prototype used for the head of Medusa of Alghero doesn’t seem to find
comparisons with other mosaics having the same representation (Neira Jiménez
2015). We can mention, however, the contouring used to make the look more
visible.

In Hispania, for instance, we can find a Medusa with an use of tiles similar to
the one of Alcolea del Rio (Sevilla), in a mosaic dated to the III" century (Neira
Jiménez 2015: 50). Still in the Iberian Peninsula, in Palencia (Mondelo — Balil
1983: 267-275), a head of Medusa was found, technically more advanced than
the two earlier mentioned ones, and having a clear contouring.

We can however think that this particular treatment of the Medusa’s physiog-
nomic traits should be researched in the Tunisian area. Indeed, a stylistically
advanced Medusa, presenting an excellent chiaroscuro on the face, comes from
the area of Sousse (Yacoub 1995: 184-185). We can suppose that this technique
will then be transmitted to the Sardinian and Iberian mosaic artisans.

In Sardinia, the lesson seems to have been approximately assimilated. In
Hispania, instead, apart from the Palencia and Sevilla examples, we can also
mention the beautiful head of Tarragona (Fig. 10) which reproduces finely and
elegantly the facial contouring.

Figure 9

Mosaic of Medusa, Sant’Imbenia,
Museo Archeologico di Alghero
(Photo by Author).



Figure 10
Mosaic of Medusa, Tarragona
(Photo by Author).
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Conclusions

The Sardinian mosaic heritage is lacking in the great stone carpets with mytho-
logical scenes we can abundantly find in North Africa and Hispania instead. In
Sardinia there are mostly individual subjects such as Nereids, Orpheus, Medusa,
the Three Graces (Angiolillo et al. 2016b: 323-325), but the figurative scene is
not continuous.

There is therefore no figurative narration in the mosaics, to which the represen-
tation of single subjects, free from epic and mythological stories, is preferred.

However, there are several points of contact both with North Africa and
Hispania. In addition to the ones already analyzed by Prof. Bldzquez Martinez
(Blazquez Martinez 1991: 911-926), in this work we could see how some geo-
metric copybooks reappear in the three areas analyzed, and how that same influ-
ence is evident in some mosaics featuring Orpheus. This is an interesting fact
because it tells us how these copybooks circulated within (and not only) the
Western Mediterranean and were accepted, more or less deeply, by the local
workshops. They’re also a proof of the lively trade flowing between the three
areas. Nowadays we can’t fully understand the region in which the copybook
exported from Africa arrived first.

Our hope is that the intensification of the mosaic discoveries will arrange the
tiles of this interesting and fascinating mosaic koiné in these three areas, so dif-
ferent from each other from an economic and social point of view.
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Abstract

This paper is a comprehensive study of the Roman mosaic named “the Loves” found in Cdstulo (Jaén, Spain)
in 2012, which is conserved in situ.

The pavement shows a known variation of the so called compass design, much appreciated in the mosaic art of
Baetica. Here it consists of two central circles instead of one, around which six half circles, four quarter circles
and six squares with concave sides are placed. The repertoire of scenes consists of allegoric representations.
Placed inside the four circles in the corners of the mosaic, are the busts of the Seasons with their characteristic
attributes as symbols of the passing of time and the fertility of the year. This is a motif widely spread among Ro-
man mosaics and especially in Baetica. The six squares with concave sides show representations of mammals,
both herbivores and carnivores. While the half circles show putties in different poses, all with the peculiarity
that their necks are invisible according to a fashion in the mosaic production of Baetica in the second century
AD.

One of the central circles of the mosaic shows the Judgement of Paris, which is represented in two planes. The
other circle shows the myth of Selene and Endymion. Here the goddess appears at the side of her carriage
drawn by two horses; an iconography which constitutes an exception in this series of representations.

The technique of the pavement is of high quality, particularly concerning the mythological scenes; the use of
colour to create background and mark the different planes is eminent.

Keywords: Mosaic, Roman workshop, Cdstulo, Baetica, Hispania.

Oz
Bu makale, 2012 yihinda Cdstulo’da (Jaén, Ispanya) bulunan ve in situ olarak korunan “Asklar” adli Roma
mozaiginin kapsaml bir ¢calismasidir.

Mozaik doseme, Baetica’nin mozaik sanatinda ¢ok begenilen ve pusula adi verilen tasarimin bir varyasyo-
nundan olusmaktadir. Burada, bir tane yerine iki merkezi daire yer almaktadir ve etrafina alti tane yarim
daire, dort tane ceyrek daire ve i¢cbiikey kenarlart olan alti tane kare yerlestirilmistir. Sahnelerdeki repertuvar
alegorik temsillerden olusmaktadir. Mozaigin koselerinde bulunan dort dairenin icine zamanin akisint ve yilin
bereketliligini temsil eden karakteristik atribiileri ile birlikte verilmis olan mevsim tasvirleri yerlestirilmigtir.
Bu motifler, Roma mozaiklerinde ve izellikle Baetica’da yaygin olarak kullamlmistir. Icbiikey kenarlart olan
alti kare, hem otcullar hem de et¢iller gibi memelilerin temsillerini gostermektedir. Yarim cemberler icinde
farkli pozlarda sazan baliklart goriiliirken, IS 2. yiizyilda Baetica’min mozaik iiretimindeki modaya uygun ola-
cak sekilde hicbirinin boyunlart goriilmemektedir.

* Marfa Pilar San Nicolas Pedraz, UNED: Universidad Nacional de Educacin a Distancia, Madrid, Spain. ORCID ID: https://orcid.org/0000-0002-
8958-1707. E-mail psangeo.uned.es
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Mozaigin merkez cemberlerinden biri, iki diizlemde temsil edilen Paris’in Yargisi sahnesini icermektedir. Diger daire
icinde ise Selene ve Endymion efsanesi yer almaktadir. Burada tanriga, iki at tarafindan cekilen arabamin yamnda
goriilmektedir ki bu sahne repertuvar icerisinde istisna teskil eden bir ikonografidir.

Mozaigin teknigi ozellikle mitolojik sahneler goz oniinde bulunduruldugunda yiiksek kalitededir. Arka plan olusturmak
ve farkli diizlemleri igaretlemek icin farkl renklerin kullanilmas: da niteliklidir.

Anahtar Kelimeler: Mozaik, Roma atélyesi, Cdstulo, Baetica, Hispania.

The Hispano-Roman mosaic of Castulo, in Jaén, has aroused, since its discovery
in the year 2012, a strong interest among the experts, who have conducted seve-
ral studies given its singularity (L6pez Monteagudo — San Nicolés Pedraz 2012-
2013: 62-63, 19-25; Blazquez Martinez 2014: 109-116; Lépez Monteagudo
2014: 117-125; Neira Jiménez 2015: 61-79). The pavement is preserved in situ,
measures 11,65 m length x 5,75 m width, and according to its excavators, could
belong to a public building’s room. Its composition is a notable and special vari-
ation of the compass scheme or “a oculi”, containing two central circles instead
of the usual one, reason why it is divided in six crescent-shaped areas, two on
each one of the long sides, keeping a semicircle on the short ones and increas-
ing to six the quadrangular areas, compared to the original four, while the four
quarter-circles remain in the corners (Salies 1974: 1-178; Décor II: pl. 356¢.d)

(Fig. 1).
Figure 1

In the quarter-circles of the corners are depicted the allegorical busts of the  Amores (Erotes) Mosaic. Castulo, Jaén
seasons with their characteristic attributes: Spring with a bouquet of flowers, (courtesy of G. Lépez Monteagudo).
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Summer wearing a garland of sprigs, autumn with a cluster of grapes, Winter
with millet twigs on the head and carrying an olive branch. They represent the
passing of time and the yearly fertility, which for the man in Ancient times was
not just a philosophical theme but also a matter of well-being, and widely spread
within the Roman mosaics (San Nicolds Pedraz 2015b: 50-53), in particular in
Baetica!. The six quadrangular areas are taken up by mammals, both herbivores
y carnivores: on one side, wild boar, lion and horse; on the other, tigress, deer
and lioness. The semicircles of the long sides are decorated with four Erotes seen
from the side and offering bunches of grapes to a partridge and to a pheasant.
The other two semicircles of the short sides are also illustrated with Erotes, but
here hunting a hare: one of them facing the observer and the other one side-
ways, the latter bearing in his left hand a lagobolon o pedum. In all the scenes
the Erotes are depicted standing on the floor and behind them, the bow and the
quiver. In one of the two central circles is depicted the Judgement of Paris, and
in the other the myth of Selene and Endymion, mythological scenes to which
we have recently devoted two specific studies within the varied iconographic
repertoire of the Roman mosaics?2.

The composition of this mosaic is a notable variation of the compass scheme. Its
origin is to be found in Italy, in designs in black and white from Pompeii, Ostia
and Lucera, and from there it spread to the provincial workshops at the end of
the first century (Ferndndez Galiano 1980). In Hispania, among other regions, it
is introduced in the black and white as well as in the polychrome compositions
of the Peninsular South since the second century (L6pez Monteagudo 2006: 85-
91; Lopez Monteagudo 2014: 119-120). It is documented in the mosaic of the
Medusa in Marbella, the Abduction of Ganymede in Itdlica, the she-wolf and
the twins in Alcolea, Cérdoba, two in Ecija: one with remains of a maenad,
and the other with the theme of the Abduction of Europa, the Oceanus from the
villa of Casariche, Seville, as well as in the one with Erotes from the villa of
Marroquies Alto in Jaén (infra) and the one of Venus in La Quintilla, Murcia
(Lépez Monteagudo - Neira Jiménez 2010).

The pavement’s technique is of high quality, and in particular the one used in the
mythological scenes. The birds facing each other are very similar to the afore-
mentioned b/w mosaic of the Medusa in Marbella using the compass scheme.
Another peculiar characteristic of the mosaic is the use of colour to mark the
different planes of the half-moons, in the case of the birds’ legs, one is dark-
er than the other, stressing the light in the leg closer to the spectator, or the
Season’s faces to mark the chronological differences (Lopez Monteagudo 2014:
117-125). The scene of the Judgement of Paris? is depicted in two planes, like

—

Blazquez Martinez pointed out already in 1982 that just in Baetica 17 mosaics had been found showing
the theme of the seasons, vid. Bldzquez Martinez 1982: 21-22; Parrish 1984; De Rueda Roigé 2005:
157-174; Kremer 2005: 189-202.

2 There is a total of seven mosaics showing the theme of the encounter of the goddess and Endymion,
Ostia, Nimes, Piazza Armerina, Oudna, El Djem, Henchir Thina, Céstulo, with a chronology spanning
from the end of the first century to the fourth century, vid. San Nicolds Pedraz 2014: 133-144. At pre-
sent there are also seven mosaics of the Judgement of Paris, Antioch, Cherchel, Trasilvania, Casariche,
Noheda, Cos, Céstulo, dated fom the second to the sixth century, vid. San Nicolds Pedraz 2015a: 558-
566. To these must be added the mosaic of a private collection from California (http://www.christies.
com/LotDetailsPrintable.aspx?intObjectID=5321865).

3 The first mention to the Judgement of Paris, without allusion to de incident of Eris or the apple is in
Homer’s Iliad (Hom.Il. XXIV 25-30). It is narrated afterwards by other authors like Euripides (Eur.
Andr. 274-292; Eur.Tro. 924-931, 971-981; Eur.Hel. 23-31), Isocrates (Isokr. 41, Apollodorus (Apol-
lod. epit. I1I 2), Propertius (Prop. II 2, 13ss.), Ovidio (Ov.her. V 35; XVI 65- 88, 165-170, XVII 45),
Lucian (Lucian.dial.deor XX; Lucian.dial.mar. V 1), Apuleius (Apul.met. X 30-35). This last author
says that it was one of the themes of the mythological pantomimes.
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in the one from Antioch, dated to the beginning of the second century* and in
some Pompeian paintings like the one in the House of Meleager (VI, 9, 2, 13)
(Coleccion Internacional 1993: 773; Kossatz-Deissman 1994: n° 73. In the up-
per part of the scene the three standing goddesses are facing the spectator. From
left to right: Aphrodite, half-naked, is wearing a cloak that falls down her back
and covers her legs, and is holding up one end of the cloak with her right hand;
she is followed by Hera wearing a tunic and a draped cloak that covers her left
arm and her head, and holding the long torso with her left hand; and Athena
adorned with the aegis showing the Gorgon on her breast, wearing a helmet and
holding the spear in the right hand and the shield in the left. In the lower part
appears Hermes facing the spectator, wearing the winged cap and half-naked,
with a cloak that covers his back and his left shoulder, holding with this hand the
caduceus while giving with the right hand the golden apple to a foreshortened
Paris sitting on a rock by a tree. He wears the usual oriental attire holding with
his left hand the pedum. The scene is completed with some trees, some animals
from his flock around the young man, like in the mosaic from Antioch, and the
watchdog behind him paying attention to the scene, like in the mosaic from Kos,
dated to the end of the second century (Morricone 1950: 227; Waywell 1979:
293; Theophilidou 1984: 247; Gazda 1992: 109 n° 20 1dm. 59; De Matteis 1993:
111-124; De Matteis 1999: 62 lam. VIII, 4; Blazquez Martinez et al. 2004: 351
fig. 31).

Although the nudity of the goddesses in the scene of the Judgement of Paris
is partially documented in the literary sources, found in Propertius, (Prop. II
213), Ovidio (Ov.her. V 35 - XVII 116), Lucian (Lucian.dial.deor XX 90) and
Apuleius (Apul.met. X 31), the gesture of Aphrodite uncovering just her breasts
as in Castulo is mentioned by Coluthus (vv. 154-157).

The presence of the Gorgon on Athena’s chest is visible in all the mosaics of the
Judgement of Paris, as well as in the majority of the Vesuvian paintings in which
it has its parallels, alluding to the trophy given to the goddess by Perseus, after
the death of the monster guarding Andromeda and freeing her from the rock
to which she was chained, eavesdropping on the words uttered by her mother
Cassiopeia boasting that her daughter was more beautiful than the the Nereids
(Apollod.bibl. II, 4,3, 2-6; Tzetz. ad. Lycophr. 836-839; Prop. 3, 22.29; Ov.met.
IV 663 ff.) (Vargas Vazquez 2012: 79). Furthermore Athena is depicted armed,
detail that is found since Homer (Hom. h. 28, 5,915).

The mention to the apple is not included in all the ancient texts narrating the
myth. It appears for the first time in Apollodorus (Apollod. III 13,5) and af-
terwards, among others, in Hyginus (Hyg.fab. 92), Lucian (Lucian.dial.mar.
V 1) and Apuleius (Apul.met. X 35). These three last authors explain that it
was made of gold, as it is perceived in this mosaic, in the one from Casariche,
Seville, dated to the first half of the fourth century (Buero Martinez 1985: 59-60;
Bldzquez Martinez 1985: 115-117; Balil 1989: 132-144; Lépez Monteagudo -
Neira Jiménez 2010: 132-134) and possibly it would be represented in Noheda,
Cuenca, from the fourth century (Ferndndez Galiano 2010: 119-122 fig. 24;
Lled6 Sandoval 2010: 145; Lled6 Sandoval 2011: 233-234 figs. 79-80; Valero
Tévar 2013: 314 figs. 17, 18), and Cherchel, from the end of the fifth century or
beginning of the sixth (Durry 19285; Ferdi 1986: 214; Ferdi 2005: 58-59 n°® 42

4 Levi 1947: 16-21, with a N. Duval, paper; with previons bibliography; Baratte 1978: 90-92; Dunbabin
1978: 254; Lopez Monteagudo 2004: 182-183 figs. 1, 2; Bldzquez Martinez et al. 2004: 306.

5 This scholar describes that the Apple is placed in the lower part of the Paris tunic.
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lam. XI). Coluthus (vv. 59-61) points out that it was Eris® who picked it among
the golden apples of the Hesperides. On the other hand, the gesture of the god
giving the Apple of Discord to Paris seems to indicate that the verdict is going
to be pronounced.

Regarding the other scene of the mosaic from Céstulo, the love of Selene/Moon
for Endymion, of whom is estimated that had more than fifty daughters’, and
in particular the moment of the encounter of both characters on Mount Latmus
(Mythog. 1229; II 28; 111 3) is one of the most famous in the mythological reper-
toire, as much in the Roman mosaics as in the painting, especially the pompeian
(Gabelmann 1996: 726-742). In the Hispano-Roman mosaic the goddess has ar-
rived by the young man, who appears in the foreground lying on his side, sleep-
ing and half-naked, with his left arm rested on the ground and the right arm lifted
towards the head, gesture called by Gury “availability towards the Other”, which
typifies in some characters delirium and other forms of mental disorder, tem-
porary or not (Gury 2006: 267-283; Gury 2007: 49-57)8, here it would be love.
Selene, appears beside her chariot drawn by two horses, iconography which
constitutes an unicum in this series of representations and comparable, although
with another composition, to the mosaics from Orbe and Mérida, dated to the
third century?, in them the goddess is shown riding the chariot. She is wearing a
crescent-moon diadem and billowing cloak falling down her back and covering
her legs, leaving her body naked. She is holding the cloak with her right hand,
while with the other bears the torch like in the pavement from Itdlica pertain-
ing to the Countess of Lebrija, from the middle of the second century (Blanco
Freijeiro 1978: 36-37 n° 12 1dms. 31-33). The iconography velificante sua manu
of the goddess is characteristic of the pictorial repertoire of the series of seated
Endymion and would represent the firmament recalling her astral simbology as
the lunar goddess, at the same time that constitutes one of the most characteristic
elements of the beginning of the couple’s loving moment, not unknown in other
myths like Europa’s (Babelon 1943: 125).

In the mosaic of a private collection in California, from unknown origin (http://
www.christies.com/LotDetailsPrintable.aspx ?intObjectID=5321865) despite its
distinctive iconography (in fact, it is an unicum), there is an inscription in Greek
by the name of Endymion. To the young sleeping Selene goes enraptured with its
characteristic crecent, however, also identified by an inscription in Greek in the
upper left corner with her name -Selene- in a biga, but two bulls moving toward

6 The legend told how Eris, the goddess of discord, infuriated for not being invited to the wedding of
Thetis and Peleus, tossed into the party a golden apple to be given to the most beautiful among the
olympian goddesses, Athena, Hera and Aphrodite. Zeus commanded Hermes to escort them to Mount
Ida where Paris, son of Priam and Hecuba, would select the winner. The goddesses attempted with
their powers to bribe Paris -Athena offered victory in the battles, Hera offered ownership of Asia and
Aphrodite offered the love of the most beautiful woman on Earth. Paris chose Aphrodite and after the
judgement went to Sparta accompanied by Aeneas, where he fell in love with Helen, wife of Menelaus,
this way starting the Trojan war between Achaeans and Trojans, which ended with the Achaean victory,
whose side took Athena.

7 Traditionally Selene/Moon, queen of the stars as is invoked by Horace (c.s.35-36), is depicted as a
young and beautiful woman (Hom.h. Ven. 90; Paus. IX 40,6; Nonn.Dion. X,216) who goes over the sky
on her chariot (Pind.O. 3,19; Hom.h. Ven. 32,9-11; Ovid.met. II 208-209). She was also famous for her
love affair with Zeus/ Jupiter, giving birth to Bacchus (nat. III, 58) and two daughters Pandia (Hom.h.
Lun. XXXII 14) and Ersa.

8 This attitude was a creation of archaic Greek art, particularly, in Athens, where it appears in figures
from the ceramic of the later fourth BC century, and was highly publicized in classical times, transfer-
ring the Roman artistic plastic reliefs, paintings, and mosaics, vid. San Nicolds Pedraz 2011: 49-53; San
Nicolds Pedraz 2013: 49-58.

9 Orbe: Gonzebach 1961: 184-194 n°® 95 1dms. 60-67; Gonzebach 1997: 38-40. Mérida: Blanco Freijeiro
1978: 36 n° 17 1am. 29; Alfoldi 1979; Quet 1981; Lépez Monteagudo - Bldzquez Martinez 2000: 137-
138.
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the right. Instead of devoting his gaze Endymion, Selene leads her eyes and a
flaming torch to a neked winged eros, located in the upper right of the picture,
whose index aims to draw attention of the goddess to the young Sleeping. Eros is
identified as the protagonists by an inscription in Greek with the name of Pothos
(Neira Jiménez 2015: 61-79 fig. 4).

G. Lépez Monteagudo pointed out in her study about the mosaic in Céstulo
that the Erotes’ heads were roughly inserted into the naked bodies, making the
necks not visible, and breaking that way the harmony and beauty of the whole,
supposing that it could be an apprentice’s work. Without invalidating this sup-
position, given that occasionally some mosaics reveal the existence of differ-
ent hands, masters and apprentices, where the latter execute motifs showing a
worse design, as is the case in some pavements from the villa of Fuente Alamo
in Cordoba (Vargas Vazquez 2013-2014: 353-357; Vargas Vazquez 2016a: 185-
226; Vargas Vazquez, 2016b: 301-304), however we want to remark that the way
to execute the Erotes’ heads represented in the semicircles is not unknown in the
mosaics of Hispano-Roman artists, particularly in the production of Baetica in
the second century, as in the mosaics of the House of Bacchus’ fountain of the
Cruz Conde Collection in Cérdoba, with an Eros riding a dolphin (Blazquez
Martinez 1981: 31 n°® 13 1am. 17) (Fig. 2), in a fragment from the villa of the
Station in Antequera, Mdlaga (Romero Pérez et al. 2006: 239-258; Romero
Pérez et al. 2010: 3569-3590; Mafias Romero- Vargas Vazquez 2007: 315-338;
Lépez Monteagudo - Neira Jiménez 2010: 126 fig. 155; Vargas Vazquez 2016b:
72-73 1am. 25C) (Fig. 3), in two squares of the lost pavement in Ferndn Nufiez,
Cérdoba (San Nicolas Pedraz (2011: 57) (Figs. 4 - 5), in a fragment of a mosaic
in Ecija, Seville (Vargas Véazquez et al. 2017: 43 n° 6 fig. 11), with Eros carry-
ing a garland (Fig. 6), in the pavement of the Wedding of Ariadne and Bacchus
in Cordoba (Figs. 7 - 8), in the mosaic of the Birth of Venus in Itdlica (Cantos
1976: 293-338) (Fig. 9) and in the one in the villa of Marroquies Alto in Jaén,
with an Eros in a boat rowing and remains of another one flying, dated to the
fourth century (Bldzquez Martinez 1981; San Nicolas Pedraz 2008: 315-320)10
(Fig. 10), which -because of its style and composition- we would classify in
the second century. This fragmentary mosaic from Jaén shows the composition
called “compass scheme”, so appreciated, as we have already pointed out, in the
execution of Baetica’s mosaics. All these representations of Erotes contrast with
others executed in a more stylized and careful way from the same chronology
and area, all of which leads to think that this singular practice of executing these
figures under study could have been adopted by a permanent local workshop or
by itinerant artisans from the Peninsular South in the second century. Here fits the
“Escuela del Medio Guadalquivir proposed by Irene Mafias, on the basis of the
originality of the mosaics of Itdlica and other areas of Baetica, mainly in places
close to the river and to the land route from Cérdoba to Seville, which would de-
velop in the third quarter of the second century (Mafias Romero 2010: 124-125)
and whose peculiarity, both in certain geometric motifs as well as in the different
mythological scenes, was already remarked by G. Lépez Monteagudo for all the
Peninsular South (Lépez Monteagudo 2006: 85-91)!1, opinion that we share,
existing, as the author indicates, different workshops or itinerant artisans who
work in various places. On the other hand, it is not surprising that two different

10 In 1990 M. Torres Carro took down the chronology, middle of the third century, for the mosaic of
Thetis in this same villa (Torres Carro 1990: 132). This last mosaic was object of study by the author’s
article, was identified as Talassa and Eastern parallels were found in the second century.

11 This author dedicates some pages to the sudy of Baetica’s workshops in Lopez Monteagudo - Neira
Jimenez 2010: 39-49, 56-58.
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Figure 2

Mosaic of the Triumph of Bacchus, Cruz
Conde Collection, Cérdoba (courtesy of G.
Lépez Monteagudo).

Figure 3
Octagon with erotes. Villa Station, Antequera,
Malaga (courtesy of G. Lépez Monteagudo).

Figure 4

Reconstructed mosaic of the Rapture of
Europe, Ferndn Nuiiez, Cérdoba (Photo P.
San Nicolds Pedraz).

workhops could work in the same mosaic, one of them on the better manufac-
tured figures and another on the Erotes, given that in a mosaic of the villa of
Carranque, in Toledo, two different workshops are mentioned working in the
same house, the one of ITulius Prudentis and the one of Mascuriani (?) to which
belongs Hirinus, the pictor imaginarium (Bldzquez Martinez 2008: 107-108).

In the second century Baetica’s workshops produce a large number of mosaics
with mythological themes, standing out the cities of Italica, Cérdoba, Ecija and



200 M. Pilar San Nicolas Pedraz

Figure 5

Detail of the reconstructed mosaic
of the Rapture of Europe, Fernan
Nuiiez, Cérdoba (courtesy of G.
Lépez Monteagudo).

Figure 6

Fragment of the mosaic from Ecija,
Sevilla (courtesy of G. Lopez
Monteagudo).

adding as well, undoubtedly, Jaén. In this last one, besides the mosaic under  Figure 7

study, of which we have pointed out its originality and its being unicum piece in ~ Mosaic of the Wedding of Ariadna and

Hispania, both due to its composition as well as its figurative scheme, other pave- Bacchus, Cérdoba (courtesy of G. Lopez
. .. . Monteagudo).

ments must be added for their characteristics, whose designs are documented also

in Baetica: on the one hand, those found in the same building as the mosaic of

Céstulo under study, like the pavement with continuous scheme of eight-pointed

stars (Itdlica, Carmona, Cérdoba and Mdlaga), and the one of the octagons; on

the other hand, those located in the same province of Jaén, like the mosaic of
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Dehesa de Murga, with rosette made with curved triangles, design very deep-
rooted in Baetica in the second century (Itdlica, Ecija, Carmona, Herrera, Puerto
Real, Alcolea del Rio and Niebla) (Luzén 1988: 213-241; Vargas Vazquez 2014:
43, 122 mosaic 1,45 ldm. 30; Vargas Vazquez 2015: 580-590; Vargas Vazquez
2016b: 221), the notable theme of the She-wolf and the Twins of Villacarrillo,
in Jaén, that is equally repeated in the mosaic of compass scheme of Alcolea in
Cérdoba!?, or the mosaic with arcades in Antequera, Mélaga, and in the villa of
El Ruedo, Almedinilla, Cérdoba. All these mosaics denote the influence of the
Italian Peninsula in this area of Hispania, but at the same time, and as G. Lopez
Monteagudo points out, Hispania imposes its own characteristics with an spe-
cific treatment that distinguishes it from the rest of the Roman provinces, and
from a common background —Rome’s legacy-develops its peculiarities and its
own originality from early dates. Each one of Baetica’s workshops radiates to
other places related themes and compositions and imposes in every city a per-
Figufe 8 . sonal signature, as happens in Jaén in the case of this mosaic, without discarding
Detail of the mosaic of the the Greek influence (the Judgement of Paris has been located in Cos in the same
Wedding of Ariadna and Bacchus, time period) and Antioch’s influence (the composition in two different planes),

Coérdoba. (courtesy of G. Lopez . . . . . . :
Monteagudo). which is especially visible in the mythological scenes of the two central circles.

12 Blazquez 1981: 72-73 n°® 52 1am. 60. This autor points out that it belongs to the same workshop as the
one of Cordoba with the same theme, and the she-wolf with long skin is repeated in the mosaic of the
Abduction of Ganymede in Itdlica, also made using the “compass scheme”.



202 M. Pilar San Nicolas Pedraz

Figure 9

Birth of Venus
Masaic, Itélica.
(courtesy of
Antonio Pérez
Pat. Director
the Italica
archaeological
site).

Figure 10
Pavement from
the village of
Marroquies
Altos, Jaén
(courtesy

of G. Lépez
Monteagudo).
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Prusias ad Hypium Akhilleus Mozaigi
The Achilles Mosaic of Prusias ad Hypium
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Oz

Akhilleus Mozaigi, 1950’li yillarda Prusias ad Hypium kentinin giiney tarafindaki bir tarlada tesadiifen
bulunmustur ve kentteki bir Roma villasimin zemininde yer almis olan bir taban mozaigidir. Cok az bir
kismi korunmus olan mozaik parcasi iizerinde ii¢ adet yazit bulunmaktadir. Bu yazitta sol basta Geng Kizlar
(mapBévou), ortada Deidameia (Andaueio) ve onun saginda Purrhos (11000 0[¢]) yazmaktadir. Yazitlardan
da anlasildigr gibi bu mozaikte Skyros Adasi’'nda Kral Lycomedes’in Sarayi’nda Akhilleus’un, Odysseus
tarafindan ortaya ¢ikarilmasi tasvir edilmistir. Sahnenin sag iist kosesinde en iistte yazilmig olan Parthenoi
yani Antik Yunanca anlamiyla “Geng Kizlar” hikdyenin gectigi Lykomedes’in Sarayi’ndaki mozaikte arka
planda bulunan Lykomedes’in geng kizlarini ima etse de aslinda bu sahnenin bu temay: igleyen ve Parthenoi
(Geng Kizlar) olarak adlandirilmis tragedya veya pandomim icin yazilmig ve giiniimiize kadar ulagmamug bir
edebi tiyatro eserinin adi oldugunu bize gostermektedir. Ayni durum Zeugma Akhilleus Mozaigi’'nde (Quintus
Calpurnius Eutykhes Evi’ndeki) de goriilmektedir. Bu sahnenin etrafim dalgali kurdele bandi ¢evirmektedir.
Bundan sonra mozaigi, giinliik hayattan iki sahne olan av ve ziyafet sahnesi ¢evirmistir. Mozaik en dista ise
geometrik bir bordiir ile sonlandirilmustir. Prusias ad Hypium Akhilleus mozaigi sahip oldugu stilistik ve ikono-
grafik ozellikler itibariyle IS 3. yiizytlin ortalarina ait olmalidir.

Anahtar Kelimeler: Prusias ad Hypium, Akhilleus, mozaik, Deidameia, Skyros.

Abstract

The Mosaic of Achilles was discovered coincidentally in a field in the southern region of Prusias ad Hypium
in the 1950s. It is a floor mosaic situated on the ground of a Roman villa in the city. Only a very small part
of the mosaic remains on which there are three inscriptions. These inscriptions involve words Young Girls
(maBévor) on the left, Deidameia (Anidaucia) in the middle and Pyrrhus (ITVo 0[s]) on the right. As un-
derstood from the inscriptions, this mosaic depicts the discovery of Achilles by Odysseus in King Lycomedes’
palace in Skyros Island. The word Parthenoi meaning Young Girls in ancient Greek written at the top of the
upper right corner of the scene implies the young daughters of Lycomedes at the background of the mosaic in
Lycomedes’ palace where the story takes place, however it in fact shows the title of a lost literary drama written
about this theme for tragedy or pantomime which did not reach the present day. The same situation applies to
the Zeugma Achilles Mosaic (at the house of Quintus Calpurnius Eutykhes). The scene is surrounded by a wavy
ribbon band. This is followed by hunting and feast scenes both from daily life. Finally, the outermost border is
a geometric one. Due to its stylistic and iconographic characteristics, the Prusias ad Hypium Achilles mosaic
is estimated to date back to mid-third century AD.

Keywords: Prusias ad Hypium, Achilles, mosaic, Deidameia, Skyros.
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Antik donemde Bithynia Bolgesi sinirlart icerisinde yer alan Prusias ad Hypium
(modern Diizce) antik kenti, Diizce Ovasi’nin kuzeyinde Hypios Dag Sirasi’nin
gliney yamacinda kurulmustur (Res. 1). Kentin giineyinde Hypios (Melen) Cay1
bulunmaktadir. Kent, Antik Donem’de Nikomedia’dan baslayip Bithynium-
Claudiopolis ve Kretia-Flaviopolis kentleri iizerinden Ankyra’ya oradan da
doguya giden yol iizerinde yer almaktaydi. Giiniimiizde ise Diizce-Akg¢akoca
yolu iizerinde, Diizce’nin 8 km kuzeyinde Konuralp/Uskiibii adini tagtyan mo-
dern kiigiik bir yerlesmenin genigledigi alanda bulunmaktadir! (Res. 2).

Caligmaya konu olan mozaik, modern Konuralp yerlesmesinin giineyinde,
Akgakoca yolu yakinlarinda 1950°1i yillarda kentin giiney tarafindaki bir tar-
lada? tesadiifen bulunan ve iki odasinin zemini mozaik ile doseli olan Roma
villast olarak tanimlanan yapi kalintilarma aittir. Bu alanda, Istanbul Arkeoloji
Miizeleri adina B. Riistem Duyuran tarafindan kazi yapildiktan sonra kalintilarin
iistli tekrar kapatilmistir (Rollas 1967: 10). Ancak elde edilen bilgi ve bulun-
tular herhangi bir yaymda ayrintilica ele alinmamistir. Kaz1 ekibince iistii top-
rakla kapatilarak koruma altina alinan zemin mozaigine, 1998 yilinda kazi
alan1 yakininda yapilan bir sulama kanalindan su basmasi sonucu Bolu Miizesi
yetkililerince miidahale edilmek zorunda kalinmistir. Bunun sonucunda 32
parca dikdortgen pano biciminde kesilen mozaik, plakalar halinde Konuralp
Miizesi'nin deposuna kaldirilmustir (Tiilek 2009: 143). Istanbul Restorasyon
ve Konservasyon Merkez Laboratuvart Miidiirliigii tarafindan 2012 yilinda
mozaigin geometrik bordiiriiniin bir kismina ait olan 6 pargadan olusan 9,8 m*lik

1 Kent hakkinda genel kaynakea icin bk. Boré 1840: 407; Ainsworth 1842: 31 vdd.; Leonhard 1915:
40; Magie 1950: 307, 340, 590, 614, 640, 658, 690, 1190, 1539, 1553, 1567; Dorner 1952: 28-31;
Tasliklioglu 1955: 81-97; Tugrul 1962: 42-48; Rollas 1967: 1-18; Vermeule 1968: 254,263,317, 416,
453-454; Tunay 1969: 14,29; Giilsevil 1971: 17-18; Cramer 1972: 175-176; Ameling 1985; Isik 2001:
27; Sevin 2001: 38; Strobel 2001: 492-493; Marek 2003: 131; Dmitriev 2005: 142; Zeyrek - Celik
2005; Madsen 2009: 70; Ramsay 2010: 197.

2 Diizce ili, merkez ilge, Ciftepmarlar mahallesi, 7 pafta, 2705 parsel.

Resim 1
Bithynia Bolgesi Haritas1
(Vermaseren 1987: fig. 18).

Resim 2
Prusias ad Hypium Antik Kenti Uydu
Haritas1 (Konuralp Miizesi Arsivi).



Resim 3

Prusias ad Hypium Akhilleus Mozaigi, 1952
yilindaki genel goriintiisii

(Dorner 1952: taf. 10).
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boliimiiniin konservasyonu yapilmis ve bunlar Miize’nin tas eserler salonunda
sergilenmektedir. Mozaigin; Akhilleus sahnesi, ziyafete hazirlik sahnesi ve av
sahnesinden olugsan geri kalan 50,8 m*lik boliimii 26 panodan olugmaktadir.
Konservasyonu yapilmamistir ve depoda korunmaktadir3. Miizenin deposunda
plakalar halinde {ist iiste duran bu sahneler {izerindeki tesseralar, daginik bir
halde oldugu ve konservasyon yapilmadan bir biitiinliik olusturmadig1 icin
fotograf ¢cekme imkani miimkiin olmamigtir. Dolayisiyla lizerlerinde bir ince-
leme yapilacak durumda degillerdir. Bu nedenle s6z konusu sahneler Dorner’in
1952 yilinda kente yaptig1 gezi sirasinda ¢ekerek kitabinda yayinladigi fotograf
(Dorner 1952: taf. 10) (Res. 3) iizerinden incelenerek degerlendirilmistir.

Mozaigin ortasindaki merkez panoda Skyros Adasi’nda Kral Lykomedes’in
Sarayi’nda saklanan Akhilleus’un, Odysseus tarafindan ortaya cikarilmasi sah-
nesi tasvir edilmistir (Res. 4). Merkez panonun etrafini ziyafete hazirlik sahnesi
(Res. 5) ve av sahnesinden (Res. 6) olusan genis figiirlii bir bordiir ¢evirmistir.
Figiirli bordiiriin etrafi genis bir geometrik bordiir (Res. 7 - 11), (Cizim 1)
tarafindan ¢evrilmistir.

Mozaigin yapim teknigi: Opus Tessellatum

Mozaigin dlgiisii: 60,6 m?

Tessera cinsi: Mermer

Mozaikteki tessera renkleri: Krem rengi, kahverengi, yesil

Mozaikteki 1 dm?’deki tessera sayisi: 50

1. Akhilleus’un, Odysseus Tarafindan Ortaya Cikarilmasi
Sahnesinden Olusan Merkez Pano (Resim 4)

Mozaigin merkezinde yer alan ana panonun ¢ok az bir kismi korunmugtur. Ana
panoda, beyaz tesseralarla oriilen arka fon iizerinde ii¢ adet yazit bulunmaktadir.
Bu yazitlarda, sol basta Geng Kizlar (toigB€vor) ortada Deidameia (Anudopeicr)
ve onun saginda Purrhos* (IT0QQ_ o[c]) yazmaktadir. Yazitlardan da anlagildigi

3 Miize’deki calismam esnasinda higbir yardimi esirgemeyen Konuralp Miizesi Miidiirti Saym Yunus
Reyhan Tasgcioglu’na ¢ok tesekkiir ederim.

4 Kizila calan sart saclarindan dolay1 kralin kizlar1 Akhilleus’a Pyrrha adini vermiglerdir. Bk. Grimal
1997: 43.
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gibi bu mozaikte Skyros Adasi’'nda Kral Lykomedes’in Sarayi’nda saklanan
Akhilleus’un, Odysseus tarafindan ortaya ¢ikarilmasi sahnesi tasvir edilmistir.
Ana panonun sol kosesinde 3/4 profilden islenmis genc bir kiz yer almaktadir. Ug
boyut perspektiften verilen geng kiz bagini hafifce kendi soluna dogru ¢evirmistir.
Geng kizin hemen Oniine kocaman bir kalkan yerlestirilmistir. Viicudunu ta-
mamen kapatan bu kalkanin arkasindan yalnizca bag kismi goriilebilmektedir.
Kalkanin iizerinde oldukga tahrip oldugundan ne oldugu anlagilamayan bir
tasvir bulunmaktadir. Sahnede giiclii 151k-g6lge kullanimi ve resimsel diizen-
leme goriilmektedir. Bu ana panonun etrafini tek sira halinde dalgali kurdele
bandi ¢evirmistir. Kurdelelerin aralaria {i¢ nokta biciminde doldurma motifi
yerlestirilmigtir. Dalgali kurdele bandi iizerinde farkli renkte tessera kullanimi
ile saglanan 151k-golge etkilesimi goriilmektedir.

1.1. Skyros Adasi’'nda Kral Lykomedes’in Sarayi’nda Saklanan
Akhilleus’un, Odysseus Tarafindan Ortaya Cikarilmas: Sahnesinin
Tasvir Edildigi Mozaiklerin Genel ikonografik Ozellikleri

Teselya’daki Phthia kentinin krali Peleus ile deniz tanrigas: Thetis’in oglu
olan Akhilleus dokuz yagindayken Akhalar’in kahini Kalkhas, annesi Thetis’e
Troia’nin ancak Akhilleus savasa katilirsa alinabilecegini ama Akhilleus’un
Troia Onilinde Olecegini bildirmistir. Bu nedenle Yunanlar’in Troia’ya karsi
savasa gitmesi s0z konusu olunca Thetis, Akhilleus’a kadin elbiseleri giydirmis
ve onu Skyros krali Lykomedes’in sarayinda saklamistir. Akhilleus burada kralin
kizlarinin hayatin1 paylasmig ve dokuz yil kalmigtir. Akhilleus, Lykomedes’in
kizlarindan biri olan Deidameia ile birlikte olmug ve bu birliktelikten oglu
Neoptolemos dogmustur. Ne var ki kaderi aldatmak icin bu kilik degistirmenin
bir yarart olmamistir. Odysseus kahin Kalkhas’tan, Akhilleus olmadan Troia’nin
alimamayacagini 6grenmisti. Kehanetin hemen ardindan onu aramaya koyulmus
ve sonunda Akhilleus’un saklandig1 yeri 6grenmistir. Satict kiligina girerek
Skyros sarayina gelmis ve orada kadinlar boliimiine sizarak mallarini sunmustur.
Kadinlar nakis araglarini ve kumaglari segmiglerdir. Ama Odysseus bu egyalarin
arasma degerli silahlar da gizlemigtir. Akhilleus silahlar1 goriince hemen on-
lara yonelmistir. Odysseus gen¢ adami kimligini agiklamaya ikna etmekte
giicliik cekmemistir (Grimal 1997: 38-39). Odysseus bir kurnazlik diigiinmiis
ve Lykomedes’in sarayinda birdenbire borazan sesleri duyulmaya baglanmistir.
Kralin kizlar1 korku i¢inde kacigmis iken Akhilleus’un savasci ruhu ortaya
¢ikmig ve tek basina kalan Akhilleus silah istemistir. Boylece Akhilleus’un
savagel egilimi artik bastirilamamigtir (Grimal 1997: 39).

Skyros Adasr’'nda Kral Lykomedes’in Sarayi’nda saklanan Akhilleus’un,
Odysseus tarafindan ortaya c¢ikarilmas: olayr Akhilleus’un Troya savagina
katilmadan onceki bilinen en erken seriivenidir. Homeros’un Ilyada’sinda
anlatilmayan bu hikdye IS 1. yiizyilda yasayan Latin sair Publius Papinius
Statius’un “Achilleis” adli bitmemis bir epik siirinden bilinmektedir (Trimble
2002: 230; Gorkay 2015: 65). Bu konunun 10 5. yiizy1l ve 4. yiizyilda Grek
sanatinda iglendigini edebi kaynaklardan 6grenebilmekteyiz. Pausanias (Paus.
I, 22, 6) ressam Polygnotos’un, Akhilleus’u Lykomedes’in kizlari arasinda
resmettigini aktarmistir. Yine Plinius (Plin.nat. XXXV, 134) 10 4. yiizyil

Resim 4

Prusias ad Hypium Akhilleus
Mozaigi ana panosu

(Dorner 1952: taf. 10).
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sanatcis1 Athenion’un yaptig1 Akhilleus’un, Odysseus tarafindan bulundugu ant
gosteren ve alti figlirli iceren bir resmi oldugu bilgisini vermistir (McCann 1978:
68). Bu konunun en erken 6rneklerinin IS 1. yiizyilda Pompei’deki duvar resim-
leri® iizerinde tasvir edilmis oldugu goriilmektedir.

Antik donemde oldukca sevilen bir konu olan Skyros Adasi’nda Kral
Lykomedes’in Sarayi’nda saklanan Akhilleus’un, Odysseus tarafindan ortaya
cikarilmasinin mozaiklerde (Tablo 1) duvar resimlerinde (bk. dipnot 5), lahit-
lerde® ve sanatin diger dallarinda da (Weitzmann 1979: nr. 208, 211-212, 237,
Kossatz-Deissmann 1981: nr. 166-175) islendigi goriilmektedir.

Roma Donemi’nde mozaik sanat¢ilarinin repertuvarlarinda yer alan Akhilleus’un
diger efsanelerinin iginde en ¢ok Skyros Adasi’nda Kral Lykomedes’in
Sarayi’nda saklanirken Odysseus tarafindan ortaya ¢ikarilmas: sahnesi tasvir
edilmigtir. Bu konunun islendigi giiniimiize kadar gelmis olan 18 adet duvar ve
doseme mozaigi bilinmektedir (Tablo 1). Bunlar: Pompei duvar mozaigi (italya,
IS 1. yiizyil), (Dunbabin 2012: fig. 260); Tipasa mozaigi (Cezayir, IS 4. yiizyil),
(Kossatz-Deissmann 1981: nr. 117; Ling 1998: fig. 60); Nimes mozaigi (Fransa,
IS 2. yiizyil.), (Houix vd. 2011: fig. 19); Saint-Romain-el-Gal mozaigi (Fransa,
IS 2. yiizyil), (Delbarre vd. 2008: fig. 4); Orbe-Bosceaz mozaigi (Isvicre, IS
2. yiizy1l), (Ling 1998: fig. 51; Delbarre vd. 2008: figs. 5-6); Thysdrus-El Jem
mozaigi (Tunus, IS 2. yiizyil), (Kossatz-Deissmann 1981: nr. 123; Delbarre vd.
2008: fig. 7); Ptolemais (Libya, IS 3. yiizyil.), (Houix vd. 2011: 461); Zeugma
Poseidon Evi’ndeki Akhilleus mozaigi (Tiirkiye, IS 2. yiizy1l sonlari- 3. yiizyil
baslart), (Delbarre vd. 2008: fig. 2; Onal 2009: res. 35); Shechem-Nablus mozaigi
(Filistin, IS 3. yiizyilm ortalari), (Dauphin 1979: pl. 2 C); Zeugma Quintus
Calpurnius Eutykhes Evi'ndeki Akhilleus mozaigi (Tiirkiye, IS 2. yiizyil- 3.
yiizyilin ilk yarisi), (Onal 2009: res. 90); Palmyra mozaigi (Suriye, IS 3. yiizy1l
ortalar1 - 4. yiizy1l baglar), (Kossatz-Deissmann 1981: nr. 120; Delbarre vd.
2008: fig. 3); Caesarea-Cherchel mozaigi (Cezayir, IS 4. yiizyil.), (Kossatz-
Deissmann 1981: nr. 118); Sparta mozaigi (Yunanistan, IS 4. yiizy1l), (Waywell
1979: fig. 39; Kossatz-Deissmann 1981: nr. 124); Kourion mozaigi (Kibris, IS 3.
yiizyil ya da 4. yiizy1l), (Kossatz-Deissmann 1981: nr. 127); Pedrosa de la Vega
(Villa de la Olmeda) mozaigi (Ispanya, IS 4. yiizy1l), (Kossatz-Deissmann 1981:
nr. 121; Dunbabin 1999: fig. 161; Delbarre vd. 2008: fig. 8); Santisteban del
Puerto mozaigi (Ispanya, IS 4. yiizyil), (Delbarre vd. 2008: 37; Blazquez 2011:
fig. 8); Keynsham mozaigi (Ingiltere, IS 4. yiizyil), (Cosh - Neal 2001: fig. 1;
Delbarre vd. 2008: 37); Brading mozaigi (Ingiltere, IS 4. yiizy1l.), (Beeson 1997:
fig.1) dir.

Skyros Adasr’'nda Kral Lykomedes’in Sarayi’'nda saklanan Akhilleus’un,
Odysseus tarafindan ortaya c¢ikarilmasim1i konu alan mozaikler iizerinde-
ki bu sahnenin farkli bolgelerde yer alan versiyonlart (Tablo 1) ile tamamen
ayni olanlar bulunmasa da ¢ogu ortak ozelliklere sahiptir. Buna gore uzaktan
da olsa bu sahnelerin temelinde ortak bir modelin yattig1 one siiriilebilir. Bu
sahnelerin genelinde benzer bir sema olmasinin yani sira bazi farkliliklarin da

5 Pompei’de bu konunun iglendigi toplam 11 adet duvar resmi giiniimiize gelmistir. Bunlar: Casa dei
Dioscuri (V1.9.6-7), Domus Uboni (IX.5.2), Domus Postumiorum (VII.4.4), Casa dei Vettii (VI.15.1),
Casa di Modesto (V1.5.13), Casa di Sirico (VII.1.25 ve 47), Casa delgi Epigrammi (V.1.18), Casa della
Caccia Antica (VII.4.48), Casa della Fontana d’Amore (IX.2.7), Casa del Centauro (VI.9.3-6), Casa
d’Apolline (VI1.7.23)’dir. Bk. Trimble 2002: 246, dipnot 58); McCann 1978: 69 fig. 74; Kossatz-Deiss-
mann 1981: nr. 105-116; Zimmermann-Ladstatter 2011: 84-85 res. 127, 3.

6 Ozellikle 2. yiizyildaki Roma lahitleri iizerinde oldukca popiiler bir konudur ve kaynaginin duvar re-
simleri oldugu diisiiniilmektedir. Bk. Budde - Nicholls 1964: 102-103 nr. 162 pl. 56; McCann 1978:
67-69 figs. 72-73; Kossatz-Deissmann 1981: nr. 128-165; Walker 1990: 21 nr. 13 pl. 5; Angelicoussis
1992: 88-90 nr. 66 fig. 277; Koch 2001: 142-143 res. 54; Zanker - Ewald 2012: 285-287 nr. 1.
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bulundugu goriilmektedir. Bu konunun iglendigi ve tiim sahnenin korunmusg
oldugu ornekleri inceledigimizde sahnede genellikle Akhilleus merkezde ol-
mak iizere onun etrafini saran figiirlerin Skyros kral1 Lykomedes, Akhilleus’un
esi Deidameia, kralin diger kizlari, Odysseus ve askerler oldugu goriilmekte-
dir’. Bunun yani sira bazi drneklerde bu sahneye Diomedes ve borazan calan
bir asker de dahil edilmistir®. Siiphesiz bu durum mozaigin yapilacagi mekanin
boyutlariyla alakali olmalidir. Yine 6rneklerin bazilarinda figiirlerin kimlikleri,
baglarinin iizerine yazilmig olan yazittan agikca bilinmektedir®. Bazen de arka
planda Lykomedes’in Saray1’nin mimarisi yansitilmigtir!0,

2. Figiirlii Bordiir

2.1. Ziyafete Hazirlik Sahnesi (Resim 5)

Ana panonun etrafi genis bir figiirlii bordiir ile ¢evrilmistir. Dort tarafinda da
farkli konulara yer verildigi anlagilan bordiiriin bir kenarinda ayakta duran dort
adet figiir tasvir edilmistir. Bu, bir ziyafete hazirlik sahnesi olmalidir.

Sol bastaki birinci kadin figiirli ayakta durmaktadir ve giyimlidir. Ayak bilek-
lerine kadar uzun tunik tizerine himation giymistir. Himationun kenarlar1 kalin
seritlerle siislenmistir. Govdesi hafifce sagina doniik iken basgi ise kendi soluna
doniiktiir. Bagina bitkisel bir ¢elenk yerlestirilmistir. Sag kolunu yukartya dogru
kaldirmig ve yana a¢gmustir, sol kolu tahrip olmugtur. Soldan ikinci kadin figiirii
ise ayak bileklerine kadar uzun bir tunik {izerine himation giymistir. Himationun
kenarlar1 kalin geritlerle siislenmistir. Govdesi hafifce soluna doniik iken bagi ise
kendi sagina doniiktiir. Basina bitkisel bir ¢celenk yerlestirilmistir. Her iki kolunu
dirsekten biikerek 6ne uzatmistir ve elinde tasidigi tepsi igcerisinde muhteme-
len et (?) bulunmaktadir. Soldan iiciincii kadin figiirii de ayak bileklerine ka-
dar uzun tunik iizerine himation giymigtir. Himationun kenarlar1 kalin seritlerle

7 Bk.Zeugma Poseidon Evi’ndeki Akhilleus mozaigi (Delbarre vd. 2008: fig. 2; Onal 2009: res. 35).

8 Bk. Pedrosa de la Vega (Villa de la Olmeda) mozaigi (Kossatz-Deissmann 1981: nr. 121; Dunbabin
2012: fig. 161; Delbarre vd. 2008: fig. 8); Palmyra mozaigi (Delbarre vd. 2008: fig. 3); Orbe-Bosceaz
mozaigi (Ling 1998: fig. 51; Delbarre vd. 2008: figs. 5-6); Tipasa mozaigi (Kossatz-Deissmann 1981:
nr. 117; Ling 1998: fig. 60); Zeugma Quintus Calpurnius Eutykhes Evi’ndeki Akhilleus mozaigi (Onal
2009: res. 90) ve El Jem mozaigi (Delbarre vd. 2008: fig. 7).

9 Bk. Zeugma Quintus Calpurnius Eutykhes Evi’ndeki Akhilleus mozaigi (Onal 2009: res. 90) ve Shec-
hem-Nablus mozaigi (Dauphin 1979: pl. 2C).

10 Bk. Zeugma Poseidon Evi’ndeki Akhilleus mozaigi (Delbarre vd. 2008: fig. 2; Onal 2009: res. 35);
Pedrosa de la Vega (Villa de la Olmeda) mozaigi (Kossatz-Deissmann 1981: nr. 121; Dunbabin 2012:
fig. 161; Delbarre vd. 2008: fig. 8) ve Sparta mozaigi (Waywell 1979: fig. 39; Kossatz-Deissmann
1981: nr. 124).

Resim 5

Prusias ad Hypium Akhilleus Mozaigi
ziyafete hazirlik sahnesi

(Dorner 1952: taf. 10).



Resim 6
Prusias ad Hypium Akhilleus Mozaigi av
sahnesi (Konuralp Miizesi Arsivi).
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stislenmistir. Govdesi hafifce sagina doniik iken bagi ise kendi soluna doniiktiir.
Basgina bitkisel bir ¢elenk yerlestirilmigtir. Her iki kolunu dirsekten biikerek 6ne
uzatmistir ve elinde icerisinde muhtemelen et (?) bulunan bir tepsi tasimaktadir.
En sagda yer alan kadin figiirii ise ayak bileklerine kadar uzun tunik iizerine
bir himation giymistir. Govdesi sag profilden islenmistir. Bas1 ise kendi sagina
dogru cevrilmis ve arkaya dogru dondiiriilmiistiir. Basinda bitkisel bir ¢elenk
yer almaktadir. Dirsekten biiktiigii her iki kolunu 6ne dogru uzatmis ve yukari
dogru kaldirmstir. Sol kolu biraz daha yukarida iken sag kol daha asagidadir.
Her iki elinde bir cymbals!! tutmaktadir. Bas ve gévdenin zit hareketi bir dansa
isaret etmektedir. Dolayisiyla bu kadin caldigi cymbals egliginde dans eden bir
dans¢1 olmalidir.

2.2. Av Sahnesi (Resim 6)

Figiirli bordiiriin diger bir kenarinda av sahnesi tasvir edilmigtir. Cok az bir
kismi korunmug olan bu sahnede ayakta duran bir avcr yer almaktadir. Kisa
bir tunik iizerine bir khlamys giymistir. Ayaginda ¢izmeleri bulunmaktadir. Sol
ayag1 onde sag ayagi geridedir. One dogru hamle yapmustir. Hareket halinde
oldugu i¢in khlamys arkadan ugusmustur. Avcinin hemen oniinde iki adet hay-
van bulunmaktadir. Sahnede cesitli yesilliklere yer verilmistir bu da olayin agik
havada gectigine isaret etmektedir.

Av sahneleri mozaikler iizerinde 10 ge¢ 4. yiizyildan itibaren goriilmeye
baslamis!? ve oldukea sik tasvir edilmistir!3.

3. Geometrik Bordiir (Resim 7-11), (Cizim 1)

Ziyafete hazirlik sahnesinin ve av sahnesinin etrafini yedi adet eskenar dortgen-
den olusan yildiz motifinin islendigi genis bir geometrik bordiir ¢cevirmistir. Bu
yildizlarin her kolunun icerisinde yine kiiciik eskenar dortgenler bulunmaktadir.
Her bir yildizin iki yandan birbirleriyle birlesim noktasinda bulunan ve yildizin
yedinci kolunu olusturan egkenar dortgenlerin icerisine ayrica yildizlarin

11 Yunan ve Roma’da genellikle bronzdan yapilan iki adet yarim kiire seklindeki birbirine vurularak ¢a-
lian bir miizik aletidir; bk. Karatag 2013: 112; Bu miizik aleti Pompeii’de Cicero Villasi’nda yer alan
“Sokak Miizisyenleri” mozaiginde de tasvir edilmistir; bk. L’Orange - Nordhagen 1960: taf. 8; Fischer
1971: fig. 17; Ling 1998: fig. 6; Dunbabin 2012: fig. 45.

12 Bk. Pella’dan aslan avi mozaigi, Dunbabin 2012: fig. 9; Pella’dan geyik avi mozaigi Dunbabin 2012:
fig. 12.

13 Dunbabin 2012: figs. 115-116, 137, 142-143, 147, 160, 169-170, 196.
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birbirleriyle aralarinda kalan kare seklindeki bosluklarin icerisine doniisiimlii
olarak Siileyman Diigiimii, dort yaprakli rozet ve capraz biciminde dama
tahtas1 motifi yerlestirilmistir. Yildizlarin iist ve alt kollar1 arasinda kalan iic-
gen seklindeki bogluklarin igerisinde yine ilicgen bi¢ciminde dama tahtas: motifi
bulunmaktadir.

Dort yaprakli rozetin yapraklar: krem rengi iken yaprak aralarindaki bogluklar
doniiglimlii olarak kahverengi ve yesildir. Dama tahtas1 motifindeki kiiciik ka-
reler dontisiimlii olarak kahverengi ve yesildir. Stileyman Diigiimii’nde de yine
kahverengi ve yesil renkler mevcuttur. Yildizin diger kollarinda krem rengi, kah-
verengi ve yesil renklere yer verilmistir. Bordiirleri ve motifleri ayiran kalin ve
ince diiz bantlarda koyu kahverengi kullanilmustir.

Resim 7

Prusias ad Hypium
Akhilleus Mozaigi
geometrik bordiir
(Konuralp Miizesi
Arsivi).

Resim 8

Prusias ad Hypium
Akhilleus Mozaigi
geometrik bordiir ayrintist
(S. Sezin Sezer).

Cizim 1
Prusias ad Hypium Akhilleus Mozaigi
Geometrik Bordiir (Cizen: Rabia Goren).
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Mozaigi en dista ¢evreleyen bordiirde tek sira halinde doniigiimlii olarak iler-
leyen dar ve genis metoplara yer verilmisgtir. Hem genig metoplar icerisindeki
eskenar dortgenlerin ortasinda hem de dar metoplarin icinde kahverengi tesse-
ralarla olusturulan karo ve kare rozetler bulunmaktadir.

Resim 9
Prusias ad Hypium Akhilleus Mozaigi
geometrik bordiir ayrintisi (S. Sezin Sezer).

Resim 10
Prusias ad Hypium Akhilleus Mozaigi
geometrik bordiir ayrintisi (S. Sezin Sezer).

Resim 11
Prusias ad Hypium Akhilleus Mozaigi
geometrik bordiir ayrintisi (S. Sezin Sezer).
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4. Prusias ad Hypium Akhilleus Mozaiginin Diger Mozaikler ile
Kargilastirilmasi (Tablo 1 - 2)

Pompei’deki Dioscuri Evi’'nde (VI.9.6-7), (Trimble 2002: 230 fig. 10.6) yer
alan ve iizerinde Skyros Adasi’nda Kral Lykomedes’in Sarayi’nda saklanan
Akhilleus’un, Odysseus tarafindan ortaya ¢ikarilmasi sahnesinin tasvir edildigi
duvar resminde 3/4 profilden iglenmis ve bir kalkanin arkasina yerlestirilmis
olan figiir ile mekan derinliginin saglanmasi uygulamasini Prusias ad Hypium
mozaiginin Akhilleus sahnesinde de gormekteyiz. Bu durum Hellenistik Dénem
sanatinin mozaik iizerindeki etkisini gostermektedir.

Zeugma Poseidon Evi'ndeki Akhilleus mozaigi (Res. 12), (IS 2. yiizy1l sonlari-
3. yiizy1l baslar1), (Onal 2009: res. 35) merkez panosunun sol kosesinde 3/4
profilden islenmis olan figiiriin ic boyut perspektiften verilmesi, hemen 6niine
kocaman bir kalkan yerlestirilmis olmasi, yalnizca bas kisminin goriilmesi geri
kalan kisimlarinin bu kalkan ile kaplamig olmasi, basini hafifce kendi soluna
cevirmesi, bakiglarini da sola yonlendirmesiyle ve yine merkez panosunun
etrafin1 ceviren dalgali kurdele bandi iizerinde farkli renkte tessera kullanimi
ile 151k-golge etkilesimi saglanmasiyla Prusias ad Hypium mozaigiyle (Res. 13)
benzerdir.

Zeugma Quintus Calpurnius Eutykhes Evi’ndeki Akhilleus mozaigi (Res.
14), (IS 2. yiizy1l- 3. yiizyilin ilk yarisi), (Onal 2009: res. 90) ile Shechem-
Nablus mozaigi (Res. 15), (IS 3. yiizyilin ortalarr), (Dauphin 1979: 21 pl. 2C)
ana panolarinda yer alan Akhilleus sahnesindeki figiirlerin isimlerinin iizerle-
rinde yazili olmasiyla, Zeugma Poseidon Evi’ndeki Akhilleus mozaigi (Res.
12), (IS 2. yiizy1l sonlari- 3. yiizy1l baslart), (Onal 2009: res. 35) ve Shechem-
Nablus mozaigi (Res. 15), (IS 3. yiizyilin ortalar1), (Dauphin 1979: 21 pl. 2C)
ana panolarinda yer alan Akhilleus sahnesinin etrafin1 dalgali kurdele bandi
cevirmesiyle Prusias ad Hypium mozaigiyle ortak 6zelliklere sahiptir.

Prusias ad Hypium mozaiginin ana panosunun etrafini tek sira halinde ¢eviren
dalgali kurdele bandiin Antiokheia ve Zeugma mozaikleri iizerinde ozellikle
ana panoyu ceviren bir bant olarak oldukc¢a sik kullanildigi goriilmektedir.
Bunlar arasinda Zeugma Poseidon Evi'ndeki Akhilleus mozaigi (IS 2. yiizy1l
sonlari- 3. yiizyil baslar1), (Onal 2009: res. 35); Shechem-Nablus mozaigi (iS 3.
yiizy1l ortalar1), (Dauphin 1979: pl. 2C); Zeugma Aphrodite’nin Dogusu mozaigi
(IS 2. yiizy1l sonlari- 3. yiizy1l baglar1), (Onal 2009: res. 33); Zeugma Orpheus
mozaigi (IS 2. yiizyil- 3. yiizyihn ilk yarist), (Gorkay 2015: 87); Antiokheia
Oceanus ve Tethys mozaigi (IS 2. yiizy1l), (Cimok 2000: res. 46-47); Antiokheia
Revellers ve Hetaerae mozaigi (IS 3. yiizyiln ikinci yarisi), (Cimok 2000: res.
121); Tarsus Ganymedes mozaigi (IS 3. yiizyilm ilk yaris1), (Cimok 2000: res.
145); Tarsus Orpheus mozaigi (IS 3. yiizyiln ilk yaris1), (Cimok 2000: res. 147);
Antiokheia Eroslar mozaigi (IS 3. yiizyil), (Cimok 2000: res. 173); Antiokheia
Oceanus ve Tethys mozaigi (Cimok 2000: res. 187) ve Antiokheia balik tutan
Eroslar mozaigi (IS 3. yiizy1l), (Cimok 2000: res. 188) bulunmaktadir.

Resim 12

Zeugma Poseidon Evi’ndeki Akhilleus
Mozaigi ana pano detay1

(Onal 2009: res. 35).

Resim 13
Prusias ad Hypium Akhilleus Mozaigi ana
pano detay1 (Dorner 1952: taf. 10).

Resim 14

Zeugma Quintus Calpurnius Eutykhes
Evi’ndeki Akhilleus Mozaigi ana panodan
yazit detay1 (Onal 2009: res. 90).

Resim 15
Shechem-Nablus Mozaigi ana pano detay1
(Dauphin 1979: pl. 2C).



Resim 16

Zeugma Quintus Calpurnius Eutykhes
Evi’ndeki Akhilleus Mozaigine bitigik
olan Theonoe Mozaigi’ndeki kadin
figiirii detay1 (Onal 2009: res. 89).

Resim 17

Amisos Akhilleus ve Thetis
Mozaigi’ndeki ilkbahar figiirii (https://
tarihvearkeoloji.blogspot.com).

Prusias ad Hypium Akhilleus Mozaigi / The Achilles Mosaic of Prusias ad Hypium 217

Mozaiklerin iizerindeki tasvirlerden ziyafet hazirliklarin1 (Rodgers 2007: 225;
233; Dunbabin 2012: 85 fig. 85) ve ziyafetteki servisleri (Abed 2007: fig. 11;
Rodgers 2007: 113; Dunbabin 2012: 135 fig. 137) kolelerin yaptigin1 gormek-
teyiz. Gerek ziyafete hazirlik esnasinda gerekse ziyafetteki servis sirasinda yi-
yecekleri genellikle tepsi igerisinde tagidiklar1 goriilmektedir (Abed 2007: fig.
11; Dunbabin 2012: 82, 85 fig. 85). Yine ziyafetlerde miizik yaparak dans eden
kigilerin de yer aldig1 mozaikler iizerindeki tasvirlerden bilinmektedir (Abed
2007: fig. 11; Rodgers 2007: 233; Dunbabin 2012: 82, 85 fig. 85). Mozaikler
ve duvar resimleri (Zimmermann-Ladstitter 2011: res. 232-238) lizerinde tas-
vir edilen kadin (Dunbabin 2012: 134 fig. 138) ve erkek kolelerin (Dunbabin
2012: 152 fig. 159) Prusias mozaigindeki hizmetkarlar/koleler ile ayni tarz giysi
giydikleri goriilmektedir. Kolelerin servis yaparken genellikle baglarina bitkisel
bir ¢elenk taktiklarini yine duvar resimlerinde (Rodgers 2007: 232) gériiyoruz.
Zeugma Pasiphae ve Daedalos mozaigine bitisik olan Dionysos mozaigi (IS 2.
yiizy1l sonlari- 3. yiizy1l baglar1), (Onal 2009: res. 25) iizerindeki Bakkha figiirii
ile Antiokheia Maenad ve Satyr mozaigindeki (IS 2. yiizyilin sonlar1 ya da 3.
yiizyilin baglarr), (Cimok 2000: res. 130) Maenad figiirii bas ve viicut hareketle-
rinin yani sira bir cymbals calarak dans ediyor olmalariyla Prusias ad Hypium
mozaiginin ziyafete hazirlik sahnesindeki cymbals calarak dans eden kadin ile
ortak ozellikler tagimaktadir. Zeugma Quintus Calpurnius Eutykhes Evi’ndeki
Akhilleus mozaigi ile bitisik olan Theonoe mozaiginde (Res. 16), (IS 2. yiizyil-
3. yiizyihn ilk yarist), (Onal 2009: res. 89) Theonoe nin sag tarafinda yer alan ve
olasilikla pantomim oyunu sirasinda miizik esliginde sarki sdyleyen koroya ait
iki kadin figiiriinden sol bagtaki ilk kadin figiirii ile Amisos Akhilleus ve Thetis
mozaiginde, Akhilleus-Thetis panosunun bir kdsesine yerlestirilmis olan ve ilk-
bahar mevsiminin kigilestirilmis formu olan kadin figiirii (Sahin 2004: res. 18),
(Res. 17) baglarinin hafif soluna doniik olusu, bakiglarinin sola ve karsiya dogru
olmasi, saclarinin alnin ortasinda ikiye ayrilip dalgali bir sekilde yanlardan arkaya
dogru taranip arkada toplanmasiyla ve baslarina bitkisel bir ¢elenk yerlestirilmis
olmasiyla Prusias ad Hypium mozaigindeki ziyafete hazirlik sahnesinde yer alan
soldan iiciincii kadin figiirii (Res. 18) ile ortak dzelliklere sahiptirler.
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Zeugma Pasiphae ve Daedalos mozaigine bitisik olan Dionysos mozaigi (Res.
19), (IS 2. yiizy1l sonlari- 3. yiizyil baglar1), (Onal 2009: res.25) geometrik bor-
diirtinde yer alan sekiz kollu yildizlarin her iki yandan birbirleriyle birlesim
noktasinda bulunan egkenar dortgenin igerisine capraz biciminde dama tahtasi
motifi yerlestirilmesiyle, yildizlarin kollar1 arasinda kalan kare seklindeki
bosluklarin icerisinde capraz bi¢iminde dama tahtasi motifi bulunmasiyla,
mozaigin ana panosunun etrafini ¢eviren geometrik bordiirde yer alan mean-
der motiflerinin aralarinda bulunan karelerin igerisine Siileyman Diigiimii
yerlestirilmis olmasiyla; Zeugma Poseidon Evi’ndeki Akhilleus mozaigi (IS 2.
yiizy1l sonlari- 3. yiizyil baslar1), (Onal 2009: res. 35) geometrik bordiiriinde
eskenar dortgenlerden olusan yildiz motifine yer verilmesiyle, mozaigin ge-
ometrik bordiiriinde bulunan biiyiik karelerin ortasinda yer alan kiiciik karele-
rin igerisine siileyman diigiimii yerlestirilmesiyle; Zeugma Quintus Calpurnius
Eutykhes Evi’'ndeki Akhilleus mozaigi (Res. 20), (IS 2. yiizyil- 3. yiizyilm ilk
yarisi), (Onal 2009: res. 90) ana panosunu gevreleyen geometrik bordiiriinde
yer alan meander motiflerinin aralarinda bulunan karelerin igerisine capraz bigi-
minde dama tahtas1 motifi yerlestirilmesiyle, mozaigin geometrik bordiiriinde

Resim 18

Prusias ad Hypium Akhilleus Mozaigi
ziyafete hazirlik sahnesindeki kadin figlirii
detay1 (Dorner 1952: taf. 10).

Resim 19

Zeugma Pasiphae ve Daedalos Mozaigine
bitisik olan Dionysos Mozaigi geometrik
bordiir detay1 (Onal 2009: res. 25).

Resim 20

Zeugma Quintus Calpurnius Eutykhes
Evi’ndeki Akhilleus Mozaigi geometrik
bordiir detay1 (Onal 2009: res. 90).

Resim 21

Zeugma Quintus Calpurnius Eutykhes
Evi’ndeki Akhilleus Mozaigi’ ne bitisik
olan Theonoe Mozaigi geometrik bordiir
detay1 (Onal 2009: res. 89).

Resim 22

Antiokheia Revellers ve Hetacrae Mozaigi
geometrik bordiir detay1

(Cimok 2000: res.120).
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yer alan karenin icerisinde bulunan dairenin merkezindeki eskenar dortgenin
ortasinda dort yaprakli rozet yer almasiyla; Zeugma Quintus Calpurnius Eutykhes
Evi’ndeki Akhilleus mozaigine bitisik olan Theonoe mozaigi (Res. 21), (IS 2.
yiizy1l- 3. yiizyilin ilk yarist), (Onal 2009: res. 87) ana panosunu ¢evreleyen geo-
metrik bordiiriinde yer alan meander motiflerinin aralarina yerlestirilmis olan
karelerin igerisinde doniisiimlii olarak Siileyman Diiglimii ve ¢capraz bigiminde
dama tahtas1 motifi bulunmasiyla; Antiokheia Oceanus ve Tethys mozaigi (IS 2.
yiizyil), (Cimok 2000: res. 46-47) geometrik bordiiriinde yer alan karenin ige-
risinde bulunan eskenar dortgenin merkezindeki dairenin ortasina dort yaprakli
rozet yerlestirilmesiyle; Antiokheia Revellers ve Hetaerae mozaigi (Res. 22),
(IS 3. yiizyilm ikinci yaris1), (Cimok 2000: res. 120-121) geometrik bordiiriinde
eskenar dortgenlerden olusan y1ldiz motifine yer verilmesiyle, sekiz adet eskenar
dortgenden olugan yildizlarin her kolunun icerisine yine kiiciik eskenar dort-
gen yerlestirilmesiyle, yildizin kollar1 arasinda kalan kare seklindeki boglugun
icerisinde tiggen bi¢ciminde dama tahtas1 motifi bulunmasiyla; Amisos Akhilleus
ve Thetis mozaiginin geometrik bordiiriinde (Sahin 2004: res. 25-26) yer alan
eskenar dortgenlerin icerisindeki dama tahtasi motifinde farkli renk tessera
kullanimu ile ii¢ boyutlu derinligin olusturulmasiyla Prusias ad Hypium mozaigi
ile benzerdir.

5. Sonug

Bir Roma villasinin zemin dosemesi oldugu diisiiniilen Prusias ad Hypium
mozaiginin emblemata’sinda, Skyros Adasi’nda Kral Lykomedes’in Sarayi’nda
saklanan Akhilleus’un, Odysseus tarafindan ortaya cikarilmasi olay1 tasvir
edilmigtir. Bu olay, Yunan ve Roma diinyasinda oldukg¢a popiiler bir panto-
mim!* oyunu konusudur. Bu sahneyi konu alan mozaiklerin farkli bolgelerdeki
18 ornegini (Tablo 1) inceledigimizde Prusias ad Hypium mozaigine en yakin
orneklerin Anadolu’dan iki Zeugma mozaigi oldugu goriilmektedir. Bunun yani
sira Antiokheia ve Zeugma mozaiklerinde mitolojik konulu figiirlii sahnelerin
etrafin1 geometrik bordiirlerin ¢evirdigi Hellenistik sanat gelenegini devam et-
tiren iislubun Prusias ad Hypium mozaiginde de uygulandigin1 gérmekteyiz.

Zeugma Poseidon Evi'ndeki Akhilleus mozaigi (IS 2. yiizyil sonlari- 3. yiizyil
baslar1), (Onal 2009: res. 35) merkez panosunun sol kosesinde 3/4 profilden
iglenmis olan figiiriin li¢ boyut perspektiften verilmesi, hemen o6niine koca-
man bir kalkan yerlestirilmis olmasi, yalnizca bas kisminin goriilmesi geri ka-
lan kisimlarmin bu kalkan ile kaplanmis olmasi, basini hafifce kendi soluna
cevirmesi, bakiglarim1 da sola yonlendirmesinin yani sira merkez panosunun
etrafini ¢ceviren dalgali kurdele band: iizerinde farkli renkte tessera kullanimu ile
151k-golge etkilesimi saglanmasiyla, geometrik bordiiriinde sekiz adet eskenar
dortgenden olusan yildiz motifine yer verilmesiyle ve yine bordiiriinde bulu-
nan biiyiik karelerin ortasindaki kiiciik karelerin icerisine Siileyman Diigiimii
yerlestirilmesiyle Prusias ad Hypium mozaigiyle benzerdir.

Zeugma Quintus Calpurnius Eutykhes Evi’ndeki Akhilleus mozaigi ile bitisik
olan Theonoe mozaiginde (Res. 16), (IS 2. yiizyil- 3. yiizyilin ilk yaris1), (Onal
2009: res. 89) Theonoe nin sag tarafinda yer alan ve olasilikla pantomim oyunu
sirasindamiizik egliginde sarki soyleyen koroya ait iki kadin figiiriinden sol bagtaki
ilk kadin figiirii ile Amisos Akhilleus ve Thetis mozaiginde, Akhilleus-Thetis pa-
nosunun bir kosesine yerlestirilmis olan ve ilkbahar mevsiminin kisilestirilmis

14 Romalilarda bir sahne gosterisi bicimi. Bu tiir gosterilerde tek bir oyuncu/dansg¢i hi¢ konugsmadan salt
hareketlerle bir oykiiyii canlandirir biitiin rolleri kendi oynardi. Gosteriye sarkicilar korosu ile kiigiik
bir orkestra eslik eder. Oykiiler tamamiyla mitolojiden veya novella’lardan segilirdi. Pantomimi bu
sekliyle Roma’ya 10 22’de Kilikia kokenli Pylades ile Iskenderiyeli Bathyllus getirmistir; bk. Gorkay
2015: 158.
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formu olan kadin figiiriiniin (IS 3. yiizy1l ortalar1), (Sahin 2004: res. 18), (Res.
17) Prusias ad Hypium mozaigindeki ziyafete hazirlik sahnesinde yer alan soldan
ticiincii kadin figiirii (Res. 18) ile ikonografik ve stilistik a¢idan olan benzerligi
bu kadin figiirlerinin ayn1 modelden kopya edilmis olduklarina isaret etmekte-
dir. Zeugma Quintus Calpurnius Eutykhes Evi’ndeki Akhilleus mozaigi (IS 2.
yiizy1l- 3. yiizyili ilk yarisi), (Onal 2009: res. 90) merkez panoyu cevreleyen
geometrik bordiirde yer alan meander motiflerinin aralarinda bulunan karelerin
icerisine capraz biciminde dama tahtasi motifi yerlestirilmesiyle, yine mozaigin
geometrik bordiiriinde yer alan karenin icerisinde bulunan dairenin merkezinde-
ki eskenar dortgenin ortasinda dort yaprakli rozet yer almasiyla dikdortgenlerin
icerisindeki eskenar dortgenlerin i¢indeki dairenin ortasinda Siileyman Diigiimii
bulunmastyla, merkez panoda yer alan Akhilleus sahnesindeki figiirlerin isimle-
rinin iizerlerinde yazili olmasiyla Prusias ad Hypium mozaigiyle ortak 6zelliklere
sahiptir. Akhilleus sahnesinin iist kisminda Akhilleus’un kalkaninin iki yaninda
korunmus olan yazit (Res. 23) aslinda Parthenoi yani Antik Yunanca anlamiyla
“Geng Kizlar” olarak tamamlanmistir. Bu yazitta bahsedilen “Geng¢ Kizlar”
hikayenin gectigi Lykomedes’in Sarayi’ndaki gynaikieon’da bulunan ve moza-
ikte arka planda goriilen Lykomedes’in bakire geng¢ kizlarini ima etse de aslinda
bu sahnenin bu temay1 isleyen ve Parthenoi (Geng Kizlar) olarak adlandirilmig
tragedya veya pandomim icin yazilmig ve giiniimiize kadar ulasmamaisg bir edebi
tiyatro eserinin adi oldugu kabul edilmistir (Gorkay 2015: 67). Bundan yola
cikarak Prusias ad Hypium mozaiginde yer alan ana panodaki Parthenoi (Geng
Kizlar) yazitinin da (Res. 24) Zeugma 6rneginde oldugu gibi bir edebi tiyatro
eserinin ad1 oldugu diisiiniilebilir.

Zeugma Poseidon Evi’ndeki Akhilleus mozaigi ve Zeugma Quintus Calpurnius
Eutykhes Evi Akhilleus mozaigi ile Prusias ad Hypium mozaigi arasindaki
benzerlik bir atdlyenin faaliyetini yansitir ki bu da Zeugma atdlyesi olmalidir.
Atolyelerin olasilikla Akhilleus sahnesi gibi popiiler konular1 iceren temel
semalardan olugan bir tiir kopya kitap, biiylik olasilikla parsomen iizerine
¢izilmis bir ¢izim serisi mevcut olmalidir. Ayrica bu popiiler konunun etrafini
ceviren bordiirlerde ise yine atdlyenin geometrik repertuvarinda yer alan geo-
metrik motifler kullanilmig olmalidir. Zeugma Poseidon Evi’ndeki Akhilleus
mozaiginin, Prusias mozaiginin merkez panosuna ikonografik ve stilistik olarak
en yakin ornek olmasi, Prusias ad Hypium mozaiginin geometrik bordiiriinde
kullanilan geometrik motiflerin Zeugma mozaiklerindeki geometrik bordiirlerde
de kullanilmis oldugunun goriilmesi sonucunda Prusias ad Hypium mozaiginin
Zeugma atolyesinde ¢alismis onun geometrik repertuvarindaki geometrik mo-
tifleri kullanan ve Akhilleus gibi popiiler konuyu da kopya kitaptan uygulayan
bir gezgin usta tarafindan yapilmig oldugunu sdyleyebiliriz.

Ayni bicimde Amisos mozaiginde kullanilan motif kombinasyonlart 6zellikle
bordiir dizaynindaki motiflerin Zeugma mozaikleri ile olan benzerligi nedeniyle
Amisos mozaifinin Zeugma veya civarindan gelen bir gezgin usta tarafindan
yapildig1 kabul edilmigtir (Sahin 2004: 39-40). Yine Amisos mozaigi ile Prusias
ad Hypium mozaigi arasindaki ortak oOzellikler de bu gezgin usta ifadesini
gliclendirmektedir. Dolayisiyla Amisos ve Prusias ad Hypium kentlerinin mo-
zaiklerinde goriilen Zeugma etkisi, bu gezici ustalarin Karadeniz Bolgesi’ne ge-
lerek calistiklarina isaret etmektedir.

Zeugma mozaikleri ile ikonografik ve stilistik karsilastirmalarindan yola ¢ikarak
Prusias ad Hypium mozaigini, IS 3. yiizyilin ortalarina tarihlendirebiliriz.

Resim 23

Zeugma Quintus Calpurnius Eutykhes
Evi’ndeki Akhilleus Mozaigi ana pano yazit
detay1 (Onal 2009: res. 90).

Resim 24
Prusias ad Hypium Akhilleus Mozaigi ana
pano yazit detay1 (Dorner 1952: taf. 10).
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Pompei (italya) 1. yiizy1l
Tipasa 2. yiizyil
(Kuzey Afrika)
Nimes (Fransa) 2. ylizyil
Saint-Romain-el-Gal | 2. yiizy1l sonu
(Fransa)
Orbe-Bosceaz 2. yiizy1l sonu
(Isvigre)
Thysdrus-El Jem 2. ylizyil sonu
(Tunus)
Ptolemais (Libya) 3. yiizyil
Zeugma Poseidon 2. ylizyil X X
Evi (Tiirkiye) sonlari - 3. X
ylizy1l baglari
Shechem-Nablus 3. ylizyil X X
(Filistin) ortalari
Zeugma Quintus 2. ylizyl - 3. X X X
Calpurnius Eutykhes | yiizyil ilk X
Evi (Tiirkiye) yarist
Palmyra 3. yiizy1l
(Suriye) ortalari - 4.
yiizy1l baslari
Caesarea- Cherchel | 3. yiizyil ya
(Cezayir) da 4. yiizyil
baglangici
Sparta 4. ylizyll
(Yunanistan)
Kourion (Kibris) 4. yiizyil ilk
yarist
Pedrosa de la Vega | 4. yiizy1l X
(Ispanya)
Santisteban del 4. ylizyll
Puerto (Ispanya)
Keynsham 4. yiizyil
(Ingiltere)
Brading (Ingiltere) | 4. yiizy1l

Tablo 1

Prusias ad Hypium Akhilleus Mozaigi
ile diger Akhilleus Mozaiklerinin
Karsilagtirilmasi.
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Buluntu Yeri Tarihi Dalgali Kur- | Kollu Dama Siileyman Dort
dele Band1 Yildiz Tahtas1 Diiglimii Yaprakli
Motifi Motifi Rozet

Zeugma Pasiphae ve Daedalos 2. yiizyil sonlari- X
Mozaigi. 3. yiizy1l baglar
Zeugma Pasiphae ve Daedalos 2. ylizy1l sonlari- X X X
Mozaigine bitisik olan Dionysos | 3. ylizy1l baslar
Mozaigi (Onal 2009: res. 25).
Zeugma Poseidon Evi’ndeki 2. yiizy1l sonlari- X X X
Akhilleus Mozaigi 3. yiizy1l baslari
(Onal 2009: res. 35).
Zeugma Quintus Calpurnius 2. ylzyil- 3. X X
Eutykhes Evi'ndeki Akhilleus yiizyilin ilk
Mozaigi (Onal 2009: res. 90). yarisi
Zeugma Quintus Calpurnius 2. yiizyil- 3. X X
Eutykhes Evi’ndeki Akhilleus yiizyilin ilk
Mozaigine bitisik olan Theonoe | yarist
Mozaigi (Onal 2009: res. 89).
Zeugma Aphrodite’nin Dogusu 2. ylizy1l sonlari- X
Mozaigi (Onal 2009: res. 33). 3. ylizy1l baslari
Zeugma Orpheus Mozaigi 2. ylizyil- 3. X
(Gorkay 2015: 87). yiizyilin ilk

yarisl
Antiokheia Oceanus ve Tethys 2. yiizyil X X
Mozaigi (Cimok 2000: res. 46-
47).
Antiokheia Revellers ve Hetae- | 3. yiizyilin ikinci X X X
rae Mozaigi yarist
(Cimok 2000: res. 121).
Tarsus Ganymedes Mozaigi 3. yiizyihn ilk X
(Cimok 2000: res. 145). yarist
Tarsus Orpheus Mozaigi 3. yiizyilin ilk X
(Cimok 2000: res. 147). yarisi
Antiokheia Eroslar Mozaigi 3. yiizyil X
(Cimok 2000: res. 173).
Antiokheia Oceanus ve Tethys 3. yiizyil X
Mozaigi (Cimok 2000: res. 187).
Antiokheia balik tutan Eroslar 3. ylizy1l X
Mozaigi (Cimok 2000: res. 188).
Amisos Akhilleus ve Thetis 3. ylizy1l ortalar X X
Mozaigi (Sahin 2004: res. 25-26)
Prusias ad Hypium Akhilleus 3. yiizyil ortalar1 X X X X X
Mozaigi.

Tablo 2

Prusias ad Hypium Akhilleus Mozaiginin
Geometrik Bordiiriinde yer alan Motiflerin
diger Mozaiklerle Karsilagtirilmasi.
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Oz
Bu makalenin konusunu, Roma Ddnemi mizah anlayiginin Roma Déonemi zemin mozaikleri iizerindeki yansimasi

olusturmaktadir. Roma Donemi mizah anlayisi cercevesinde, Roma’min eyaletlerine de yansimg eglendirici
ogelerin, zemin mozaiklerinde oldukga etkili bir bicimde kullanmldigu izlenir.

Insanlarin eglenmesine, giilmesine ve keyifli zaman gecirmesine sebep olan ifadeler, hareketler ya da obje-
ler mizah olarak tammlanabilir. Ilerleyen teknoloji ve artan okuma yazma oram, giinliik yasantimizda sozlii
mizahin daha ¢ok yer tutmasina sebep olmustur. Mizah anlayisinin gegmisi incelenmek istendiginde, Antik
Cag’da yazili kaynaklari ve onemli filozoflarin eserlerini incelemek ve bunlart arkeolojik verilerle birlestirmek
yararl olacaktir.

Roma halkimin ya da eyaletlerdeki Roma kiiltiiriine adapte olmus toplumlarin mizah anlayisimin tamamen
birbiriyle benzerlik tasidigint soylemek miimkiindiir. Gec Cumhuriyet Donemi’nden baslayarak, IS 5. yiizyila
kadar, halkin komik buldugu ogeler, ozellikle mozaik doseme ornekleri gibi gorsellige hitap eden sanatlarda,
acik ve net bir sekilde goriilmektedir.

Anahtar Kelimeler: Antik Cag, mozaik, mizah, yazili kaynaklar, filozoflar.

Abstract

The subject of this article is the reflection of Roman humour on Roman mosaic pavements. In the framework of
the sense of humour in the Roman Period, it is seen that the entertaining elements also reflected in the Roman
provinces are used in floor mosaics quite effectively.

Expressions, gestures or objects that cause people to have fun and laugh can be described as humour. Modern
technology and increased literacy rate have created oral humour to take up more space in our daily lives. When
it is desired to study the history of humour, it will be useful to examine the ancient written sources and the works
of famous philosophers and combine them with archaeological evidence.

It is possible to say that the sense of humour of the Roman people or the communities that have been adhered
to the Roman culture in the provinces is entirely similar. Beginning from the Late Republican period to the 5"
century AD, the elements that the public find funny can be seen in visual arts, especially in the examples of
mosaic pavements.

Keywords: Antiquity, mosaic, humour, written sources, philosophers.
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Aragtirmanin konusunu, Roma Donemi mizah anlayisi icinde Roma’nin eya-
letlerine yansimis eglendirici unsurlarinin zemin mozaikleri iizerindeki tezahiirii
olusturmaktadir.

Insanlar1 eglendiren, onlarin giilmesini ve keyifli vakit gegirmesini saglayan
ifadeler, hareketler ya da nesneler mizah olarak tanimlanabilir. Geligen teknolo-
ji ve okuryazarlik oraninin artmasi hayatimizda sozlii mizahin daha c¢ok yer
tutmasina neden olmustur. Mizah anlayisi icin daha geriye bakmak istersek
Antik Cag’da yazili kaynaklari, filozoflarin eserlerini ve arkeolojik buluntulari
incelemek gerekir.

Ornegin Platon gibi baz1 biiyiik filozoflarin mizaha degindiklerini biliyoruz. En
etkili kahkaha elestirmenlerinden biri olan Platon, mizahi rasyonel kontroliin
tizerindeki bir duygu olarak ifade eder. Platon, Devlet adl1 eserinde (388e) dev-
letin muhafizlarinin kahkaha atmaktan kacinmasi gerektigini soyleyerek, “biri
siddetli kahkahadan kacinirsa, sartlart onu siddet reaksiyonuna yonlendirir”
der. Platon, ayrica, komediyi analiz ederken, giiliin¢ seylerin biraz kotiiliikkten
beslendigine dem vurarak, komik olan seylerin gayri ahlaki oldugunu ve bil-
hassa hor goriinerek kiiclimsenmesi gerektigini ileri siirer (Plat.Phil. 48-50).
Bir geylerle alay eden, onlara giilen insanlar, kendilerini daha zengin, daha
iyi goriiniimlii olarak hayal ederler, ciinkii kotii, cahilane ve ahlakli olmayan
seylere giilmektedirler. Platon, bu nedenle ideal devletlerin kahkaha ve mizahi
engellemek icin komediyi siki bir sekilde kontrol altinda tutmasi gerektigi
diistinmektedir (Plat.nom. 7: 816e; 11: 935e).

Platon’dan sonra gelen bazi Yunan filozoflarinin da benzer sekilde komedi {ize-
rine olumsuz yorumlarda bulunduklarini gériiyoruz. Durum komedisinde mizah
biiyiik ol¢iide 6zellikle baglantilara ve sartlara bagli olarak ortaya ¢ikmaktadir.
Kimi zaman izleyici kitlesi verbal esprilere aninda geri bildirim yaparken,
mizahin herhangi bir nesne iizerinden kisilere sunulmasindaki siiregler oldukca
farkli islemektedir!.

Yunan kiiltiiriinde genellikle hos karsilanmayan mizah Romalilarda nasildi?
Nelere giiliip, nelere kiziyorlardi? Bu sorulara cevap verebilmek icin oncelikle
0 donemi tahlil edip Roma vatandaslarini anlamamiz ve onlar gibi diisiinmeye
calismamiz gerekir. Ciinkii bir toplumun mizah anlayisi tamamen onun kiiltiirel
yapisina baghdir. Hayati daha cekilir kilmak icin etrafta eglenceli bir seyler
aramak, insanlar i¢in son derece 6nemli olmusgtur. Tiyatro maskeleri, bir evin
duvarinda komik oyunlar1 temsil eden sahneler, graffito yiizler, iskelet mo-
zaikleri, banliyolerin hamamlarinda bulunan cinsel icerikli betimler olasilikla
mizahin bir yansimasidir.

Eger Romalilar1 tanimak istiyorsak onlarin nelere giildiigiinii iyi anlamamiz
gerekir. Mizah arastirmasi yapmanin tek yolu antik metinler iizerine ¢alismak
ve bunlar1 arkeolojik verilerle birlestirmekten gecer. Ancak bu antik metinlerin
cogunda elitlerin neyi komik bulduguna yer verildigini goriiriiz. Bu acidan bize
en iyi kaynak arkeolojik buluntulardir2. Ozellikle gorsel sanatlar elit olmayan
kesimin mizah anlayigint cok giizel yansitmaktadir. Pompeii ve Herculaneum
evlerinin duvarlarinda yer alan freskolar, karikatiirize edilmis kompozisyonlar
ile konunun anlasilmasina en giizel 6rneklerdir. Roma mizahi tizerine kapsamli
bir ¢calisma yapmus olan J. R. Clarke’a gére, Roma’nin neredeyse her yerinde mi-

1 Ozellikle Grek vazo resimleri iizerindeki mizah anlayigini irdeleyen calisma bu konuyla baglantili
olarak oldukga dikkate degerdir. Detayl bilgi i¢in liitfen bk. Mitchell 2004: 3-32.

2 Gorsel mizah anlayis1 6rnegi hakkinda yapilan ve Roma Afrika mozaiklerinden bir 6rnek iceren ben-
zer bir ¢aligma icin bk. Carucci 2011: 235-245.



Roma Mizah Anlayisinin Roma Donemi Mozaiklerine Yansimasi / Reflections of Roman Humour on Roman Mosaics 227

Kompozisyonun Olugturulmasi

Kompozisyonun iletilmesi

Siparisi verenler kimlerdi?

Sanatgilarin Ozelligi?

Gorsel Konteks

Hedef Kitle?

Siparis Verenlerin Sosyal
Statiisii:

Elit

Elit olmayan:
Azath
Ozgiir
Kole
Yabanci

Siparis Verenlerde
Cinsiyetinin Rolii

Siparis Verenlerin
Motivasyonlar1

Mal/Servis reklami
Kutlama T6reni

Eglence

Toplumdaki gerginligin
¢oziimii i¢in ara buluculuk
Kefaret
Yarigma/Ustiinliik saglama
Halk yarari

Patronlarin Kompozisyon
Anlayist:

Bilinen/bilinmeyen model ya da
kastedilen

Egitimli/egitimsiz
Siparig Verenlerin
mesguliyeti/meslegi

Egitim ve yetenek

Kompozisyonun Bulundugu
Yapi/Mekan

Cadde

Tapimak

Triclinium / Yemek odasi
Mezar

Ev

Taverna

Latrine

Yiirilyiis yolu

Seyircinin sosyal statiisii:
Elit
Elit olmayan:
Azath
Ozgiir
Kole
Yabanci

Kompozisyonu Izleme Sekli

Yiiriirken

Calisirken

Dururken

Oynarken

Yemek yerken
Aligveris esnasinda
Uziiliirken

Ziyaret ederken
Defekasyon esnasinda

Seyirci Cinsiyetinin
Rolii:
Seyircinin ge¢cmis
deneyimleri.
Imajin daha énce nerede
goriildiigii.
Tapinak
Forum
Tiyatro
Sikke
Ev
Desen kitab1
Alay/zafer

Modele sahip olma:

Modelin anlagilmasi/
anlagilmamast

Modelin olmadigi du-
rumlar:

Gozlemlerden elde edilen
yaratim.

Cesitli eserlerden
alinarak ya da esinleni-
lerek olugturulan model
yaratimi.

Kompozisyonun boyutu ve
olcek

Yakin goriis
Uzak goriis

Seyircinin imaji
anlamasi:

Modelin bilinmesi/bilin-
memesi

Tanr1 ve tanrigalar
hakkinda inang ve
inangsizlik imajlari.

Egitimli/egitimsiz

Maliyet ve Kompozisyon
durumu

Kompozisyon iizerinde yazi
kullanilmas1

Egitimli/egitimsiz

Hedef Kitlenin
mesguliyeti/meslegi

Tablo 1. Clarke’a gore Antik Roma

gorsel sanatinin kabul ve iiretim model

semasi (Clarke 2007: 11 fig.1)
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zah ve kahkaha ile kargilasmak miimkiindiir (Clarke 2007: 52). Clarke, Roma
mizahin1 kompozisyonun olusturulmasi ve hedef kitleye aktarilmasi olarak iki
ana baglikta ele almaktadir (Tablo 1).

Kompozisyonun olusturulmasinda en 6nemli rolii siparig veren ve sanatgt iistlen-
mektedir. Siparig veren oncelikle sosyal statiisiine gore elit ya da 6zgiir kole gibi
elit olmayanlar olarak iki ana gruba ayrilmistir. Bu arada siparis verenlerin cinsi-
yetleri de tasarimda 6nemli olmustur. Mizah konusunun belirlenmesinde siparig
verenin reklam, kutlama, eglence gibi gayesini de gbz dniinde bulundurmak ge-
rekmektedir. Modelin secilmesinde ise bilinen bir drnek ya da mevcut olmayan
bir model siparis olarak verilebilmektedir. Elbette kompozisyonun tercihinde
siparisi veren sahsin egitim durumu veya meslegi gibi potansiyeli de onemli
rol oynamaktadir. Sanatcilarda ise 6zellik olarak egitim ve yetenekleri 6n plana
cikmaktadir. Sanatcilarin egitimli olup olmamasindan ziyade yetenekleri, 6zel-
likle halihazirda olmayan bir modelin siparis olarak verildigi durumlarda kendi-
ni gostermektedir. Olugturulan kompozisyonun iletilmesinde ise gorsel konteks
ve hedef kitle 6nemlidir. Oncelikle kompozisyonun tercihinde cadde, ev, ta-
verna gibi bulundugu yer 6nemlidir. Diger g6z 6niinde bulundurulmasi gereken
bir husus izleyicinin yiiriirken, oynarken, yemek yerken gibi hangi pozisyonda
kompozisyona maruz kalacagidir. Boyut seciminde ise tercih edilen mimariye
dikkat edilmelidir. Ornegin tiyatro gibi seyircinin daha uzaktan algilayabilecegi
mekanlarda tasarimin biiyiik boyutlu, triclinium gibi daha kiiciik gruplara hitap
edecegi mekanlarda ise daha kiiciik 6lgekli olmasina dikkat edilmistir. Eger he-
def kitle egitimli ise gorsel mizah verbal mizah ile de desteklenmistir. Gorselin
kalitesini siparis verenin mali durumu da etkilemistir. Siparisi veren kadar he-
def kitlenin de sosyal statiisii onemlidir. Hedef kitle gordiigii kompozisyonu yo-
rumlarken gecmis deneyimlerinden de faydalanmis olmalidir. Bu durum betimin
izleyici tarafindan anlagilmasini kolaylagtiran en 6nemli unsurdur. Elbette hedef
kitlenin egitim durumu veya inancli olup olmamasi da mesajin anlagilmasinda
etkilidir.

Roma’daki mizahi anlayisin c¢ok fazla degisime ugramadan Orta Cag
Avrupasi’nda da devam ettigini goriiyoruz. Ornegin, saray erkam, kifozlu,
lordozlu insanlar veya ciiceler gibi viicut anomalisi olan insanlar tarafindan
eglendirilmiglerdir. Bu durum yakin gecmiste de benzer anlayisin degismeden
devam ettigini ve farkli veya anormal olani komik bulduklarini acik¢a gosterir.

Bu nedenle Antik Cag mozaik sanatinda mizah anlayisint Nilotik sahneler,
apotropeik ve kiiciik insan betimleri, aethiopes imgeler, elit sinif mizahi, alt sinif
mizahi, cinsel temali mizah gibi alt gruplara ayirmak miimkiindiir.

Aethioplar (Siyahi Afrikalilar) ve Kiigiik Insan (Pigme) Betimleri

Aethioplar terimi farkli anlamlarda kullanilmaktadir. Aethioplar, Yunan mitolo-
jisinde Hephaistos’un oglu olarak da gecer. Yasli Plinius ise Aethiopia’nin “Zeus
Aethiops”dan geldiginden bahsetmektedir (Plin.nat. 6.184-187). Aethioplar yani
ten renkleri koyu siyahi halklar ve kii¢iik insan betimleri gorsel sanatlarda ilk ne
zaman yapilmaya baglanmistir? Diger bir ifade ile pigmeler Misir Eyaleti’ne ne
zaman yerlesmeye baglamiglardir? Bu sorular son yirmi yilda en fazla iizerinde
durulan konular olmugtur.

Siyahi insanlar ve pigmelere ait betimler Roma sanatinda ilk olarak Geg
Cumhuriyet Dénemi’nde ortaya ¢ikar ve IS 5. yiizyila kadar varligini devam
ettirirler. Bunlar, kompozisyonlarda genellikle 6nemsiz igler yaparken goriil-
mektedirler. Bu durum aethiop ve pigmelerin sanat¢ilar ve dolayisi ile gorsel
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Resim 1
Pigme Mozaigi, Menander Evi - oecus,
Pompeii.

sanat sayesinde toplumda kendilerine belli bir yer edindiklerine igaret etmekte-
dir (Clarke 2007: 87).

Her iki betim ayn1 zamanda Romalilarin, dolayisiyla Romali sanatgilarin
Misirlilara bakis sekline de isaret etmektedir (Res. 1). Boylece Romalilar kendi
kiiltiirlerindeki baskin yapinin tam ziddini yaratmis olmaktadirlar. Daha agik
anlatimla, sanati kullanarak kolonilerinde “oteki” olarak gordiikleri fertlere
de toplum icerisinde sans vermis olmaktadirlar (Clarke 2007: 87). Roma
yagantisinda otekiler ile ilgili tezathiklari; medeniyet/barbarlik, beyaz/renkli,
sakin/vahsi, akilli/aptal, temiz/kirli, resmi din/batil din, iffetli/iffetsiz gibi ifade-
lerde de gérmek miimkiindiir.

Romalilar Akdeniz kiyilarinda ele gecirdikleri topraklari yiizyillar boyunca
etkili sekilde kolonize etmislerdir. Otekinin, yani Romali olmayanin tanimi
sanatgilar tarafindan oldukca farkli bicimde yorumlanmistir. Bu nedenle “&teki”
olarak kabul edilenler, gorsel sanatlarda mutlaka “ideal Romal1 tipinden farkl:”
gosterilmislerdir. Bu amagla 6tekilerin proporsiyonlar: ve renkleri Romali tipin-
den ayrnigtirllmistir (Clarke 2007: 88). Bu farkli goriintii ile Romalilar ayni za-
manda kendilerini yiiceltme firsati bulmus olmaktadir. Bununla birlikte farkli
renk ve goriiniis diger taraftan yeni bir mizahin dogmasina da neden olmustur.
Bilindigi gibi, Romalilar icin siyahiler, pigmeler ya da viicut deformasyonlari
(lordoz, kifoz vb.) olan kisiler komiktirler (Levi 1947: 33 pl. IVa; Campbell
1988: 60-61 pl. 175) (Res. 2-3).

Oliime Kars1 Zevk

Roma giinlik hayatinda olim fikri yasamdan zevk almanin (yasam
conviviumlari) artmasina neden olmustur (Dunbabin 2003: 132-140). Pseudo-
Vergilian, “copa” siirinde, Suriyeli bir hancinin agzindan festivale katilanlarin
hayatin tadina vararak keyif almalarini, bu arada 6liim imgesinin unutulmaz
tinilarini duymayi 6giitlemektedir. Bu diinya goriisii, Roma’da olduk¢a popii-
ler olmus, hatta abartilmigtir. S6z konusu miibalaga ile ilgili en giizel 6rnekler,
biiyiik bir boliimii 10 1. yiizyil ile IS 1. yiizyila tarihlenen iskelet mozaikleri
tizerinde bulunmaktadir (Dunbabin 2003: 133).
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Resim 2

Sansli Kambur Mozaigi, Kem Goz Evi,
Antiocheia, Hatay Arkeoloji Miizesi
(Cimok 2000: 35).

Resim 3

Siyahi Balik¢1 Mozaigi, Takvim Evi,
Antiocheia, Hatay Arkeoloji Miizesi
(Cimok 2000: 44-45).
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Resim 4

Sarap Sunan Iskelet Mozaigi, Vesta
Rahibeleri Evi, Pompeii, Napoli Ulusal
Arkeoloji Miizesi (Fotograf: Yazar).

Pompeii’de bir evin tricliniumunda bulunan bir 6rnek iizerinde iskelet elinde icki
kaplar tutar sekilde betimlenmistir (Res. 4). Bu tiir kompozisyonlar olasilikla
insanlara oliimii hatirlatarak, onlara kisa omiirlerinde daha fazla zevk almayi
telkin etmistir (Dunbabin 2003: 133-134 fig. 78). Boylece Roma sanatinda
oliim ve zevk gibi birbirinden farkli iki zit kavram biiyiik bir bagari ile birlikte
kullanilmistir.

Oliim korkusunun zevki tetiklemesi ile ilgili olarak Hatay’da 2013 yilinda bulu-
nan taban mozaigine de vurgu yapmakta fayda vardir (Pamir - Sezgin 2016: 251-
280). Bir otel ingaatinin temel kazisinda tesadiifen ortaya ¢ikan yedi mekandan
birisi triclinium’a aittir. Odada kismen tahrip olmusg yan yana ii¢ panelden olusan
mozaik dosemenin ilk panosunda giines saatinin 6niinde duran iki figiir, diger bir
panoda Afrikali bir figlir ve sonuncu panoda ise bir yastiga dayanmis ve elinde
icki kabi tutan iskelet betimi yer almaktadir. Kaziy1 yapanlar tarafindan IS 3.-4.
yiizyillara tarihlenen mozaiklerde, hem gorseller, hem de yazit ile 6liime vurgu
yapilarak, miimkiin oldugunca hayatin keyfinin ¢ikartilmas: tavsiye edilmekte-
dir (Pamir - Sezgin 2016: 251, 266).
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Apotropeik Betimler

Insanlar1 kotii ruhlardan ve olumsuzluklardan korumak icin yapilan ve insan-
larda oldugu gibi yapilar1 veya mekanlari da kotii goz ve nazardan koruduguna
inanilan tilsiml1 sembol ya da figiirlerden olugan betimlere “apotropeik™ den-
mektedir. Bu tiir betimlerin insanlar1 veya mekanlar1 kem/kotii gozlere karsi
koruduguna giiniimiizde bile inanilmaktadir. Bu konuya en giizel 6rneklerden
biri, Roma diinyasmin en dogusunda yer alan Antiocheia’da bulunarak Hatay
Arkeoloji Miizesi’nde korumaya alinan “Kem G0z Mozaigi”dir (Levi 1947:
33-34 pl. IVc; Dunbabin 1978: 161-162). S6z konusu mozaik panel iizerinde
irice yapilan bir goz bulunmaktadir; iist g6z kapaginin iizerinde kuzgun, trident,
pala ve akrep, goziin altina ise goze dogru ilerlemekte olan leopar, ¢iyan, kpek
ve yilan betimlenmigtir (Res. 5). Ayn1 panoda sola dogru ¢ift fliit ¢alarak iler-
leyen fallik bir pigme de bulunmaktadir. Bu betimin hemen iizerinde “sen de”
anlamina gelen KAICY yazis1 yer almaktadir. Kiskanglik, nefret ve diigsmanlik
anlamina gelen INVIDUS’a isaret eden bu kavram Ostia’da iki mozaik iizer-
inde daha kargimiza ¢ikmaktadir (Becatti 1961: 361, 191 pl. CXVII, CLXX).
Apotropeik figiirler koruyucu unsur olarak 6zellikle Kuzey Afrika mozaikle-
rinde sik tercih edilmiglerdir (Dunbabin 1978: 162).

Resim 5

Kem G6z Mozaigi, Kem G6z Evi,
Antiocheia, Hatay Arkeoloji Miizesi
(Cimok 2000: 37).
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Resim 6

Afrikali Banyo Hizmetkar,
Menander Evi, Pompeii (1,10,4)
(Clarke 2007: pl. I).

Kem gozlerden koruyucu silah olarak kullanilan apotropeik betimler arasinda
Gorgon Bagi, gamali haglar, tridentler ve begli ¢atallar, bazi tanimlanamayan bit-
ki dallar1, yunus, balik ve kiiciik deniz yaratiklari, kuslar, kantharoi gibi betimler
de bulunmaktadir (Dunbabin 1978: 164).

Tabu olarak Kabul Edilen Erotik Betimler

Antik diinyada Priapus ve Hermaphrodite gibi tanrilar ve onlarin etrafinda
gecen uydurma cinsel igerikli sunumlarin yani sira insanlar arasinda gecen
cinsel konular da mizah repertuvari igerisinde yer almistir. Insanlar tarafindan
oldukga eglenceli bulundugunu diisiindiigtimiiz bu tiir kompozisyonlara, genel-
likle evlerde veya tagra hamamlarinda rastlanmaktadir (Clarke 2007: 163-
227). Konusgulani nasil kulaklar duyarsa, gézler de mizahi fark etmistir. Mizah,
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gliniimiizde oldugu gibi, imparatorluk evlerinde veya elitlerin kontroliinde degil
de bizzat siradan halk tarafindan gekillendirilmistir. Bu nedenle mizah igerikli
tabu sayilabilecek erotik betimler tanrilar i¢in yapilmis tapinim alanlarindan,
halk hamamlar1 veya latrinalarina kadar her yerde karsimiza ¢ikmaktadir (Res.
6).

Nilotik Sahneler (Resim 7)

Nilotik sahnelerle ilgili en nemli soru, bu sahnelerin pagan inancinda bir manasi
olup olmadigidir. Bu tiir kompozisyonlarin kokeni Hellenistik Cag’a kadar
uzanmaktadir. Bu nedenle ¢cogunlukla realist tasvirlerden uzak olup daha ¢ok re-
fah ve zenginligi 6n plana ¢cikarmaya calisan Nil ile ilgili sahnelerin egzotik 6zel-
likte oldugu ve dekoratif amach kullanildigz ileri siiriilmektedir (Kitzinger 1965:
10). Yunanlar ve Romalilar i¢in Nilotik sahneler Misir’t ve onun manzaralarini
temsil etmektedir. Misir kendisiyle 6viinen ve kendisini geri kalandan farkli
goren egzotik bir ililke olmustur. Anastasios gibi antik yazarlarin bahsettigi Nil,
giibreyi getiren ve alegorik bir anlami olan nehir olarak goriilmiistiir (Maguire
1987: 43-44; Hachlili 2009: 106-108). Bu nedenle de Nilotik sahneler de mizah
konusu icinde ele alinmaktadir (Clarke 2007: 89).

Resim 7

Nilotik Sahne, 10 3. yy, Kuzey Afrika
https://www.alamy.com/stock-photo-mosaic-
panel-with-pygmies-roman-in-a-nilotic-
scene-roman-italy-3rd-50939571 .html
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Misir topraklarinin en erken tasvirleri muhtesem bir cennet seklindedir. 10
100 civarma tarihlenen bircok iinlii ornekte, gosterisli cesme yapilari, kamu
yapilarinin bir pargasi seklinde planlanmistir. Yukar1 Misir’daki Nubia, yabani
ve fantastik yaratiklarin birlikte sunulmasini ifade etmektedir. Bu nedenle Nilotik
sahnelerde Aethioplar genellikle avci olarak goriilmektedir. Nehir etrafinda du-
ran veya balik avlayan kayikgilar tapinak ve saraylarla birlikte betimlenmiglerdir.

Siiptiriilmemis Zeminler

Mizah konusu i¢inde almak istedigimiz bir diger kompozisyon “asarotos oikos”
adr verilen ziyafetten sonra heniiz siipliriilmemis odanin zeminini gdsteren
betimdir. Bu gruba ait en giizel 6rneklerden birisi Vatikan Miizesi’'nde sergi-
lenen Heraklitos’un imzasini tagityan mozaiktir (Res. 8). Muhtemelen bir ye-
mek odasina ait olan ve IS 2. yiizyila tarihlenen mozaik adini iizerinde yer alan
yemek artiklarindan almaktadir. Son derece yiiksek bir gercekeilikle betimlenen
yemek artiklari arasinda; balik kil¢iklari, tavuk kemikleri, deniz kabuklulari,
1stakoz kiskaglari, yemigler, iiziim ¢opleri ve atilmig bazi yiyecek parcalari yer
almaktadir. Bu kompozisyonun orijini, olasilikla liikks bir yemek ziyafetinden
artakalanlarin konu edildigi Sosos o6rneklerine dayanmaktadir (Dunbabin 1999:
26 fig. 26).
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Komedi Oyunlari

Mizah konusu i¢inde ele almak istedigimiz son kompozisyon, komedi oyunlarinin
betimlendigi sahnelerdir. I. M. Konstantakos tarafindan 2005 yilinda yapilan bir
aragtirmada, Yunan komedisi incelenmis ve arkeolojik verilere gore komedinin
icki ve symposium ile yakindan baglantili oldugu 6ne siiriilmiistiir (Konstantakos
2005: 183-217). Symposium’da kolelerin icki icer sekilde gosterilmesi Yunan
mizahina isaret etmektedir. IO 5. yiizyilda Pherekrates’in Korianno’sunda he-
tairai ile igkili parti diizenlenmesi, Menandros’un synaristosai’sinda (kahvalti)
karsimiza c¢ikan diizensiz ve abartili banket sahneleri veya Aristophanes’de
kolelerin icki sahnelerinde yer almast bir ¢esit esitlik vurgusu yaparak mizaha
ornek tegkil etmektedir (Konstantakos 2005: 206). Symposium sahnelerinde mi-
zaha neden yer verildigi konusunda iki hipotez bulunmaktadir: Oldukga eski ve
modas1 ge¢cmis olan birinci teoride prothyrion’a giriste kapilarin 6niinde bulu-
nan revakli verandalarin betimlenmesi gosterilmektedir. Diger varsayimda ise
thyromata’ya giris 6n plana ¢tkmaktadir. IO 3. yiizyila kadar Atina tiyatrolarinda
scenelerin bir iist katinin bulunmamasi, ikinci olasilifin daha ge¢ donemler icin
miimkiin olabilecegini gostermektedir. Bu kompozisyonun yansitildig en iyi
ornegi, Dioskourides Mozaigi lizerinde gormek miimkiindiir (Konstantakos
2005: 201).

Hatay Arkeoloji Miizesi’nin 2007 yilinda, Antioch am Orontes’in banliyosii
olan Antik Daphne yerlesiminde yaptig1 kazilarda, {izerinde Menandros’un ko-
medi oyunlarinin isimlerinin yazili oldugu dort tane figiirlii mozaik panel agiga
cikartilmigtir: Perikeiromene 1. Boliim, Philadephoi 1. Boliim, Synaristosai 1.
Boliim, Theophoroumene 3. Boliim (Gutzwiller - Celik 2012: 573-623). S6z ko-
nusu paneller iizerinde yer alan kompozisyonlar, Imparatorluk Antiocheia’sinin
zengin kiiltiirel yasami icinde Menandros komedilerinin nasil varlik gésterdigini
acikca yansitmaktadir (Gutzwiller - Celik 2012: 573). Mozaik tizerinde yer alan
geleneksel mizahi durus ve jestlerden olusan komik repertuvarin yansitilmaya
calisildigi Menandros oyunlari, eserlerden sadece soylu sinif degil, ortalama
egitimli insanlarin da zevk aldigim gostermektedir (Gutzwiller - Celik 2012:

Resim 8

Heraklitos imzal1 Asarotos Oikos
Mozaigi, Roma Vatikan Miizesi,
(Dunbabin 2003: 66 fig. 33).
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Resim 9

Kahvaltidaki Kadinlar Mozaigi,
Zeugma, Gaziantep Arkeoloji Miizesi
(Onal 2002: 60-61).

615). Mozaikler iizerinde yer alan bu tasarim, diger bir ifade ile mizahin, gele-
neksel mozaik tasarimi i¢in aligtlmamig bir uygulama oldugunun altin1 ¢izmek
konunun anlagilmasini kolaylastiracaktir (Gutzwiller - Celik 2012: 616).

2000 yilinda Zeugma antik yerlesiminde Gaziantep Miizesi Bagkanligi ve
Nantes Universitesi’nden bir ekibin katilimi ile yapilan kazilarda Zozimos
Villasi olarak isimlendirilen bir villada bulunan zemin mozaigi de bu gruptaki
ornekler arasinda gosterilebilir (Res. 9). Ug nisli ve akroterli sahne binas1 niinde
kadin maskesi takan ii¢ figiir yer almaktadir. Baglarinin iizerinde “synaristosai
/ kahvaltidakiler” yazmaktadir (Gorkay 2015: 132). Bu oyun Menandros’un
glinlimiize ulagamayan bir oyunu olmalidir.

Degerlendirme ve Sonug

Sonug¢ olarak Roma halkinin ya da kolonilerdeki Roma kiiltiiriine entegre
olmug toplumlarin mizah anlayiginin tamamen birbiriyle ortiistiigiinii s6ylemek
miimkiindiir. Merkezdeki anlayis farklilasmadan eyaletlere de niifus etmistir.
Geg¢ Cumhuriyet Donemi’nden, IS 5. yiizyila kadar, elit olmayan halkin ko-
mik buldugu unsurlar 6zellikle mozaik 6rnekleri gibi gorsel sanatlarda agik bir
sekilde izlenebilmektedir.

Aecthioplar ve pigmeler, iskelet mozaikleri ile yasamsal kutlamalarda 6liim
imajimin kullanilmasi, kotii ruhlara ve olumsuzluklara karsi tercih edilen apot-
ropeik betimler, halk hamamlarinda ve latrinalarda yogun olarak kullanilmig
erotik tasvirler, Misir Nehri manzaralarmin yer aldig1 nilotik konular, kome-
di oyunlarindan anlik hafiza tasvirleri ve son olarak tricliniumlardaki yemek
artiklarinin gosterildigi “asarotos oikos” temali betimler Roma halkinin mizah
anlayiginin en iyi temsil edildigi mozaikler olarak gosterilebilir. Gozler mizahi
fark etmis, dudaklar giiliimsemistir. Mizahi betimler ayrica sinifsal fark gozet-
meksizin neredeyse tiim siniflarin esitlenmesini saglayan bir anlayist da bera-
berinde getirmistir. Bizi giildiirebilen her sey bir zekad gostergesidir. Belki de
insanlarin hayata tutunabilmesi icin, yasami biraz daha cekilir hale getirmesi
icin gecmiste oldugu gibi bugiinde mizaha ihtiyacimiz ¢ok elzemdir.
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Ontario Kraliyet Miizesi’nde Sergilenen Edessa Kokenli Bir Grup
Mozaik Pano

A Group of Edessa Oriented Mosaic Panels Exhibited in Royal
Ontario Museum
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Oz

Calismanmin konusunu, Toronto kenti Ontario Kraliyet Miizesi’'nde sergilenen ve Edessa (Sanlwrfa) kokenli
oldugunu diisiindiigtimiiz mozaik dosemeler olusturmaktadir. Sozii edilen ii¢ mozaikten ilki “Geng Kiz Mozaigi”
olarak isimlendirilmektedir. Bu mozaik, Edessa kentine has kaya mezarlarinda bulunan ve yerel iiretim dzel-
likleri gosteren mozaik dogemelere cok benzemektedir. Ikinci mozaik panonun iizerinde yer alan Artemis betimi,
Haleplibahge Mozaikleriyle cagdas tasarim ozellikleri yansitmaktadir. Makale kapsaminda incelenen son pa-
noda ise aslan figiirii betimlenmigtir. Aslan figiiriiniin temel ozellikleri, Edessa yerel mozaik atolyesi ozellikler-
ini yansutmaktadr.

Yukarida bahsi gecen opus tessellatum dosemelerden ikisi yani Geng Kiz Mozaigi ve Aslan Mozaigi, IS 3.
yiizythn ilk ceyregine, Artemis Mozaigi ise IS 6. yiizytin baslarina tarihlenmekte ve stil ile teknik ozelliklerin-
den hareketle Edessa’ya lokalize edilmektedir.

Anahtar Kelimeler: Mozaik, mezar mozaigi, Edessa, opus tessellatum, Toronto Ontario Kraliyet Miizesi.

Abstract

The theme of this article is the three mosaic pavements and we think that they are oriented from Edessa
(Sanlwrfa) which are exhibited in Toronto Royal Ontario Museum today. One of the three mosaics mentioned
here called the Young Girl Mosaic. This mosaic is very similar to the mosaic pavements found in Edessa rock
tombs and showing local production characteristics. Artemis Mosaic, which is the second mosaic panel, reflects
contemporary design features with Haleplibahgce Mosaics from Edessa (Sanlwrfa). The last panel reviewed in
the article is the Lion Figure Mosaic. The basic characteristics of the Lion figure reflect the characteristics of
Edessa local mosaic workshop.

Two mosaic pavements, Young Girl Mosaic and Lion Mosaic, are dated to the first quarter of the 3" century
AD and Artemis Mosaic is dated to the beginning of the 6" century and is localized to Edessa with its style and
technique characteristics and they are made in opus tessellatum technique.

Keywords: Mosaic, grave mosaic, Edessa, opus tessellatum, Toronto Royal Ontario Museum.
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Girig

2014 yilinda Kanada’nin Toronto sehrinde bulunan Ontario Kraliyet Miizesi’'ne
(Res. 1) yaptigimiz bir ziyaret esnasinda, miize sergisinde yer alan bir grup mo-
zaik pano dikkatimizi ¢ekmigti. S6zii edilen miizenin, arkeoloji sergisinde bulu-
nan mozaikler salon girisinin solunda duvar iizerinde dikey olarak, yatay olarak
ise camli vitrini siisleyecek sekilde yerlestirilmislerdir (Res. 2). Mozaiklerin
yanlarina yerlestirilen tanitim levhalarinda kire¢ tasindan iiretilmis olduklari ve
kokenlerinin ise Dogu Akdeniz oldugu yazilmistir. Makalenin amaci, tanitim
levhalarinda gelis yerleri agik bir sekilde gdsterilmemis olan, sadece genel bir
ifade ile “Dogu Akdeniz” ifadesi yazilmis olan mozaiklerin kdkenlerini belirle-
meye ¢aligmaktadir.

Bilindigi gibi, miize sergilerinde bulunan eserler, gelis yerleri acik bir sekilde
gosterilirlerse ve yasa disi satin alma yolu ile miizeye alindiklar1 belgelenebi-
lirse uluslararast anlagmalar geregi, getirildikleri tilkenin bagvurmasi sonucunda,
eserlerin bulundugu miizenin s6z konusu eserleri geri génderme zorunlulugu
bulunmaktadir!. Bu sebeple miizeler, bu tiir sorunlarla kargi karsiya gelmemek
icin, genellikle yasa dig1 yollarla yurtdigina ¢ikartilan eserleri satin aldiklarinda,
gelis yerlerini acik bir sekilde gostermekten kacinmaktadirlar. J. B. Segal’in
1956 yilina kadar olan Edessa ¢alismalarinda ortaya cikarttigi mozaiklerin 1969
yilina kadar olan siirecte yagmalara maruz kalmasi ve parcalanarak satildiklari
bilinmektedir (Parlasca 1983: 227-229).

Bu makale kapsaminda incelenen ili¢ mozaik panonun, teknik ve stilistik 6zel-
likleri bize dosemelerin dogrudan Sanliurfa kentinden geldigine igaret etmekte-
dir. Urfa, Seleukos hakimiyetinde oldugu donemlerde “Edessa” olarak bilinmek-
tedir?. Edessa Mozaikleri'nin kiiciik bir boliimii Segal tarafindan yayilanan
farkli makalelerde ana hatlar1 ile incelenmis3, 2007 yilinda ise Barig Salman
tarafindan doktora tezi olarak daha kapsamli degerlendirilmistir* (Salman
2007). 2017 yilinda, Mehmet Onal, Urfa-Edessa Mozaikleri kitabinda s6z ko-
nusu mozaikleri ¢ok detayli olarak yaymnlamistir (Onal 2017). Asagida Edessa
kokenli oldugunu bu ¢alisma ile belgeleyecegimiz bir grup mozaigin katalog ve
degerlendirme bilgileri yer almaktadir.

1 1995 UNIDROIT Sézlesmesi, calinmig veya yasa dig1 yollarla yurt digina ¢ikarilmus kiiltiir varliklarina
iliskin uzun soluklu bir ¢aligma sonucunda elde edilmis uluslararas: bir hukuk belgesidir. 1982 yilinda
UNESCO’ya sunulan ve hukuka aykir kiiltiir varliginin hareketliliginin 6nlenmesine yonelik ulusal
diizenlemelerin ve hukuki tedbirlerin incelendigi bir raporda, UNESCO’ya bu diizenlemelerin uyum-
lagtirilmast i¢in 6zel hukuk alaninda uzman bir kurulug ile caligilmasi tavsiye olunmusgtur. Bu girigimle
birlikte on yildan daha uzun bir siire sonucunda 24 Haziran 1995 tarihinde UNIDROIT Sozlesmesi
Roma’da kabul edilmistir. Bu s6zlesme 1970 UNESCO Sozlesmesinden farkli olarak, sadece kurumsal
envantere kayith kiiltiir varliklarinin iadesi ile sinirli iken, 1995 UNIDROIT So6zlesmesi, calinmis veya
yasadisi yollarla ihrag¢ edilmis biitiin kiiltiir varliklar1 bakimimdan uygulama alani bulmustur (Katoglu
2017: 156-162).

2 Edessa, iki 6nemli antik yol baglantisi tizerinde konumlanmisti. Bu baglantilardan birincisini, Kuzey-
dogu ve Samasota, digerini ise Cin ve Hindistan’dan, Kiiciik Asya’ya uzanan ve 6nemli bir ticaret yolu
olan, Ipek/Baharat Yolu olugturuyordu. Bu nedenlerle Edessa, Seleukoslar i¢in ekonomik ve stratejik
acidan 6nemli bir kent olmustur. Kent, Seleukos Nikator tarafindan kurulmustur. 10 2. yiizyihn gec
2. yarisindan baglayarak devam eden yiizyillar igerisinde de onemini koruyarak arttirmistir. Edessa
ismi Latin, Suriye ve Arap kaynaklarinda defalarca ge¢mektedir. Bu bolge ayn1 zamanda Hellenistik
Donem’de ayrica Hristiyanlikla ilgili ve Siiryani Edebiyati’nin ¢ikis yeri olarak da oldukc¢a onemli
bir merkez olma 6zelligine sahiptir. Edessa erken donemlerde Romalilar ve Partlar, ge¢ donemde ise
Araplar ve Haglilar arasinda tampon bolge olma roliinii tistlenmistir. Ancak kentin Seleukos oncesi do-
nemiyle ilgili bilgiler cok yetersizdir (Harrak 1992: 209). Degisik donemlerde kentte gerceklestirilen
kazilar ise kentin tarihini aydinlatmak agisindan oldukca smirli ve yetersiz kalmugtir.

3 J.B. Segal, “New Mosaics from Edessa”, “A Note on a Mosaic from Edessa”, baglikl1 ¢esitli makale-
lerde detayli incelemeler yapmustir (Segal 1959; Segal 1983).

4 Kirgehir Ahi Evran Universitesi Arkeoloji Boliimii 6gretim iiyelerinden Yrd. Dog. Dr. Barig Salman, 7
Ekim 2014 tarihinde, aramizdan ¢ok zamansiz ayrilmistir. Kendisini burada, 6zellikle “Antik Mozaik
Sanat1” alaninda yaptig1 caligmalart ve verdigi emekleri animsatarak saygiyla aniyoruz.

Resim 1
Ontario Kraliyet Miizesi, Toronto, Kanada.

Resim 2
Mozaiklerin Sergi Alanindan Genel
Goriiniigii. © Ontario Kraliyet Miizesi.



Resim 3
Geng K1z Mozaigi.

© Ontario Kraliyet Miizesi.
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1. Geng¢ Kiz Mozaigi (Resim 3, Cizim 1)

Katalog Bilgileri>
Adi: Kadn Biistlii Mozaik Parcasi.

Miize Envanter Numarasi ve Korundugu Yer: 994.220.21, Roma ve Yakin
Dogu Joey ve Toby Tanenbaum Galerisi (ROM), Temmuz 2011’den giiniimiize
degin sergilenmektedir.

Joey ve Toby Tanenbaum’un bagisi.

Bulundugu Yer: Dogu Akdeniz, muhtemelen Tiirkiye, Edessa’dan.
()lgiiler: Yiikseklik: 53,8 cm; Genislik: 44 cm.

Figiir Olgiileri: Miizeden alinan katalog bilgilerinde verilmemistir.
Malzeme: Kirectasi ve cam fessera.

Tessera Renkleri: Pembe, kahverengi, sari, yesil, beyaz/krem ve siyah.

Tarih: Roma Imparatorluk Dénemi; IS 200-225.

5 Katalog bilgileri, Royal Ontario Miizesi tarafindan tarafimiza talebimiz tizerine gonderilmistir. Maka-
lede verilen katalog bilgileri, miizenin katalog bilgilerini igerir. Miize ¢aliganlar1 Paul Denis ve Nicola
Woods’a sagladiklar bilgiler, gorseller ve destek icin ¢ok tesekkiir ederiz. Ayrica Arkeolog Serkan
Demir’e mozaiklerin titiz ¢izimlerini yaptig1 i¢in tesekkiirii bir borg biliriz.
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Tamim: Toronto Gen¢ Kiz Mozaiginde, geng¢ yasta tasvir edilen bir kiz gogiis
altina kadar bir portre seklinde islenmistir. Buradaki geng¢ kiz figiiriiniin saglari,
ozellikle Edessa mezar mozaiklerinde bekar gen¢ kiz tasvirlerinde kullanilan
sa¢c modasina uygun olarak, ii¢c adet toka ile tutturularak topuz formu seklinde
verilmigtir. Elbisede ve sacta, dis konturlar siyah ve kalin olarak tanimlayicidir.
Figiiriin teninde ise daha koyu renkte bordo renkli fesserae kontiir olarak
kullanilmistir. Bas1 ve gozleri hafif sola ve yukari dogru donmiistiir. Kas, goz
islenisi tamamen Dogu’lu ozellikler tasimaktadir. Geng¢ kizin bakisindaki etki
g6z bebeklerinin dikkat cekici bir sekilde yapilmasindan kaynaklanmaktadir.

Edessa mozaiklerinin etrafin1 ¢eviren kusaklar genel olarak standart mozaik
repertuvarinda yer alan siisleme elemanlaridir (Dunbabin 2002: 173). Geng
Kiz Mozaigi’'nin etrafini, bordiir olarak kalan boliimden izlendigi kadariyla,
stilize edilmis gonca/yaprak ve rozet (Décor I: pl. 85e,g) motifleri ¢cevrelemek-
tedir. Mozaik etrafini ¢eviren bordiiriin biiyiik oranda korunmasi kargilagtirma
yapmamiza olanak saglamaktadir. Bu motif, ii¢ yaprakli su damlacig1 ya da
piiskiil motifi olarak da tanimlanur.

Cizim 1
Geng Kiz Mozaigi.
© Serkan Demir.
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Resim 4
Samas Mozaigi benzer bordiir motifleri

(Parlasca 1983 abb. 3; Colledge 1994: pl.

CXIII-1.2.3).

Resim 5

Edessal1 Kadin Mozaigi benzer bordiir
motifleri (Parlasca 1983 abb. 3; Colledge
1994: pl. CXIII-1.2.3).

Edessa mozaiklerinde bugiin Almanya’da bir kolleksiyoner elinde bulunan iki
farkli parcada da Geng¢ Kiz Mozaigi bordiiriine benzer detaylar (Res. 4 - 5)
izlenmektedir (Parlasca 1983: 230-231 abb. 3; Colledge 1994: pl. CXIII-1.2.3;
Salman 2007: 220-221 sekil 140—-141). Ayrica Zeugma Euphrates Villasi’nin
yemek odasinin taban mozaiklerinden olan Arete - Paideia - Sophia Mozaiginde
de benzer bordiir tasariminin siislii bir varyasyonu, kirmiz1 ¢ift dalga dizisi
arasinda bulunmaktadir (Onal 2013: 107 fotograf 130; Uysal - Bulgan 2016: 65).
Ek olarak Antiokheia Mozaikleri bordiir tasarimlarinda da s6z konusu motifin
benzerleriyle karsilasilmaktadir (Cimok 2000: 227).

Uzerinde durdugumuz Geng Kiz Mozaigi'nin sol iist kosesindeki siyah nok-
talar yazittan kalan izler olabilir. Edessa Mozaikleri’'ndeki bazi orneklerde
figiiriin ad1, baginin hemen yaninda Estrangelo Siiryanice olarak yazilmigtir®.
Ancak Toronto Geng Kiz Mozaigi’nde s6zkonusu yazinin ¢ok kiigiik bir béliimii
belli belirsiz goriilmektedir. Muhtemelen par¢a yarim oldugu i¢in, yazi kopan
kisimda kalmig olabilir.

Benzer ozellikte olan geng kiz portrelerini yine ayn1 bolgeden Balay Mozaigi
(Res. 6) (Euting 1909: 231-239; Levi 1947: 248 fig. 93; Leroy 1957: 312-315
fig. 2; Segal 1970: res. 27; Drijvers 1972: 34-36; Drijvers 1980: 187; Colledge
1994 pl. CXI, 2; Drijvers — Healey 1999: 166-169 pl. 48.2; Salman 2007:
194-197 sekil 122; Onal 2017: 53 fotograf 68), Aile Portresi ya da Mukimi
Mozaigi’nde (Res. 7) (Segal 1953: 117-118 pl. XII.1; Segal 1954: 29-30; Leroy
1957: 315 vd. pl. XXII; Giinel 1970: 102 sek. 12; Drijvers 1972: 36-37; Drijvers
1980: 187 pl. XIII; Balty 1981: 388; Colledge 1994: 193 pl. CIX. 2; Balty 1995:
15 pl. V.1; Drijvers — Healey 1999: 170-171 pl. 49; Dunbabin 2002: 173 fig.
182; Ross 2001: 113 fig. 5.7; Celik — Giiler 2002: 184 res. 140; Segal 2002: 59-
60 res. 1; Salman 2007: 194-197 sekil 123-125; Onal 2017: 46-47 fotograf 63)
ve Barhadad Mozaigi’nde (Res. 8) (Drijvers 1972: 154-159; Drijvers - Healey
1999: 189-190; Celik - Giiler 2002: 186 res. 143; Salman 2007: 165-166 sekil
81; Onal 2017: 51-52) gérmek miimkiindiir. Bu mozaiklerde kizlarin bag ve yiiz-
lerinin cepheden verilmesi, farkli sa¢ kuaforii, kalin kasg ile iri g6z yapisi, kapah
agiz ve tath bir ciddi ifade ile giysi 6zelliklerindeki benzerlik ortak noktalardir.
Ancak Toronto 6rnegindeki geng kiz, kolyesi ve sallantili kiipeleri ile farklilik
gostermektedir.

Benzer stil 6zelligine sahip tasvirleri, Edessa mezarlarindaki mozaiklerde bu-
luyoruz’. Mezar yapilari, yaklagik 300x300 cm ebatlarinda kare planli olarak
tasarlanmiglardir. Girigleri birkac basamakla ulasilan merdivenli olarak
diizenlenmis olup, yuvarlak gekilli tas kapilarla kapatilmistir. Bu yuvarlak
sekilli kapilarin yanlarina bir nis olugturularak, hareketli kapagin ac¢ildiginda
bu alana yerlesmesi saglanmistir. Bu mezarlarin en onemli 6zelligi arko-
solium (arcosolium)® denen duvarlara agilan ve cenazenin yatirildig1 sekilere
sahip olmasidir (Salman 2007: 67). Mezarlarda bulunan mozaiklerin, bu
arkosoliumlarin arasinda kalan zeminlere dosendi8i izlenir. Mezarlarda yer
alan bu mozaikler iizerinde mezar sahibinin ve diger aile iiyelerinin portreleri
betimlenmigtir. Bu mezarlar, Palmyra’da oldugu gibi “ebediyet evleri” olarak
isimlendirilmigtir (Segal 2002: 60).

6 Edessa Mozaiklerinde yer alan portrelerin tizerinde Siiryanice yazilmig yazit 6rnekleri i¢in bk. Drijvers
- Healey 1999; Onal 2017.

7 Benzer mozaiklerin ¢iktig1 kayadan oyma oda mezarlar, sehir surlari disindaki giiney, giineybat1, kuzey
ve kuzeybati kayalik alanlarinda olusturulan nekropol bolgesinde bulunmugtur. Salman 2007: 66-69;
Onal 2017: 18-22.

8 Arkosolium tip mezarlarin genel 6zellikleri i¢in bk. Kose 2005: 135.
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Genel olarak hiyerarsik bir diizen icerisinde baba, anne, erkek evlatlar, evli
ise erkek evlatlari esleri ve bekar kiz ya da kizlar seklinde planlanan kompo-
zisyonlarda aile portreleri yer almaktadir. Goriildiigii iizere, cocuklarin Edessa
Mozaiklerinde yer almasi ailenin biitiinliigiinii gostermesi agisindan oldukca
onemli bir detaydir (Salman 2007: 141). Hiyerarsik plan i¢inde ve cepheden
portreleri yapilan aile bireyleri bazen tiim viicutlarinin betimlenmesiyle, ba-
zen de mozaik dogeme iizerinde boliimlere ayrilmis kare alanlar i¢inde yine
hiyerarsik olarak yukaridan asagiya dogru inen gogiis ya da bele kadar olan portre
betimleriyle kendini gostermektedir. Figiirlerin genel 6zellikleri incelendiginde
bagsinda kofii (kofi) bulunan ortiilii ve gosterisli kiyafetlerle gosterilen kadinlarin
evli, Toronto 6rneginde oldugu gibi basi acik ve saclar iice ya da ikiye bolii-
nerek topuz yapilan genc kizlarin ise bekar olduklart diisiiniilmektedir.

Toronto Orneginde gordiiglimiiz yukarida sozii edilen mozaiklere benzeyen
ancak aile portresinden sadece gen¢ kizin korundugu dégemenin geri kalan
parcalarinin olmamasi niteliginin tam olarak anlagilamamasina sebep olmaktadir.
Ancak Edessa kokenli nekropol alanlarinda yerel ustalar tarafindan yapilan aile
portreleri mozaikleri bagka herhangi bir yerle karistirilamayacak kadar net ve
yerel atolye Ozelliklerini gosterdiginden, Toronto Kraliyet Miizesi’nde sergile-
nen Gen¢ Kiz Mozaigi’'nin Edessa nekropolii kdkenli oldugu, hi¢ bir siipheye
meydan vermeyecek sekilde iddia edilebilir.

Edessa Mozaikleri, Greko-Romen sanat anlayiginin bilindik 6zelliklerinden farkl
bir alanin iiretimi olarak farkli bir at6lye iislubu ile kargimiza ¢ikmaktadirlar®.
Bolgesel ozelliklere gore uyarlanmis, yerel sanatgilarin tiretimleri olduklar
Ogrenilmis mozaik yapma tekniginin, 6zgiin isluptaki tasvirlerin goriintiilerin-
den belli olmaktadir (Dunbabin 2002: 173-174; Salman 2007: 74).

Biiyiik bir ihtimalle, Balay Mozaigi, Barhadad Mozaigi ve Mukimi ya da Aile
Portresi Mozaigi’nde sac1 li¢ yuvarlak toka ile tutturulan kii¢iik ki1z cocugunun bu
goriintiisii belirgin bir moday1 ifade etmekteydi (Segal 2002: 75). Kiz ¢ocuklari,
diger evli hanimlara gore daha sade kiyafetler icerisinde resmedilmiglerdir.
Uzerlerinde yetiskin kadmlarda oldugu gibi kaftan yoktur. Giydikleri tunikleri
ise genis bir kemerle tutturulmustur (Segal 2002: 74). Aile mozaiklerinde belir-
gin bir enstantane, figiirlerin sanatgiya poz verircesine duruslart s6z konusudur.
Bu durum fotograf sanatindaki kompozisyonlar1 diislindiirtmektedir (Salman
2007: 85).

Balay Mozaigi'nde, Balay adindaki erkek, annesi, ¢ocuklar1 ve akrabalarindan
olusan on bes kisilik bir grupla birlikte tasvir edilmistir. Gliniimiize sadece ger-
¢ekci olmayan bir ¢izimi ulasmig Balay Mozaigi’nde bordiir elemanlari ¢izimde
verilmistir. Burada da figiirler biist seklindedir. Biist seklinde bireylerin islendigi
mozaikler, tamamen aile bireylerini tanittm amaclidir. Bu tip mozaikler, listiinde-
ki figiirlerin belden yukar1 kisimlari tasvir edilmig ve isimleri de, diger tip mo-
zaiklerde oldugu gibi, baglarmin yanina yazilmigtir (Salman 2007: 236; Onal
2017: 53 fotograf 68). Toronto Geng¢ Kiz Mozaigi’nde de geng kiz, tipki Balay
Mozaigi’'nde (Res. 6) oldugu gibi kdsede ve bordiire yakin islenmistir.

Karsilagtirma agisindan énemli olan diger bir 6rnek, 1952 yilinda tespit edilmis
olan Aile Portresi ya da Mukimi Mozaigi’dir (Res. 7). Bordiir tasarimi siyah
zemin {izerine iki renkli olarak diizenlenmistir. Bu désemede Mukimi, esi Ga’u
ve cocuklari ile birlikte toplam yedi kisi tasvir edilmistir (Onal 2017: 46-47
fotograf 63). Yiizii olduk¢a tahrip olmusg soldan ikinci figiir olarak gordiigiimiiz
geng kiz diger figiirlere gore biraz arka planda kalmistir. Kizin bedeni bele kadar
tasvir edilmis olup, basinin ortasinda ve iki yanda yapilan topuz sa¢ ozelligiyle
Toronto 6rnegindeki Geng Kiz Mozaigi ile yakin benzerlik gostermektedir.

9 Atolyeler hakkinda detayl bilgi i¢in bk: Campbell 1979: 287-292; Dunbabin 2002: 269-280.
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Resim 6

Balay Mozaigi (Leroy 1957: fig. 2;
Segal 1970: pl. 16b;

Onal 2017: 53 fotograf 68).

Resim 7
Aile Portresi Mozaigi (Segal 1970: pl. 1;
Onal 2017: 46-47 fotograf 63).

Kargilastirma o©rnegi olarak inceledigimiz son mozaik olan Barhadad
Mozaigi’nde ise geng iki kiz ile sinirlanan sahnenin merkezinde iki erkek sohbet
ederken verilmistir. Bu tasarimdaki iki geng kiz, dolgun oval yiizlii, genis alinl1,
kalin kagli, iri gozlii ve kiiciik agizl1 olarak tasvir edilmiglerdir. Saclar1, band dia-
demli, bagin her iki yaninda ve iistiinde olmak iizere ii¢ topuzludur (Onal 2017:
51-52 fotograf 66) (Res. 8).
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Edessa kokenli bu figiirlii dosemelerin hepsinde goriilen onemli bir ozel-
lik figiirlerin hepsinin ayn1 hizada yapilmis olmalaridir (Dunbabin 2002: 173;
Salman 2007: 73). Diger 6nemli bir ikonografik 6zellik ise, ayn1 zamanda Iran
sanatinin da ayirt edici bir 6zelligi olan frontal durug yani figiirlerin cepheden
tasvir edilmeleridir (Dunbabin 2002: 173; Segal 2002: 65; Salman 2007: 74).
Bir diislinceye gore bu sekildeki tasvir anlayisi mantiksiz bir anlayis olarak
degerlendirilmektedir. Ancak buradaki amacin net bir sekilde betimlenen figiir-
lerin seyirciye daha ¢ok yaklagtirma gayreti oldugu anlagilmaktadir (Wheeler
2004: 161; Salman 2007: 74 dipnot 258). Bu kat1 cepheselligin icinde, figiir-
lerin bulundugu pozu bozmama gayretleri, magrur bakislar1 ve kapali agizlari
ile ortaya cikan ciddi durus, ortak karakterlerdir (Salman 2007: 140). Aslinda
bu mozaiklerin 6liim, cenaze ve mezar ile dogrudan iligkili olarak tasarlanmalar1
nedeniyle bu sekilde islenmis olmalar1 dogaldir. Bu sekildeki tasvirlerin,
Palmyra’daki mezarlardaki tasvirlerin mozaik sanatina uyarlanmig sekilleri
oldugu diisiiniilebilir.

Maalesef aile tasvirli nekropol mozaiklerinden Mukimi ya da Aile Portresi
Mozaigi ve Gavsi oglu Balay Mozaiklerinin giiniimiizde nerede oldugu bilinme-
mektedir (Onal 2017: 18).

Gen¢ Kiz Mozaigi neredeyse esit kesilmis fesserae ve opus tessellatum
tekniginin kullanilmasi ile olusturulmustur. Bu diiz teknik, figiirlerin iyice
on plana ¢ikmasina ve cepheden tasvir edilen figiirlerin izleyiciye daha cok
yaklastirilmasina sebep olmaktadir (Salman 2007: 73).

Edessa sehrine 6zgii birgogu figiirlii mezar mozaiklerinin en belirgin 6zelligi
kuskusuz doseme iizerindeki figiirlerin ya bir aileyi olusturmasi ya da aralarinda
kan bag1 olan kisilerin bir arada verilmesidir. Incelenen Gen¢ Kiz Mozaigi de
boyle bir aile mezar mozaiginin parcast olmahdir. Karsilastirmali olarak verilen
stilistik ve ikonografik 6zelliklerinden hareketle, “Edessa isi” ya da “Edessa atol-
yesi” Ozellikleri tagidig1 kesindir. Yine stil 6zelliklerinden hareketle dosemenin
bir mezar odasinda kullanildigin ¢ekinsesiz soylemek miimkiindiir.

Resim 8

Barhadad Mozaigi,
Haleplibah¢e Mozaik Miizesi
(Onal 2017: 51 fotograf 66).
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Resim 9
Artemis Mozaigi.
© Ontario Kraliyet Miizesi.

2. Artemis Mozaigi (Resim 9, Cizim 2)
Katalog Bilgileri
Adi: Artemis/Diana Mozaigi

Miize Envanter Numarasi ve Korundugu Yer: 994.220.181, Roma ve Yakin
Dogu Joey ve Toby Tanenbaum Galerisi (ROM), Temmuz 2011’den giiniimiize
degin sergilenmektedir.

Joey ve Toby Tanenbaum’un bagisi.

Bulundugu Yer: Dogu Akdeniz (?).

Olciiler: Yiikseklik: 152 cm; Genislik: 77 cm (Derinlik 3 cm - 2003).
Figiir Olgiileri: Miizeden alinan katalog bilgilerinde verilmemistir.
Malzeme: Kirectasi tessera.

Tessera Renkleri: Beyaz/krem, agik/koyu kahverengi, sari, yesil, gri, siyah,
koyu kirmizi.

Tarih: Erken Bizans Donemi.
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Cizim 2
Artemis Mozaigi.
© Serkan Demir.
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Tanmm: Artemis/Diana olarak ifade edilen figiir, cepheden ve ayakta durur
vaziyette, sol elinde bir yay tutarken ve sag taraftaki sadagindan ok alirken
betimlenmistir. Uzerinde kemerli bir tunik bulunan Artemis’in ayaklarinda uzun
bagcikli bir sandalet, baginda bir diadem ve kollarinda bilezikler yer almaktadir.
Figiir, her iki tarafinda birer siitunla ¢ercevelenmistir. Sanatci, figiiriin yanaklari
ve bacaklari gibi boliimlerinde golgelendirme yapmak icin daha kiiciik tesse-
rae kullanmistir. Figiir disinda sahnede doldurucu motif olarak arka plana
yerlestirilen gonca motifleri (Décor I: 219¢c) olduk¢a dikkat ¢ekicidir. Zemini
gonca motifleri ile diizenlenen pek ¢ok mozaik dosemeyi karsilastirma i¢in kul-
lanmak miimkiindiir. Ozellikle Urfa/Haleplibahce Mozaiklerinde!? de (Karabulut
vd. 2011: 54 fotograf 59; Onal 2017: 58-112) mevcut tasarimin yogun bir sekilde
kullanildig1 goriiliir. Ayrica Artemis Mozaigi’nin arka zemin uygulamasinda
kullanilan gonca motifi, Antiokheia, Daphne Phoeniks Evi zemin dosemesi
(Cimok 2000: 288-289) ile ve yine ayni bolgeden daha kompleks bir tasarim
olmasina ragmen, daireler i¢cindeki beyaz zeminde kullanilan IS 6. yiizyila tarih-
lenen “Magdou Mozaigi” ad1 verilen geometrik mozaik dosemedeki gonca mo-
tifleri ile karsilagtirma agisindan énemlidir (Cimok 2000: 303).

Toronto Artemis Mozaigi'ni karsilastirmak icin kullanacagimiz ilk 6rnek, 6zel
bir miize koleksiyonunda yer almaktadir. Bugiin Sadberk Hanim Miizesi’'nde
sergilenen mozaik iizerinde (Res. 10-12), Azizos ve Monimos’un 6zellikle-
rini tagtyan figiirler betimlenmistir!!. Figiirlerin stil 6zellikleri, ddsemenin, IS
4.-5. ylizyilda yapildigim ve tipki Haleplibahce Mozaikleri’'ndeki teknik ve
figiir 6zelliklerindeki benzerliklerden dolay1 Edessa kokenli bir mozaik oldugu
diistiniilmektedir. Azizos ve Monimos Mozaigi, Ontario Kraliyet Miizesi’nde
sergilenen Artemis Mozaigi ile neredeyse birebir benzer stil o6zellikleri
tastmaktadir. Figiirlerin viicudlarmin cepheden verilmesi, ayakta durusu, kisa
kivircik saclar ve bagindaki tag, abartili ve asimetrik kas ve iri gz yapist, tatl
bir ciddi ifade ile kapali agiz ve giysi Ozellikleri, ayaklarindaki sandaletlerin
benzerligi bu diisiinceyi desteklemektedir. Yine benzer giysi ve sandalet 6zel-
liklerini Haleplibah¢e Mozaikleri’nde de bulmak miimkiindiir!2. Her iki moza-
ikte de figiirlerin arka plandaki tesserae’dan farkli olarak, koyu renkte verilmis
bir platform iizerine yerlestirilmis olmalar1 kargilagtirma 6rneginin benzerligi ko-
nusunda elimizi giiclendirmektedir. Tahminen IS 4.-5. yiizyila tarihlenen Azizos
ve Monimos Mozaigi lizerinde yer alan savase1 erkek figiirleri ellerinde mizrak
ile betimlenmislerdir (Salman 2007: 49 sekil 114). Ontario ve Sadberk Hanim
Miizesi’nde sergilenen bu iki mozaik pano karsilastirildiginda, figiirlerin yiiz
hatlar1 ve ifadelerindeki benzerlik iki dosemenin birbiriyle baglantili oldugunu
hatta ayn1 mozaik dosemeden dahi olabilecegini diisiindiirmektedir. Bolgedeki
Azizos ve Monimos kiiltii konusunda bazi tartigmalar olsa da genel olarak kabul
edilen goriis, bunlarin ikiz tanrilar oldugu ve gezegen kiiltleri icerisinde Veniis
gezegenini simgeledikleri ve bu gezegenin sabah ve aksamlari goriilen parlak
yildiz hallerini sembolize ettikleri tizerinedir (Drijvers 1980: 150; Salman 2007:
47). Bolgedeki ikiz tanr1 konsepti ay kiiltii igcerisindeki parcalardan bir detay

10 Haleplibahge, Villa’da oda 7’nin mozaik tabani ve Salon 2’nin désemesinde (Karabulut vd. 2011: 82
fotograf 103) siyah cizgisel dikdortgen bir serit ile ¢cevrelenmis, giil goncalar1 zemine beyaz tesserae
balik pulu biciminde dosenen kafes desenlerinin ortasina yerlestirilmistir.

11 IS 5-6. yiizyillara tarihlenen Sadberk Hanim Miizesi’nde yer alan mozaigin; Envanter no: SHM
10575-ARK 325, Olgiisij: Geniglik 122 cm, Uzunluk 160 cm’dir. Sadberk Hanim Miizesi’ne s6z ko-
nusu mozaigin gorselini ve katalog bilgilerini sagladig1 icin ¢ok tesekkiir ederiz.

12 Haleplibah¢e Mozaikleri’'nde, konuk odasi olarak adlandirilan oda 2’de avlanan Amazonlar Mozai-
ginde de Amazon Hippolyte ve Thermodosa figiiriiniin yiiz ve ayakkabilar1 Artemis Mozaigi ile ben-
zerlik gostermektedir. Detayli bilgi igin bk. Karabulut vd. 2011: 55-56 fotograf 60-61; Onal 2017:
92-101 fotograf 116, 121.
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olarak da goriilebilir'3 (Bailey 1968: 344; Salman 2007: 47 dipnot 136).

Ontario Kraliyet Miizesi’'nde sergilenen Artemis Mozaigi i¢in, diger bir
karsilagtirma ornegi olarak Serrin Artemis’i gosterilebilir (Balty 1990: pl. 2).
Serrin, Osrhoene Bolgesi’nde Edessa’nin giiney batisinda, Euphrates iizerinde
yer alan bir yerlesimdir. Kentin tarihsel gelisimi ile ilgili bilgiler mevcut degildir.
Bilinenler sadece bu yerlesimin, Edessa Kralligi doneminde var oldugu ve bura-
da ele gegen IS 6. yiizyila ait mozaik ile ge¢c donemlerde de iskan gordiigii lize-
rinedir. Maalesef karsilagtirma 6rnegi olarak kullanilan Serrin Mozaigi’nin ait
oldugu yapu ile ilgili herhangi bir bilgi yoktur. 1983 yilinda mozaigin ortadaki
panel kismi bulunmugtur ve sergilenmek iizere Halep Miizesi’ne gotiiriilmiistiir.
Bulunan pargalar muhtemelen dosemenin kenar boliimlerine ait olmalidir. Bu
dort taraftaki panellerde alti mitolojik sahne yer alir (Balty 1990: 74-75; Balty
1995: 255-262; Dunbabin 2002: 184). Burada Artemis ve onun beraberindeki-
lerle bir av sahnesi betimlenmistir. Ortada Artemis oldiirdiigii aslanin lizerine
cikmig ve bir ok darbesi ile yaraladig1 geyige yeni bir darbe icin sadagindan

13 Hz. Isa’nin 6gretilerini yaymasindan kisa bir siire sonra Isa’ya iman eden ve onun dgretilerini kabul
eden krallik i¢inde dahi paganist inanglar ve ritiieller IS 5. yiizyilin sonlarina kadar kesintisiz devam
etmistir (Ross 2001: 86).

Resim 10
Azizos ve Monimos Mozaigi. © Sadberk
Hanim Miizesi.

Resim 11
Azizos ve Monimos Mozaigi. Detay.
© Sadberk Hanim Miizesi.

Resim 12
Azizos ve Monimos Mozaigi. Detay.
© Sadberk Hanim Miizesi.
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Resim 13
Serrin Artemisi (Balty 1990: pl. IL.1).

Resim 14
Serrin Artemisi
(Balty 1990: pl. XXXVI.1, pl. XXXVII.1).

bir ok ¢ikarmak iizeredir!# (Res. 13-14). Artemisin giydigi hareketli kisa peplos
ve bagindaki tact Ontario 6rnegine oldukca yakindir. Ancak Serrin Artemisi’nin
basindaki tacin dikey kisimlar1 daha uzun olarak tasvir edilmisgtir.

Yiiksek kalitede, opus tessellatum teknigi ile yapilmig Ontario Artemis
Mozaigi’nin kompozisyonundan hareketle nasil bir yapiya ya da mekéna
ait oldugu konusunda varsayimda bulunmak oldukg¢a giictiir. Haleplibahge
Mozaikleri ile cagdas oldugunu diisiindiigiimiiz doseme, muhtemelen onun
bir konutun iki ayr1 0zel dosemesi olarak kullanildigint diistindiirmektedir.
Karsilastirma drneklerinden hareketle bu mozaik IS 6. yiizyilin baglarina tarih-
lenebilir.

3. Aslanli Mozaik Parg¢as1 (Resim 15, Cizim 3)

Katalog Bilgileri
Adi: Aslan Mozaigi

Miize Envanter Numarasi ve Korundugu Yer: 994.220.22, Roma ve Yakin
Dogu Joey ve Toby Tanenbaum Galerisi (ROM), Temmuz 2011 den giiniimiize
degin sergilenmektedir.

Bulundugu Yer: Dogu Akdeniz, muhtemelen Tiirkiye, Edessa’dan.
Olciiler: Yiikseklik: 42 cm; Genislik: 54 cm.

Figiir Olciileri: Miizeden alinan katalog bilgilerinde verilmemistir.
Malzeme: Kirectasi tessera.

Tessera Renkleri: Kahverengi, sar1, turuncu, yesil, beyaz/krem ve siyah.
Tarih: Roma imparatorluk Dénemi; IS 200-225.

Tamm: ince bir iscilikle islenmis aslan, profilden tasvir edilmis olup sola dogru
kosar vaziyettedir. Aslan Mozaigi’nin ana sahnesini basit siyah bir cizgisel hat
cevirir. Tek sira siyah tesserae ile olusturulan bu basit ¢izgi (Décor I: pl. 1a)
icerisinde arka ayaklar1 iizerinde yiikselen bir aslan betimlenmistir. Dosemenin
korunan kismindan hareketle, muhtemelen ana tasarimin siyah cercevelerle
boliimlendigini ve bu ¢ercevelerin her birine ikonografik olarak bazi anlamlar
iceren hayvan figiirlerinin yerlestirildigini sdylemek miimkiindiir. Ya da Milet
Orpheus Mozaigi’'nde oldugu gibi, yine panolara ayrilmis ana tasarimda ortada
Orpheus her iki tarafta ise ¢erceve icinde hayvan figiirlerinden olusan bir bagka
tasarim da Onerilebilir (Tiilek 1998: 53-54 fig. 8).

14 Panelin kenarlarinda yaban domuzu ve leopar avlayan iizerlerinde tunik bulunan figiirler yer almak-
tadir. Agaclar ile kuslarin yer aldig1 bu floral sahnede, Artemis ve diger iki avci, neredeyse cepheden
verilmistir. Agizlar1 kapali olarak ve ciddi bir ifade i¢cinde bulunurlar (Salman 2007: 21).
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Resim 15
Aslan Mozaigi. © Ontario Kraliyet
Miizesi.

Cizim 3
Aslan Mozaigi.
© Serkan Demir.

Calismamizda yer alan Aslan Mozaigi’ni karsilastirabilecegimiz ilk ornek
Sanlurfa Orpheus Mozaigi’dir. Bir kaya mezar1 taban mozaigi olan bu déseme,
Sanlurfa’dan Amerika’ya kacirilmis ve 2012 yilinda tekrar Tiirkiye’ye
getirilmistir. Bu mozaikte Orpheus’un etrafinda betimlenen yirtict et¢il hayvan-
lardan biri de aslandir. Orpheus’un saginda en alt sirada iglenen hareket halinde-
ki aslanin yaninda diger vahsi et¢il hayvanlardan yaban domuzu, leopar ve ay1
da bulunmaktadir (Healey 2006: 313-327; Onal 2017: 30-31 fotograf 42). IS
194 yilma tarihlenen Orpheus Mozaigi (Onal 2017: 31 fotograf 42), Toronto
Aslan Mozaigi’yle cagdas bir ornek olarak gosterilebilir. Ancak yukarida bah-
sedilen her iki drnekte de kullanilan aslan figiirii, Ontario Kraliyet Miizesi'nde
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sergilenen aslan betiminden hem viicut dl¢iisii, sagris1 ve yeleleri hem de agiz
detaylar1 bakimindan oldukca farklidir.

Haleplibah¢e Mozaik Miizesi’'nde teshir edilen ve Hayvanli Mozaik olarak
adlandirilan mozaik panoda beyaz zemin lizerinde ¢esitli hayvan figiirleri yer
almaktadir. Burada agzi acik olarak betimlenen aslan, arka ayaklari iizerinde
yiikselerek, dag kegisi iizerine ziplar vaziyettedir. S6z konusu mozaik, IS 5.- 6.
yiizyila tarihlenir (Onal 2017: 115 fotograf 148). Ancak detayli karsilagtirma
yapildiginda, bizim 6rnegimize gore oldukca ge¢ bir tarihten olan Haleplibahge
aslani, adeta metal bir diken formunda yapilmis penge tasarimi agisindan Toronto
Mozaigi ile benzerlik gosterir.

Genel olarak bakildiginda, Ontario Kraliyet Miizesi’'nde sergilenen aslanl
doseme ile kronolojik ve kompozisyon bakimindan baglanti kurabilecegimiz
bagka bir 6rnek yoktur. Ancak makalede incelenen aslan figiiriiniin oldukc¢a genis
ve tist kisimda tiggensel bir ac1 olusturan goz kapaklari, goz bebeginin yukariya
bakar gekilde islenmesi, kullanilan tesserae renkleri, kombinasyonlari, fesserae
olgiileri gibi bazi temel ozellikleri, Edessa yerel mozaik atolyeleri tarafindan
tiretildigi kesin olarak bilinen mezar yapilarindaki kadin ve erkeklere ait port-
reler basta olmak lizere diger mozaik tasarimlar ile olduk¢a benzesir. Aslanlh
Mozaik dosemenin kullanildigr yap1 ve mekan konusunda da maalesef kesin
bir sekilde ifadede bulunmak miimkiin degildir. Aslan mezar yapilarinda ¢ok
kagimiza c¢ikan bir hayvandir. Zira bu tip bir tasarim mezarlarda olabilecegi gibi
herhangi bir 6zel ya da kamu yapisinda da kullanilmig olabilir. Hatta paganizm-
den sonra bile aslan figiirlerinin, Ge¢ Antik Cag’da hem kiliselerin hem de 6zel
konutlarin dekorasyonunda uzun bir siire tercih edildigi bilinmektedir.

Makale kapsaminda inceledigimiz Aslanli Mozaigi lokalize ettigimiz Sanliurfa
ilinin, Birecik ilcesinde, 1880 yilinda bir aslanin vuruldugu kaydedilmistir.
Ayrica Harran ve cevresinin aslanlariyla iinlii oldugu seyyahlar tarafindan be-
lirtilir!>. Edessa mezar mozaikleri ile yapilan karsilastirma sonucu, aslan figiir-
lii doseme, miize katalog bilgilerinde de yer verildigi iizere, IS 3. yiizyilin ilk
ceyregine tarihlenebilir.

15 Soz konusu bilgi icin Prof. Dr. Mehmet Onal’a ¢ok tesekkiir ederiz. Aslan, kedigiller familyasin-
dan, Afrika ve Asya kitalarinda yasayan, erkekleri yeleli, yirtici, tiiyleri sar1 renkli giiclii bir memeli
hayvandir. Aslanlar, hayvan miicadele sahnelerinde kog, geyik, ceylan gibi hayvanlart avlarken de
betimlenmislerdir. Aslan imgesi, giiclii ve egemen bir sembolik anlama sahip olup tasvir sanatinda bu
amagcla kullanilmistir. Erkek aslan, tipik olarak goriilen yelesinden taninir ve aslan yiizii nemli hay-
van simgeleri arasinda bulunmaktadir. Aslan, pek ¢cok cografyada ve uzun bir zaman dilimi igerisinde
hayvanlar diinyasinin en giiclii bireyi olarak kabul ve ilgi gérmiis olup sembolik giiciinii bir¢ok kiiltiir-
de devam ettirmistir. Hitit Cagi’nda kentlere giris kapilarinda, kapinin her iki yaninda yer alan aslan-
lar, kentin koruyucusu 6zelligine sahip olup, tirkiitiicii, gii¢lii kuvvetli nitelikleriyle betimlenmislerdir
(Akurgal 1987: 109 sek. 27 a, b; Unal 2002: 70). Frigler, aslanlar1 kaya mezarlarinda, ortosdatlarda
ve heykel sanatinda ¢ok sik kullanmustir. Frig kaya anitlarinda kullanilan aslanlar, mezar1 koruma
gorevinde olduklari izlenimini vermektedirler (Sivas 2013: 206-287). Urartular da, aslanlarin korku-
tucu Ozelliklerine ozellikle fildisi eserlerde yer vermislerdir (Akurgal 1987: 183 sek. 197-199). Yunan
ve Roma mitolojisinde de, aslan figiiriiyle genel olarak, Herakles’in Nemea aslanini 6ldiirmesi ve
tanrica Hera’nin ve Kybele’nin kutsal hayvani olmasi konulariyla ilgili karsilagilmaktadir. Hristiyan
inaniginda ise Isa’nin cocukluk mucizeleri icerisinde “Aslanlar ve Panterler Mucizesi” bulunmaktadir
(Tiikel — Yiizgiiller 2018:184). italya- Ravenna, San Vitale Kilisesi’nde betimlenen aslan mozaigi, St.
Mark’in sembolii olarak diisiintilmiistiir (Beydiz 2016: 20-21 res. 10).
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Degerlendirme ve Sonug

Giiniimiizde Toronto Ontario Kraliyet Miizesi’nde sergilenen ii¢ mozaik, Edessa
tiretimi olarak lokalize edilmis ve bu her ti¢ dosemede figiirler acik renkli zemin
tizerine yapilmiglardir. Buna gerekge olarak, figiirler ve figiirlerden olugan konu-
nun, izleyici agisindan en vurgulu anlatimini saglayacak beyaz zeminler lizerine
tasvir anlayis1 gosterilebilir. Beyaz zeminlerin tiimii ve mozaigin biitiinii hemen
hemen esit boyutlarda kesilmis fesserae’in diizenli olarak dizilmesiyle, yani
opus tessellatum teknigi ile yapilmistir. Ancak incelenen 6rneklerde saglarda ve
yelelerde tesserae sadece kare formda olmayip iicgen, dikdortgen sekildedirler.
Bu sebeple opus vermiculatum teknigi de kullamilmigtir. Sahnedeki konunun
yine 6n planda olmasi amaciyla, bordiir motiflerinin yer aldig1 sahne kenarlari
dar tutulmustur, diger bir ifade ile ikinci planda birakilmistir.

Incelenen orneklerde sadece ilk 6rnegimiz olan Geng Kiz Mozaigi’nde bor-
diiriin sadece bir kism1 korunmugtur. Bu durum 6zellikle koleksiyonerlerdeki
ve yurtdisindaki miizelerde yer alan, kacakg¢ilik sonucu ¢ikarilmis ornekler i¢in
gecerlidir. Dolayisiyla bilingsizce kaldirilan dosemelerin zeminden alinmasi
sirasinda, esas sahnelerin ¢ikarilip kenar detaylarinin 6Gnemsenmemis olmasi ile
aciklanabilir. Mozaik iizerinde kullanilan genc kiz tasvirinden hareketle, Toronto
Geng K1z Mozaigi’nin Edessa mezarlarindan birine ait oldugu diisiiniilmektedir.
Genel olarak benzer ozellikte olupta Edessa kentine 6zgii kaya mezarlarinda
bulunan pek ¢cok mozaik, belli bir yerel iiretim sahasinin 6zgiin karakterlerini
istikrarlt bir sekilde yansitmaktadir.

Sanlurfa’da iki ana kirectagi kaynagi bulunmaktadir: Fatik ve Tek Tek kayag
kaynaklari. Bunlar kent ¢evresinde en yaygin karbonatl kayag kaynaklaridir!®,

Edessa Mezar Mozaikleri’'nde genel olarak ¢izgisel anlatim s6z konusudur. Yani
figlirlerin ve kiyafetlerin hatlar1 kalin, vurgulu ve tanimlayici sekilde verilmistir.
Cizgisel anlatimin icinde yer alan figiirlerin giysi konturlari, giysinin kendi
renk diizeninin digina ¢ikilmadan koyu renkle olusturulmus bir stil icindedir
(Salman 2007: 85). Renk kullanimi koyudan agiga dogru, uzun salinimli bir
renklendirmeyle ifade edilmigtir. Hacimsellik, perspektif ve derinlik gibi teknik
ozelliklere cogunlukla rastlanmaz. Bu, Suriye ve Iran etkisinin bir uzantis1 olabi-
lir. Yapilan bir cok calismada, Edessa’nin IS 3. yiizyilda farkli, 6zgiin 6zelliklere
sahip bir atdlye oldugu sonucuna varilmistir. Bolgedeki mozaiklerin neredeyse

16 Sanlwrfa’daki bu iki ana kire¢ tasi kaynagindan ve Kanada-Ontario Kraliyet Miizesi’'ndeki Edessa
kokenli oldugu diistiniilen mozaiklerden alinacak 6rnekler iizerinde asagidaki analiz ve tetkikler yapi-
larak daha kesin neticelere ulasmak miimkiindiir:

I- Ham madde belirlemesi,
1I- Orneklerde iz element analizleri,
II- Orneklerde, makro elementlerin oksitler halinde (SiO, A1203, CaO, MgO vb. gibi) belirlenmesi,

IV- Orneklerde, X-ray analizleri (Difraktogramlari)(mineral yapilari ve varsa kil minerallerinin cins
ve oransal katkilari igin) yapilmasi,

V- Segilen bazi 6rneklerde ise karbon izotoplarmin belirlenmesi.

Bu belirlemelerden sonra kaynaklar ve tesserae verileri uzmanlar tarafindan karsilastirilarak, koken
tahmininin yapilabilecegi diisiintilmektedir. Ek olarak yukarida tesserae ve bolgeden alinacak ornek-
ler i¢in dnerilen analiz ve tetkiklerin aynisi, eger tesserae i¢in kullanilan nucleus tabakasindaki malze-
me orijinal ise yani restorasyon sirasinda miidahale yapilmadi ise, Kanada’daki panolarin tesseralari-
1 birbirine ve zemine yapistiran ¢cimento maddesinde de yapilabilir ve bulgular, Edessa’ya ait oldugu
%100 bilinen mozaiklerin benzer ¢cimento maddesi ile ve cevredeki ¢imento ham maddelerinin ana-
lizle bulunacak degerleri ile kargilastirtlabilir. Yerli 6rnekler, Kanada-Ontario Kraliyet Miizesi’ndeki
tarza benzer tarzdaki mozaikler bulunup onlardan almirsa sonucu pekistirme agisindan 6nemli veriler
saglayabilir. Kirectasi kaynaklari ve koken analizi konusunda yukaridaki degerli bilgileri bizimle pay-
lasan sayin Prof. Dr. Selim Kapur ile Prof. Dr. Hiiseyin Savas Bagkaya’ya cok tesekkiir ederiz.
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Abstract

In this paper we deal with some mosaics found in two seaside settlements in the Algarve (Portugal), Boca do
Rio (Vila do Bispo, Faro) and Abicada (Mexilhoreira Grande, Portimdo). Mosaics from Boca do Rio were
found in 1870 by Sebastido Philippes Martins Estdcio da Veiga, and just one of them is preserved today, though
we know some others through two detailed drawings and a plan made by Amélia Claranges Lucotte. The villa of
Abicada has been known since 1917 and its sophisticated pars urbana was excavated between 1937-38 by José
Formosinho. The mosaics of both archaeological sites were studied in 1987 by Prof. José Maria Bldzquez who
offered a first stylistical approach to some of the most outstanding floors. The progress of research produced in
current years in the fields of archaeological research, Roman architecture and mosaics of the Algarve enable us
to address these mosaics again, to study them from a broader perspective. We analyse their stylistic and com-
positional characteristics, paying special attention to the similarities with mosaics in other rural settlements in
the area, like the best-known examples of Milreu and Cerro da Vila. They all share some stylistic and technical
characteristics that enable us to place them in a common chronological and productive horizon, next to the
mosaic production of other Roman sites of the Algarve. Thus, close parallels of geometrical and ornamental
style in neighbour mosaics is useful both for suggesting a date to these non-stratigraphically dated mosaics and
for defining the features of the widespread mosaic production in the Algarve.

Keywords: Mosaics, Roman villae, maritime settlements, Algarve, Portugal, geometric patterns.

Oz

Bu calismada deniz kiyist yerlesimleri olan Algarve (Portekiz) ve Boca do Rio (Vila do Bispo, Faro) ile Abi-
cada (Mexilhoreira Grande, Portimdo)’da yer alan bazi mozaikler ele alinacaktir. Boca do Rio’daki mozaikler,
1870 yilinda Sebastido Philippes Martins Estdcio da Veiga tarafindan bulunmug ve bunlardan sadece birinin
giliniimiize kadar korunabilmis olmasina ragmen soz konusu mozaiklerden bazilart Amélia Claranges Lucotte
tarafindan hazirlannmusg iki detayli ¢izim ve plandan bilinmektedir. Abicada Villasi, 1917 yuindan beri bilinmek-
tedir ve villanin oldukga sofistike olan pars urbanast 1937-1938 yillar: arasinda José Formosinho tarafindan
kazilmistir. Her iki arkeolojik mevkide yer alan mozaikler, 1987 yilinda Profesor José Maria Bldzquez tarafindan
calisilmis ve en seckin mozaikler iizerine ilk stilistik yaklasim onerileri yapunustir. Algarve’nin Roma Done-
mi mimarisi ve mozaikleri iizerine son yillarda gerceklestirilen arkeolojik calismalarda elde edilen bulgular
sayesinde bu mozaiklerin tekrar ele alinmasi ve daha genis bir perspektif ile degerlendirilmesi miimkiin hale
gelmistir. Mozaikler, stilistik ve kompozisyonel karakterleri baglaminda analiz edilirken, Milreu ve Cerro da
Vila gibi en iyi bilinen ornekler ve bolgede yer alan baska kirsal yerlesimlerdeki mozaiklerle aralarindaki
benzerliklere ozellikle dikkat cekilmektedir. Tiim mozaiklerin belli stilistik ve teknik oOzellikleri paylagsmast,
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mozaiklerin, Algarve’nin diger Roma Donemi yerlegimlerinin mozaik iiretimi yaninda, ortak bir kronolojik ve iiretimsel
diizlem iizerine oturtulmasina imkan saglamaktadir. Boylelikle geometrik ve bezeme stilleri agcisindan yakin paralel-
likler gosteren birbirine komsu bolgelerdeki mozaiklerin degerlendirilmesi hem stratigrafik olarak tarihlenmemis mo-
zaikler igin bir tarih hem de yayilmis olan mozaik iiretiminin bilesenlerinin tanimlanmasinda onem tagimaktadur.

Anahtar Kelimeler: Mozaikler, Roma villalari, kiyt yerlesimleri, Algarve, Portekiz, geometrik desenler.

In 1987 Prof. José Maria Bldazquez offered to his colleagues of the Fifth
International Colloquium on Ancient Mosaics held at Bath (England) a presen-
tation about the not well-known mosaic floors at two Roman sites located in the
Algarve (southern Portugal). This work was published in 1994 (Bldzquez 1994:
187-198) under the title “Mosaicos de Boca do Rio y Abicada (Lusitania)”. In
his paper, he dealt with some of the most interesting examples located in these
two maritime settlements, offering a first stylistic approach to some of the most
outstanding floors.

In the first place, Prof. José Maria Bldzquez studied a mosaic found in 1870
in Boca do Rio (Villa do Bispo, Faro) by Sebastido Philippes Martins Estdcio
da Veiga (Veiga 1910) and preserved today at the Museo de Lagos (Portimao).
Secondly, he analyzed some mosaics from the villa of Abicada (Mexilhoiera
Grande, Portimao). Those were found in 1918 by José Leite de Vasconcelos
(Vasconcelos 1918: 128) and twenty years later, in 1938, by José de Formosinho
during his archaeological fieldwork (Formosinho 1942: 107-110).

The effective progress of research produced in current years in the fields of ar-
chaeological research, Roman architecture and mosaics of the Algarve (Teichner
2007; Duran Kremer 2007; Teichner 2008a-b; Duran Kremer 2011; Lancha —
Oliveira 2013; Teichner 2017a-c) makes it necessary to address these mosaics
again, to study them from a broader perspective. They all share some stylistic
and technical characteristics that enable us to place them in a common chrono-
logical and productive horizon, next to the mosaic production of other Roman
sites of the Algarve. Thus, close parallels with the geometrical and ornamental
style in neighbouring mosaics will be very useful both for suggesting a date to
these non-stratigraphically dated mosaics and for defining the features of the
widespread mosaic production in the Algarve.

Boca do Rio (Vila do Bispo, Faro)

The Roman settlement of Boca do Rio, located on the Ribeira de Vale, lies 15
km west of the ancient Lacobriga on the section of the Algarve coast that faces
the rough Atlantic winds. In 1878, the Roman coastal settlement was identified
by S. P. M. Estdcio da Veiga (Veiga 1910; Santos 1971: 78-106). As can be seen
from the plan of the ruins drawn up back then (Fig. 1), several groups of rooms,
situated along the steep bank above the beach, could be identified on the right
bank of the Ribeira that flows into the sea at this point. These groups of rooms
formed a long building object that followed the terrain contours. The connecting
element is clearly a corridor or portico (Fig. 1, D) which, interestingly, links the
separate parts of the building on the inland side of the building, the side furthest
away from the sea. For a long time, the building was thought to be part of a typi-
cal villa maritima with a balneum. Based on ongoing geoarchaeological investi-
gations by the universities of Marburg (Germany) and Faro (Portugal), however,
it can be understood as the residential quarter of a much larger fishing settlement
(agglomération secondaire or vicus) dating from the first to the fifth century AD.
Its economic basis existed of fishing and the production of fish sauces (Medeiros
— Bernardes 2012; Teichner 2016: 243-244; Teichner et al. 2018).
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The mosaic floor published by Prof. José Maria Bldzquez (Bldzquez 1994: 187
fig. 1) belonged to the building structures that were oriented towards the sea shore
and found in 1870 by Estdcio da Veiga. In 1933, the notary José Formosinho de-
cided, because of the continuous threat of the sea to the building structures of the
site, to translate it to the regional museum, founded by himself in the city centre
of Lagos (Igreja de Santo Antonio). How well-considered this decision was from
a conservation point of view, shows a look at the shape of today’s shoreline (Fig.
2): The overwhelming part of the buildings still documented in the 19" century

Figure 1
Plan of the Roman secondary maritime
agglomeration of Boca do Rio (Veiga 1910).

Figure 2

Aerial picture taken in the spring of 2017
showing the section of the coastline of
the Roman fishing station Boca do Rio. It
becomes clear that buildings which were
still existent in the late 19" century have
been claimed by the sea since then. The
dotted green line shows the 19" century
shoreline documented in Fig. 1.
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is already gone. Only the two suites of rooms A-D have survived under the walls
of a royal Portuguese fishing station that was erected after the Lisbon seaquake
(tsunami) of 1755. These can be investigated at the moment.

In fact, the mosaic presented by Prof. José Maria Blazquez on his first figure,
i.e. the one that can still be seen in the Lagos Museum today (Fig. 3), was found
next to two other floors not preserved today and which we only know through
two detailed drawings and a plan made by the wife of Estdcio da Veiga, Amélia
Claranges Lucotte (Veiga 1910) (Figs. 4, 6, 7). They all paved a modest bath-
ing area in the pars urbana of the settlement, probably the frigidarium (Garcia
Entero 2003: 441). They were situated in the rooms labelled on the plan with the
letters K (the mosaic studied by Prof. José Maria Blazquez), J, C and D.

Veiga (Veiga 1910: 213-214) offered a description of those rooms furnished with
mosaic floors:

“J Casa no mesmo plano inferior do corredor D, com pavimento de mo-
saico. Mede 3m,96 por 4m,65.

K Casa contigua d antecedente e communicada por porta central, com
bello pavimento de mosaico. Mede o mesmo da antecedente.

C Casa de forma triangular, com pavimento de mosaico, tendo uma
estreita passagem no angulo superior para o corredor D.

D Corredor com pavimento de mosaico igual ao da casa antecedente,
cuja extensdo, ainda apreciavel, é de 24m,05, sendo a sua largura de
3m,52. Este corredor dividia um grande estabelecimento de banhos em
dois corpos distinctos, o primeiro construido junto d praia, e o segundo
em plano superior mais afastado do mar.”

Figure 3

Mosaic from room K at the Roman site
of Boca do Rio. Today at the Museo de
Lagos, Portimio.
<http://vila-do-bispo-arqueologica.
blogspot.com.es/2014/01/villa-romana-
da-boca-do-rio-budens.html>
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Figure 4

Design of the mosaic of room K at the
Roman site of Boca do Rio. Made by
Amélia Claranges Lucotte (Veiga 1910).

<http://vila-do-bispo-arqueologica.blogspot.

com.es/2014/01/villa-romana-da-boca-do-
rio-budens.html>

Figure 5

Watercolor painting from the beginning of
the 20" century of the floor mosaic in the
entrance area (Teichner 2008a: 127 fig.

46 rooms A1-2) of the pars urbana of the
Roman villa of Milreu. Made by F. Tavares
Bello in the course of the archaeological
fieldwork conducted by S. P. Martins
Estdcio da Veiga (Archive of the MNA
Lisboa, Teichner 2008b: 1053 fig. 2).

In our days, only one third of the mosaic K is preserved (Fig. 3), so the drawing
of Amélia Claranges Lucotte (Fig. 4) is of great help to know its original appe-
arance. Originally, polychrome mosaic floor K had two black frames, separated
by a white line. The first one was decorated with serrated triangles, the second
one with an undulating row of inverted peltae. These, too, are adorned with ser-
rated triangles in their centre. The square centre panel exhibited an orthogonal
pattern with semicircles on the sides, outlined with a guilloche, and one krater
occupying each of the four corners. In the drawings, Esticio da Veiga presented
the central area of the floor as an empty space, without any geometrical figure.
Each semicircle is outlined with a line of serrated triangles and in its centre it
has a vegetal decoration of hedera foils and peltae with ivy scrolls. The kraters
in the corners have S-shaped handles and triangular bases. The body and the
neck show a major distinction. This type of vase (form I after Limao 2011: 577)
remained the same through time, from the 2™ century AD until the 3/4" century
AD. Water seems to come from the mouth of each krater, spurting to the krater in
the opposite corner. Kraters are a popular decoration in mosaics and very similar
examples also appear in the nearby villae of Milreu (Fig. 5) (Teichner 2008a:
124-125 rooms Al-2 fig. 46; Teichner 2008b: fig. 2) and Abicada (Bldzquez
1994: 190 fig 5; Teichner 2008a: 438-440 room B7 fig. 258). Similarities with
nearby mosaics do not end here. The same undulating row of inverted peltae
and serrated triangles can be seen in Milreu (Teichner 2008a: 124-125 rooms
Al-2fig. 46 146-150 room A41 fig. 64; 159 room A51 fig. 68) and Cerro da Vila
(Teichner 2008a: 305 room A37 fig. 162).

The chosen pattern seems to constitute one of the very common variations of
the “esquema a compés” (Lépez Monteagudo 2004: 188). However, the present
reconstruction (Fig. 5) seems incorrect, because this kind of pavement usually
exhibits a central circle, as we can see in mosaic K.

Regarding mosaic floor J, we only know of it through the drawing of Amélie
Lucotte, because it was probably destroyed by the sea (Formosinho 1942:
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107-110). It is, according to this delicate design, a polychrome mosaic (Fig. 6).
It has two white frames, one inside the other, the second one with a line of in-
tersec- ting circles. We can also see a narrow frame decorated with a line of ser-
rated triangles. In the central carpet, a design of a central circle, semicircles on
the sides and ovals in the corners can be seen. These are decorated, alternatively,
with peltae with foils and heart-shaped leafs and ivy scrolls. The central circle
was decorated with a floret with four heart-shaped petals surrounded by scrolls.

As an exact parallel to the central carpet pattern we can cite one mosaic floor in
Milreu (Teichner 2008a: 159 room AS51 fig. 68) which constitutes the best reflec-
tion of the close affinities in mosaic production of these settlements. We can
also appreciate the similarities in the vegetal decoration of both mosaics (heart-
shaped leafs and ivy scrolls). The line of intersecting semicircles also appears in
some mosaic floors in this area like in Milreu (Teichner 2008a: 161-164 room
AS53 fig. 70) and Cerro da Vila (Teichner 2008a: 292 room A3 fig. 157).

Finally, a third drawing is preserved (Fig. 7) documenting a mosaic in situ hea-
vily damaged by the sea as Estdcio da Veiga explained in 1910. It decorated the
floor of corridor D. However, in 2009 some parts of this mosaic were found
again and extracted (Medeiros — Bernardes 2012: 13).

“O inverno rigoroso de 2009/2010 teve grande impacto na destrui¢cdo
das ruinas. O recuo da linha de costa foi particularmente evidente e em
consequéncia disso, em Marco de 2010, numa das visitas regulares ao
sitio, Jodo Pedro Bernardes deu conta das consequéncias da abrasdo
maritima ao descobrir parte de um pavimento de mosaico. No corte do
talude, em frente aos antigos armazéns, era visivel uma linha de tesse-
las in situ, e na zona de preia-mar, alguns fragmentos do rudus do ao
qual pertenceriam. Tratava-se de parte do pavimento correspondente ao

Figure 6

Design of the mosaic of room J at the
Roman site of Boca do Rio. Made by
Amélia Claranges Lucotte (Veiga 1910).
<http://vila-do-bispo-arqueologica.blogspot.
com.es/2014/01/villa-romana-da-boca-do-
rio-budens.html>

Figure 7

Design of the mosaic in room D at the
Roman site of Boca do Rio. Made by
Amélia Claranges Lucotte (Veiga 1910).
<http://vila-do-bispo-arqueologica.blogspot.
com.es/2014/01/villa-romana-da-boca-do-
rio-budens.htmI>



The Mosaics from Abicada and Boca do Rio (Portugal)... / Abicada ve Boca do Rio (Portekiz) Mozaikleri... 263

Figure 8

Groundplan of the residential part (pars
urbana) of the villa maritima of Abicada
(Portugal) with the living areas A-C, portico
D3, situated along the southern front, and
the corridor D1-2, leading downhill to the
pars rustica and the shore (Teichner 2017c).

desenho do mosaico da planta de Estdcio da Veiga que acompanhava
o dngulo do corredor D e que se prolongava ao longo do mesmo e do
compartimento C. Com vista ao seu salvamento, entre os meses de Julho
e Agosto do mesmo ano, teve lugar uma nova interven¢do de emergencia.
O mosaico, que jd se encontrava muito destruido, foi levantado por uma
equipa especializada e ficou a cargo da autarquia local.”

According to the drawing, it is a black and white bichrome mosaic that paved
both a triangular space (?) and a long corridor that linked two areas of the pars
urbana of the villa. The floor shows an orthogonal pattern with white convex-
sided rectangles outlined in black, forming big squares and small concave
squares. Ivy scrolls decorate the triangular spaces between both arms of the cor-
ridor. A very similar pattern can be seen in Milreu (Teichner 2008a: 161-164
rooms A53-A54 figs. 70-71) but in those cases the rectangles do not have convex
but straight sides.

The villa maritima of Abicada (Mexilhoreira Grande, Portimao)

The second main topic of Prof. José Maria Bldzquez 1987 article which was
taken as a starting point concentrated on the villa of Abicada that lies about 10
km east of Lacobriga (Lagos) between the lower reaches of the Ribeira do Farelo
and the Ribeira da Senhora do Verde. The villa has been known since 1917 and its
pars urbana was excavated between 1937-38 by José Formosinho, the notary
who also rendered services to the conservation of the mosaics of Boca do Rio.
The residential quarter with more than 30 rooms covering 1,200 m? and a sophisti-
cated architectural plan with a hexagonal inner courtyard is located on a spur that
juts far to the south and is situated almost 8 m above sea level. In our description of
the rooms we can follow the 2008 monograph of the complete site (Fig. 8) (Teichner
2008a: 419-447 fig. 246; Teichner 2017c¢: fig. 2).
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The first building section, subsequently called Unit A, lies in the western part of
the triform complex. The rooms A1-4 and A7-10 cluster symmetrically around
the central room A6 and its surrounding portico A5. Access to the 250 m? build-
ing complex was granted from the south through room A9, i.e. via the portico
D3. The structural design is orientated along a centreline formed by rooms A2
and A9. The corridor A2 and the symmetrical rooms Al and A3 form the north
wing, mirrored by rooms A8 and A10 which form the south wing. The middle of
the building was occupied by a central hall (A6) and its surrounding portico AS.
While all these rooms feature mosaic floors, there were no such remains detected
in rooms A4 and A7, which were separated by narrow parapet walls with super-
imposed brick columns. They are likely to have been two ornamental gardens
visible from portico A5 (Teichner 2017c: 3).

The mosaics of the two inland-oriented rooms A1 and A3 are the best-preserved
ones. The rectangular cubiculum A1l (Fig. 9) was furnished with a 550 cm x 350
cm mosaic (Blazquez 1994: 293 fig. 8; Teichner 2008a: 428 A1 fig. 248; Duran
Kremer 2011: 356 figs. 4-6; Teichner 2017c: fig. 4) divided into two carpets as
typically seen in rooms described as cubicula. Both of them are framed by a
double black line and a broad white field, which is filled with tendril scrolls at
one end, highlighting the eastern doorway.

The main carpet, polychrome, presents an outlined orthogonal pattern of tan-
gent eight-lozenge stars forming squares (rectangles in the edges) between them
and smaller poised squares. These geometrical figures exhibit a rich repertoire
of multi-coloured blossoms, very stylized vegetation, Solomon’s knots, peltae,
lyre-shaped knots and swastikas. The rear western part shows a black and white

Figure 9

Mosaic floor in Room A1 of the villa
maritima of Abicada, Portugal (Teichner
2008a: fig. 248; Teichner 2017c: fig. 4).

Figure 10

Mosaic floor in Room A3 of the villa
maritima of Abicada, Portugal (Teichner
2008a: fig. 249; Teichner 2017c: fig. 5).
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Figure 11

Mosaic floor in the entrance (vestibulum
A9) and corridor A5 of the villa maritima
of Abicada, Portugal (Teichner 2008a:
fig. 253; Teichner 2017c: fig. 6).

outlined orthogonal pattern of adjacent irregular octagons forming small squares
between them. Some octagons are decorated with swastikas, while others pre-
sent an inscribed small or big square inside. In the partial octagons on the edges
there are also bisected crosslets. Close parallels can be found in Milreu (Teichner
2008a: 154-155 room A44 fig. 66).

Room A3 (Blazquez 1994: 188 fig. 3; Teichner 2008a: room A3 fig. 249; Duran
Kremer 2011: 355 figs. 2-3; Teichner 2017c¢ fig. 5) forms the axisymmetrical
counterpart to A1 (Fig. 10). The bichrome mosaic measures 560 cm x 355 cm.
The unique carpet is framed by a white field with black crosslets in this instance
and covered with an orthogonal pattern of spaced swastika meanders with sin-
gle returns and adjacent squares, the spaces staggered and containing a simple
delineated square. This simple design has an exact parallel in the nearby villa
of Milreu (Teichner 2008a: 132 room A13 fig. 52) but also in the so-called Casa
del Mitreo and Casa del Anfiteatro in Mérida (Blanco Freijeiro 1978: 37-38).
Unfortunately, we still do not have reliable stratigraphic chronologies for these
pavements.

The portico A5, granting access to Unit A, as well as the two corridors A2 and
A9 are all embellished with tricoloured mosaic floors. A2 and A5 (Fig. 11) are
furnished with a mosaic with a simple isotropic design composed of a repetitive
pattern of rosettes of quatrefoils framed by four adjacent peltae, and circles at
the intervals. Combinations of peltae seem to be very frequent in this villa and
in other sites of the Algarve as a subordinated decoration, frequently destined to
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embellish geometric patterns, although in this case we can see the way in which
they acquire prominence as they become the main motif of the decoration.

Vestibulum A9 (Fig. 12) displays a panel with a round shield of triangles in
contrasting colours in its entrance area (Teichner 2008a: 431-435 figs. 253-254).
This decoration (Luzén 1988: 213-241) seems to be typical of vestibules and
other dynamic spaces in Roman times, due to the absence of a privileged pers-
pective in the design (Mafias Romero 2010: 47), therefore inviting to roam the
space. A similar use of a shield of triangles used as a mosaic for a vestibulum
can be seen in the Roman villa of Carranque (Ferndndez Galiano et al. 1994:
317-326).

Mosaic A6 (Blazquez 1994: 196-197 n. 10 figs. 12a-b; Teichner 2008a: 431-432
pl. 102 A-B; Duran Kremer 2011: 359-360 fig. 20; Teichner 2017c: fig. 7) fur-
nished the central banquet room. Unfortunately, it is currently under restoration
ex situ and thus could not be re-analyzed in detail, but it was probably the finest
mosaic in the villa. The excavator José Formosinho wrote in his private excava-
tion diary:

“A diversidade do seu disenho e colorido, tornam qudsi impossivel a sua
descricao; forma como que um tapete que por completo cobre o chdo,
numa drea de cérca de trinta metros quadarados, teme m volta uma cer-
cadura de entrelacados, emoludurados por rectdngulos multicolores.”
(Quoted by Teichner 2008a: 432 fn. 523).

On ancient photographies a beautiful geometric and ornamental mosaic can be
seen. A graphic reconstruction has been recently proposed (Fig. 12) (Teichner

Figure 12

Mosaic floor in Room A3 of the villa
maritima of Abicada, Portugal (Teichner
2008a: fig. 249; Teichner 2017c: fig. 5).
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2017c: 6 fig. 17). The mosaic floor presents a white band with tendril scrolls,
framing a white band with double black line. The central carpet has a pseudo-
-fringe decorated with small squares with Solomon’s knots in the angles and
forming rectangles decorated with stylized venerae. The centre exhibits a geo-
metrical composition developed around a central square with four poised squares
in the corners, forming eight-lozenge stars. We deal in this case with one simp-
le variation of the orthogonal grid pattern of eight lozenges (Salies 1974: 5-6,
Rautensternsystem I pl. 2,18). The certainly overladen decoration (peltae, quat-
refoils, Solomon’s knots, venerae, stylized vegetal decoration) shows an inspira-
tion close to one mosaic floor of Cerro da Vila (Teichner 2008a: A12 fig. 159)
and also evokes some examples coming from the nearby province of Baetica
(Mafias Romero 2010: 111; 2011: 39-40; Lépez Monteagudo 2016: 54-56).

The central Unit B (20 m x 19.5 m) measures 390 m?2 and lies between Units A
and C in the west and east respectively. The rooms B3 to B8 cluster around por-
tico B9 which forms a hexagonal corridor encircling the central hexagonal basin
B10 (impluvium). At least some of the rooms around this corridor were furnished
with mosaics. During the first excavation in December 1938, partial surfaces
of the heavily damaged mosaic in room B8 were extracted. Room B7 is much
damaged but its decoration can be partially reconstructed. Rooms B3 and B4
are the best-preserved ones. The plainer mosaics found in the rear areas of the
rooms, opposite the entrance, give a hint of the function of these chambers (cu-
bicula) — obviously, they were designated to hold klinai (lecti) or other furniture.

Mosaic B3 (Bldzquez 1994: 194 fig. 9; Teichner 2008a: fig. 256; Duran Kremer
2011: 357 figs. 9-10; Teichner 2017c: 7 fig. 9) covers a space of 22 m? and was
worked in red, white and black (Fig. 13). A surrounding white frame with black
spaced crosslets softened by light red zesserae encloses a simple monochrome
border of wide-spaced dentils. The central panel is decorated with black lines
forming eight-lozenge stars. The square and rectangular spaces in between are
filled with multi-coloured diamonds ornamented with a radial eye pattern, tri-
angles or inscribed squares. Some of those squares are decorated with the same
rosette formed by quatrefoils and peltae seen in spaces A2 and A5. The rear
carpet shows a bichrome lattice pattern of adjacent oblong hexagons forming
lozenges on white ground. It was probably used as a place for a bed (lectus). It
is remarkable because of its geometric simplicity and the reference to common
classical Italic models, as we will see in room B4.

Room B4 (Blazquez 1994: 192 figs. 6-7; Teichner 2008a: fig. 257; Duran Kremer
2011: 358 figs. 11-12; Teichner 2017c: 7 fig. 10) also presents a double division
of space with two parts framed by a white simple band with black spaced cross-
lets (Fig. 14). The rear part is decorated with a bichrome lattice pattern of adja-
cent hexagons forming lozenges. The main carpet has a centralized composition
with two successive bands. The most external one presents a pattern of intersect-
ing circles forming quatrefoils. The next one shows a composition of two peltae
facing each other with a poised square in the centre of each side. The corners
are occupied by circles with inscribed squares and stylized vegetal decoration
with a floret composed of two pointed leafs and two heart-shaped petals. The
main panel surrounds a central medallion of 90 cm diameter. The inner roundel,
enclosed within a simple twisted guilloche, is completely destroyed today.

The last of the mosaics preserved in the villa belongs to room B7 (Fig. 15)
(Teichner 2008a: fig. 258; Teichner 2017c¢: 8 fig. 11) It is a much damaged deco-
rated floor, whose partial reconstruction has been proposed by Teichner con-
sidering the preserved areas. Running peltae can be seen in the 1.45 m wide
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doorway. The centre panel was surrounded by a white outer border displaying
stars made of red, yellow and black fesserae and an inner frame showing alter-
nating poised squares and lozenges. Of the centre panel, surrounded by a simple
twisted guilloche, only one of the kraters with S-shaped handles in the corners
has survived. We can also make out the swastika decorating its body.

Prof. José Maria Blazquez analyzes in his study two more mosaics (Blazquez
1994: 189-191 figs. 4-5), but this is an error since these two floors belong neither
to Abicada nor to Boca do Rio, but to the furnishings of the richest Roman villa
of the Algarve coast, the nearby villa of Milreu (Teichner 2008a: 155 room A45
fig. 66; 161-164 room A53 fig. 70).

Conclusions

As we have seen earlier, mosaics floors in Boca do Rio and Abicada constitute
an excellent example of the mosaic production in the Algarve and show a wide-
spread taste for mosaics in late antiquity in this area.

They all share some stylistic and compositional characteristics among them and
in relationship with other villas and Roman settlements in the area, like the best-
known examples of Milreu and Cerro da Vila. The most outstanding features
are the recurrence of a compositional scheme (a single big carpet or two, if we
deal with cubicula) and the repetition of certain decorative patterns (orthogonal
lattice pattern, central circle in a square carpet, swastikas) and the repetition and
combination of ornamental motifs (vegetalized peltae, swastikas, kraters, quat-
refoils, Solomon’s knots). These mosaics exhibit a great decorative sobriety. The

Figure 13

Mosaic floor in Room B3 of the villa
maritima of Abicada, Portugal (Teichner
2008a: fig. 257; Teichner 2017c: fig. 10).

Figure 14

Mosaic floor in Room B4 of the villa
maritima of Abicada, Portugal (Teichner
2008a: fig. 257; Teichner 2017c: fig. 10).



Figure 15

Mosaic floor in Room B7 of the villa
maritima of Abicada (Teichner 2008a:
fig. 258; Teichner 2017c: fig. 11).
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treatment of geometrical schemes is extremely simple: often just polychrome
twisted guilloches or, in most cases, simple fillets. We can also appreciate the
absence of figured mosaics even in reception rooms and the widespread taste
for bichrome or faint polychrome mosaics, using a scarce variety of soft shades
from local quarries (as also demonstrated by Lancha — Oliveira 2013: 544 and
546 for the mosaics of the east Algarve). As M. Jestis Duran Kremer pointed
out some years ago when referring to Abicada (Duran Kremer 2011: 345) many
stylistic and iconographic similarities can be detected with the partes urbanae
of the Roman settlements at Milreu and Cerro da Villa. We believe that this brief
study shows that also the mosaics floors from Boca do Rio are within this very
same productive horizon, even if, at the present moment of research, we cannot
state that they are the work of the same workshop.

The subordinate decoration shows also important similarities with mosaics from
the provinces of Baetica and southern Lusitania. Therefore, the conclusion of
Prof. José Maria Bldzquez (Blazquez 1994: 198) who compared these pave-
ments with the mosaic floors from the northern Meseta in Spain and the present
provinces of Le6n and Navarre in France should be revised because recent exca-
vations have provided a great number of new examples.
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Even if we do not have stratigraphic data for providing a reliable chronological
study of these mosaics, the remarkable resemblance of the villa at Abicada to
some of the building phases of the third and fourth century at the neighbouring
settlements of Milreu and on the Cerro da Vila (Teichner 2008a; 2017a; 2017b)
invite us to consider a similar chronology. In Milreu, the comparable floors be-
long to building parts most of which were probably only erected during a big
restructuring of the middle Imperial villa between the end of the third and the
middle of the fourth century (phase E: Teichner 2008a: fig. 43). In the residential
building A on the Cerro da Vila, the two rooms with comparable mosaic floors
— the vestibule and the biclinium — were already erected during a building phase
dating to the second century (phase II). At least for the mosaic in the biclinium,
however, we can assume that it was only laid out during the extension in the
course of the third century (phase Illa; Teichner 2008a: fig. 154). Finally, the
current ongoing stratigraphic investigations at Boca do Rio also confirm that
the mosaics found by Estdcio da Veiga belong to a later construction period
(Teichner et al. 2018). This phase seems to follow an earlier building phase that
was then destroyed during the course of the third century.

At the same time, all the stylistic features related earlier and the absence of
depictions of figures dissociate them sharply from the later mosaic floors of the
late fourth and fifth century, thus making a tetrarchic date most likely for Abicada
(Teichner 2008a; 2017c). Duran Kremer, too, proposed a date in the second half
of the third century (Duran Kremer 2007: 222) — and this terminus post quem for
Boca do Rio seems to be confirmed by the recent investigations on the site, too.
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Abstract

The present article deals with the mosaic pavements of one of most significant residential complexes in Late
Antique Philippopolis — the Domus Eirene. The name of the complex refers to the personification that is the
main element in the decoration not only of the reception hall, but the entire building. An analysis of two main
aspects is made: one concerning the transformation of the image of the personification into a Christian saint,
and another which concerns the transformation of the complex itself into a domus episcopalis and how that is
reflected in the mosaic pavements. In the case of Eirene the image may have well been connected with histori-
cal events, contemporary or nearly contemporary with the time when the mosaic was produced, and also with
political and religious propaganda.

Keywords: Mosaic pavement, Late Antiquity, Philippopolis, personification, Christianity, Eirene.

Oz

Bu makalede, Ge¢ Antik Philippopolis’in en énemli konut komplekslerinden birinin, Domus Eirene’nin mozaik
dosemeleri ele alinmistir. Kompleksin adi, sadece resepsiyon salonunun degil, tiim binanin dekorasyonunda
ana unsur olan Eirene kisilestirmesinden gelmektedir. Ik olarak kisilestirme imgesinin bir Hristiyan azizine
doniigiimii ve ikinci olarak da kompleksin bir Domus Episcopalis'e doniismesi ve bunun mozaik dosemelere
nasil yansitildigy ile ilgili olarak iki temel noktamin analizi yapimustir. Eirene orneginde, bu tasvir, mozaigin
iiretildigi tarihle cagdas veya neredeyse cagdas olan tarihsel olaylarla, ayni zamanda politik ve dini propagan-
dayla da baglantili olabilir.

Anahtar Kelimeler: Mozaik doseme, Ge¢ Antik, Philippopolis, kisilestirme, Hristiyanlik, Eirene.

The so-called ‘domus Eirene’ is one of the most distinguished residential complexes in Late Antique Philippopolis,
Thrace, located in the town center (Fig. 1). Although discovered several decades ago (an extensive report of the
results of the archaeological excavation has been published in Karov - Bospachieva 1989: 129-164), the domus con-
tinues to attract the attention of scholars from different fields such as Late Antique urbanism (Dinchev 2002: 210;
Topalilov 2012: 419-420; Topalilov 2014: 228-229), Late Antique art in the case of mosaic pavements (Kolarova -
Bospachieva 2014: 210-226; Pillinger et al. 2016: 174-198) and even Early Christianity, as some of the images may
imply a possible interpretatio christiana (Pillinger et al. 2016: 182-184). The mosaic pavements are also of interest
as they reveal the clear process of transformation of the residential complex itself which eventually became a domus
episcopalis. In fact, the domus Eirene is the only complex among all those known from Late Antique Philippopolis
where such transformation can be detected and studied. Thus in the following paragraphs some features of these
mosaics will be discussed in detail as well as their possible link with an interpretatio christiana.
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It is not my intention here to discuss all aspects of the mosaic pavements of the
domus Eirene, as this has already been done. A brief description, however, is
needed for our study.

The mosaic pavements covered almost the whole representative part of the
complex (Fig. 2). They decorate the vestibule (room 1), the south and east porti-
cos of the inner courtyard, and rooms 3, 9, 10 and 11. They were not, however,
installed simultaneously, as a recent study reveals, detecting at least four phases.
The earliest of them dates to the second half of the 3% c. CE to the beginning 4
c. CE; the second phase, which consists of the mosaic pavement only in room
3, is dated to the last quarter of the 4" ¢. CE. The third phase, which includes a
portion of the greeting inscription from the mosaic in room 3 and also the mo-
saic pavement in both porticos, the vestibule (room 1), and room 10, is dated to
the first quarter of the 5" c¢. CE with a terminus ante quem of 441/442 CE; and
the final fourth phase, which is detected only in room 9, is dated to 471-476 CE
(Pillinger et al. 2016: 197). The proposed chronology is acceptable in general,
although some details are not yet entirely clear. They will be discussed below
in the course of studying the dynamics of the transformation of functions of the
rooms and how that is reflected in the mosaic decoration.

The centerpiece of the whole building is certainly room 3. It is the biggest room
(8,8/6 m), and the most richly decorated with not only a mosaic floor, but also
an octagonal-shaped fountain in the center (Fig. 3). The mosaic itself consists of
two major parts presented by two emblamata — the eastern one with the image of

Figure 1

The location of the most representative
residential and Christian complexes in Late
Antique Philippopolis

(Domus Eirene is located under No.6).
Map by Ivo Topalilov.



Figure 2
The mosaic pavements of Domus Eirene
(after Bospachieva 2003: 87 fig. 3).

Figure 3
The mosaic pavements of Domus Eirene,

closer view (after Pillinger et al. 2016: taf.

120 abb. 319).
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a female personification (Fig. 4), and the western one with the image of a crater
(Fig. 5). The image of the personification is rendered in opus vermiculatum,
with a light-blue nimbus and a diadem. An inscription on both sides of the head
identifies the personification — EIPHNH. The image itself is the first to be seen
when entering the room from the south portico.
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Figure 4

Domus Eirene, the
medallion with the image
of Eirene.

Photo: Ivo Topalilov.

Figure 5

Domus Eirene, the
emblema with cantharos.
Photo: Ivo Topalilov.



Figure 6

Domus Eirene, the western
border in room 3.

Photo: Ivo Topalilov.
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The crater, by contrast, is orientated toward the west where an earlier entrance,
later blocked, might have existed. The different character of the mosaic in the
middle of the west border may be an argument for such an entrance (Fig. 6)
(Pillinger et al. 2016: 176, 185). This emblem, however, divides the room into
two parts, a division that is also observed in the borders of the mosaic pavement.
The southern border is a good example of this, and the northern one, despite
having been repaired several times, has similar indications (Fig. 3). Here the
question arises of whether these images indicate two parts of the room with dif-
ferent functions, considering that we are not dealing with pseudo-emblemata.
Up to now we have no clear example of any pseudo-emblemata and the rest of
the known aulae from this time in Philippopolis also contain an emblema, as
for instance in the Nilotic scene found in the aula of a residential complex lo-
cated close to the domus Eirene (Tankova 1980: 27-35; on this mosaic, see also
Pillinger et al. 2016: 220-227). It is not surprising therefore that the excavator of
the domus Eirene proposed that room 3 was a triclinium based on the image of
the crater (Kolarova - Bospachieva 2014: 206). Conversely, V. Popova believes
that it was the tablinum (Pillinger et al. 2016: 179-180). The answer to this ques-
tion is found in the transformations that occurred not only in the decoration of
the rooms, but also the interior reconstructions.
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An excellent example of a triclinium in the domus Eirene can be found in
room 9 (Fig. 7). It seems to have been transformed on a large scale, as not only
was a stibadium added to the initial room, as may be inferred from the apsidal
addition (Dinchev 2002: 207), but the room itself was almost doubled in size by
incorporating the adjacent one (Fig. 8). The iconography of the mosaic floor as
well as the pilaster which, along with the mosaic, divides the room into two parts
are arguments for this. Unfortunately, the mosaic in the apse is not preserved
but the elements in the decoration such as the crater (Fig. 9), are indicators of
the purpose of this room. The date of the enlargement of the room and its new
functions are still under discussion, and V. Dincheyv is inclined to date it to the
late 4™ — beginning of the 5" ¢. CE (Dinchev 2002: 210), while the excavators
place it in the second half of the 5 ¢. CE (Karov - Bospachieva 1989: 136, 149).
It seems that initially the room as a triclinium was not decorated with a mosaic
floor, in accordance with V. Dinchev’s date of the construction of the stibadium.
It acquired that feature later, after the 440s, as the burnt layer found beneath
the mosaic floor in room 9 and 10! gives that terminus post quem and links the
destruction of the domus with the Hunnish invasions (Topalilov 2014: 229, 232).
In both cases there was an undisputed change of function for the room in a pe-
riod later than the decoration of room 3. It is most probably for this purpose that
the vestibule and the south porticos were also paved, indicating the new axis of
entry leading to the new triclinium. The mosaic pavement in neighboring room
10 also reflects the new function of room 9.

It seems that during that time the western entrance of room 3 was closed and the
room changed its functions. If initially it was partly used as a triclinium, as the
mosaic decoration suggests, it seems that near the end of the 4™ — beginning of
the 5" c. CE at the earliest, it lost this function which was transferred to room
9. It is not surprising to find that this change also affected the decoration of the
room. It was at this time that the octagonal fountain was installed in the middle of

1 On this layer — see Bospachieva 2003: 102.

Figure 7

Domus Eirene. The second and third
construction periods.

(Karov - Bospachieva 1989: fig. 3).



Figure 8
Domus Eirene, room 9.
(after Kolarova - Bospachieva 2014: 207).

Figure 9

Domus Eirene, room 9,

fragment of mosaic pavement.

(after Kolarova - Bospachieva 2014: 223).
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the room with the greeting inscription: KAAQC HAGEC/EYTYXQC. Room 3
remained, as previously, strictly an aula, an official audience room for the owner
of the complex, rather than a tablinum or triclinium as proposed in the existing
scholarship. Another supporting argument may be found in the construction of
the fountain itself.

The appearance of the octagonal fountain in a room is not unusual for Thrace,
as there are similar examples from neighboring Augusta Traiana. For instance,
in a domus decorated with mosaic floors dated to the beginning of 4" ¢. CE, in a
room interpreted as a triclinium situated around an inner courtyard, an octagonal
structure was discovered along with the mosaic floor and an inscription:

KAAQ[C HA®E] and EN YTI[A] [---]N vacat IT [---] (Pillinger et al. 2016:
125-131 taf. 72 abb. 202-203; taf. 73 abb. 204-205). This tradition seems to have
continued and another example was found in a domus dated to the third quarter
of the 4™ c. CE (Pillinger et al. 2016: 152-159 taf. 105 abb. 289-290). In a villa
suburbana of 4"-5" c¢. CE it is not entirely clear (Pillinger et al. 2016: 160-163
taf. 108-110 abb. 296-298).

These examples clearly reveal that an octagonal fountain may be regarded as an
essential part of the decoration of aulae and triclinia in the residential complexes
of Late Antique Thrace. They also reveal that no interpretatio christiana should
be seen in every such case, despite the fact that octagonal fountains gained a ma-
jor role in Early Christianity and baptism (see most recently in Jensen 2011: 225-
229). In the case of Philippopolis, such an idea has been proposed (Bospachieva
2003: 103), but it is under strong scrutiny, as no proof for this has yet been
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found. It is very likely that in the case of the domus Eirene we are dealing with
an aula decorated with a fountain with a dolphin, as reconstructed by V. Popova
(Popova 2016: 159), rather than a room linked with baptism or other Christian
rituals. In fact, an earlier example from Augusta Traiana reveals that a fountain
of this type was constructed with a mosaic floor which contains pagan as well as
Jewish/Early Christian elements (Popova - Moroz 1987: 266).

These transformations within the domus Eirene were not the only ones carried
out at that time. According to archaeological excavations, a new cardo south
of the building was paved without reference to the existing street grid-system
and therefore passed through one of the insulae located to the south (Karov -
Bospachieva 1989: 141-142). As aresult, a direct link between the domus Eirene
and the Episcopal basilica was established?. Although the bishop’s basilica was
constructed as early as the time of Theodosius I from an imperial initiative
(Topalilov 2016: 108-109), it seems that the establishment of a direct link with
the domus Eirene happened after 442-447 CE. At that time it seems that the city
drastically altered its urban design (Dinchev 2002: 223 n. 15), contemporary
with the mosaic floor in the triclinium and when the aula was redecorated as
discussed above. These transformations and the construction of the cardo in-
dicate the new importance of the domus FEirene, an importance clearly linked
with Christianity. By this period, at the latest, we are dealing with the domus
Eirene as a domus episcopalis, since the establishment of such a direct link with
the Episcopal basilica is among the most common features of the Late Antique
domus episcopalis®. This new status may have emerged earlier, as has been sug-
gested (Pillinger et al. 2016: 193-195), but the full transformation was comp-
leted during the time when the episcopal basilica was restored and redecorated.

The interpretation of the domus Eirene as a domus episcopalis may find further
support from the presentation of the personification Eirene in the mosaic pave-
ment of the aula (Fig. 10). Thus the upper edge of the diadem of Eirene, which
is interpreted as a cross (Bospachieva 2003: 94, 99), as well as the nimbus which
seemingly surrounds her head, have led to an interpretatio christiana (Pillinger
et al. 2016: 182-184). For instance, according to M. Bospachieva, this personi-
fication is the symbol of the Resurrection, and as such she finds an association
with the idea of Jesus Christ presented with ‘divine names’ such as Tenderness,
Wisdom and Peace (Bospachieva 2003: 98-99, 105).

Another interpretation is suggested by V. Popova, who believes that a significant
link can be established between this image and the Second Ecumenical Council
held in the Constantinopolitan Church of ‘St. Irene’ in 381 CE. According to her,
by this gesture the owner of the domus Eirene declared his desire for Peace in the
Christian Church, in response to the intense dispute between Arians and Orthodox
Nicenes. The presence of ‘St. Irene’ in the domus Eirene in Philippopolis sym-
bolizes the Peace that had come to the Church by the time the mosaic was laid
(Pillinger et al. 2016: 193-195).

It is certain that the diadem belongs to the initial image of Eirene, notwithstand-
ing objections that have been raised (Valeva 2011: 41), but the diadem itself is
depicted in an unusual way. It is important to establish whether it is a ‘cross’ and
whether the nimbus had a clear Christian meaning at that time.

2 On the bishop’s basilica — see Kesjakova 1989: 113-127; Chaneva-Dechevska 1999: 253-254;
Kesjakova 2006: 148-149; Topalilov 2016: 108-109. On the mosaic pavements — see Kessiakova 1989:
2539- 2559; Kessiakova 1994: 165-170; Bospacieva 2005: 41-43; Kesjakova 2011: 173-210; Pillinger
et al. 2016: 198-220; Topalilov 2016a: 591-600.

3 On them see Miiller-Wiener 1988: 103-145.



Figure 10
Domus Eirene, the image of Eirene.
http://romanplovdiv.org/en/building-eirene
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The depiction of various personifications on mosaic pavements was a widespread
practice within the Eastern part of the Roman Empire in the 4" ¢. CE. The mosa-
ic pavements found in Halicarnassus and Syria are good examples of this (Balty
1995: pl. XV). Unlike the Syrian mosaics, however, whose influence over the
Philippopolitan mosaics was indirect (Topalilov 2016b: 118-129), those found in
Halicarnassus are of greater importance for our study, since a proper link may be
established between them and those in the domus Eirene. The link between them
is the master craftsmen coming from the mosaic workshop on the island of Cos,
one of major mosaic centers on the Asiatic coast (on them — see most recently in
De Matteis 2004) who produced the mosaics in Halicarnassus, as well as those in
the aula of the domus Eirene®. It is not surprising to learn that the mosaic pave-
ments in Cos also contain image of personifications, such as for instance Tyche
(Brouscari 1997: 69 fig. 3; on other personifications from Halicarnassos — see
also Poulsen 1997: 9-23), and others which allows a comparison to be made
between them and the Philippopolitan examples. Close examination reveals that
the modeling of the face and the type of diadem the personifications wear are

4 This idea is advanced by Vanja Popova in personal communication.
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identical to that of Eirene in Philippopolis, which is contemporary. Unlike other
similar images in Syria, the diadem from the mosaics of Cos ‘appeared’ only on
the top of the head like the one at Philippopolis and did not cover the whole head
(De Matteis 2004: 168, 212,217,222, 344). The only difference that can be ob-
served between them is that the diadem in Philippopolis is presented more sche-
matically, and the upper end is not elaborated. So far no nimbus, however, is at-
tested in the images of personifications in Cos. Neither are nimbuses attested on
similar and contemporary images of Gaea and the Seasons in the mosaics found
in Apamea, which are cited in the bibliography as parallels to the Philippopolitan
Eirene (Balty 1995: pl. XIV-XVI).

Nimbuses, however, appear in many other mosaic pavements and wall paint-
ings from the 2™ c¢. CE onward. I will not refer to all of them, only those found
in mosaic pavements in the regions that concern our study and which are
closest in time. The nimbus, which was used generally for Greco-Roman deities
in the regions under consideration, was quite often used in images of Ariadne
and Dionysus, as we can see in mosaics found in Syria dated to the second
half of the 3" — beginning of the 4™ c¢. CE (Canivet - Darmon 1989: 1-28), and
also in Philippopolis, Syria, from 325-350 (Balty 1995: pl. XV, 2), and others
(Balty 1995: pl. XIII), including the island of Cos (De Matteis 2004: tav. 5). This
iconography gained acceptance and spread to Naxos, Pamphylia and Cyrene
(Venturini 2005: 119-124 fig. 6; Venturini 2006: 508-511 figs. 51-52; Olszewski
2010: 315-322). It seems that the presentation of the nimbus was typical for fi-
gures other than personifications, especially in the 4%-5" ¢. CE?. In the 4™ ¢. CE
the nimbus already adorned Christian images, but not personifications.

The representation of Eirene with a nimbus in Philippopolis, which is in sharp
contrast to similar personifications found in Cos itself as well as in other places
where the masters of the mosaic workshops of this island worked, raises the
question of whether or not the original image was adorned with a nimbus. In
looking at the image placed in the hexagon, we can observe that initially no
space was intended to be left for the nimbus, and as a consequence its circular
form is irregular. The shade of the light-blue color of the tesserae that fill the
nimbus distinguishes them from the blue-colored tesserae used in the original
image. Besides, Eirene’s halo also differs from other known mosaics in its odd
shape. In mosaics of the 4™ and 5" c. CE the shape of the nimbus is quite cor-
rectly presented, unlike those from the later period. It should be noted that some
other examples, albeit few, of personifications adorned with a nimbus are at-
tested in mosaic pavements, but not Eirene herself.

With these observations in mind, I suggest that in the composition of the per-
sonification Eirene in Philippopolis a symbiosis of two different traditions is pre-
sented —one, characteristic of the presentation of personifications in the 4® — 5t
c. CE generally and the other regarding the use of a nimbus. As the nimbus was
already considered in the 4" c. CE to be a Christian symbol, its addition to the
image of Eirene gave her a clear interpretatio christiana. It seems that this new
meaning was quite clear for the owner of the house and his guests so no other
Christian symbols were required, even at the time when the domus was in fact
the domus episcopalis itself.

So, the question becomes when the addition of the nimbus happened and why
the initial image of Eirene was produced. The latter question seems easier to
answer.

5 An example of this could be the feminine personification found in the House of the Boat of Psyches in
Daphne, Antioch from the 3% c. CE, but it is not clear since the ‘nimbus’ does not have a correct form.
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It is well known that on August, 9", 378 CE, the Roman army was defeated
near Hadrianopolis, Thrace, and the Emperor Valens was murdered. After this,
Thrace was left in the hands and at the mercy of the Goths®, who destroyed
almost 2/3 of the whole army of the Eastern Empire. The defeat of the Romans
threw the Balkans and some of the Asiatic provinces into chaos, as we may
judge from the letters of Gregory of Nyssa’. The Roman state was likened to a
bloody man lying down near the road, neither alive nor dead (Zos. 4.21.1-3). It
was believed that this was a sign of the decline of Roman power (Jerome Ep.
60.16; Jerome Ep. 123; Chron. Marcell. s.a. 327, of the state (Rufinus, Eus.hist.
eccl. 11.13), and even of the end of the world (Ambr. in Lc. 10.10 . Cf. 10.14;
De excessu fratris 1.30, totius orbis excidia, mundi finem). The battle itself was
compared to the Romans’ defeat near Cannae more than six centuries before
(Amm. Marc. 31.13.18 f.) and comparisons with the Iliad gave it epic gravitas
(Themistius, Or. 1 6.206d-207a).

The decline of imperial power and the Roman state increased after the failure of
Theodosius I, the new Eastern emperor, to cope with the problem of the Goths
(Lenski 1997: 129-168). Apocalyptic beliefs prevailed even after 382 CE when
a humiliating treaty was signed between the Roman state and the Goths, which
legitimized their exceptional status within the empire (Heather 1991: 158-165).
By this act, the Roman state in fact recognized a barbarian protectorate within
the limits of the empire (Lenski 1997: 143).

Although Philippopolis seems not to have suffered during the Gothic Wars as the
barbarians were ‘inexperienced in conducting a siege’, and their leader Fritigern
‘kept peace with walls’ (Amm. 31.6.3-6), it is beyond doubt that the surround-
ing area and the nearby countryside in Thrace were heavily affected (Topalilov
2014: 222-229). This led to the decline of Roman estates in Thrace, where the
villas were destroyed, abandoned, and never restored (Dinchev 1997: 125-126).
It was at this time that residential houses with a richly decorated aula suddenly
appeared in Philippopolis, demonstrating not only the wealth of the owners, but
also their significant place in provincial and municipal society. One of them was
undoubtedly the owner of the domus Eirene (Topalilov 2012: 419-420). I would
not therefore hesitate to suggest that the presentation of Eirene in the decora-
tion of the triclinium of domus Eirene is in fact an echo of the recent events
that had happened in Thrace itself, and shows the desire of owner of the domus
for peace to be established in the province and empire. Belonging to the elite
of Philippopolis, which was the capital, the owner of the domus Eirene would
have been personally affected by the uncertainty caused by the Gothic Wars. We
can speculate further by saying that the decoration with Eirene in the triclinium
may have referred to the treaty between the empire and the Goths in 382 CE, by
which at least the Gothic plundering in rural Thrace ceased. From this perspec-
tive, the subsequent defeat of some Gothic troops and the triumph of Theodosius
I and his son Arcadius on October, 12, 386 CE® may be regarded as a terminus
ante quem of the mosaic decoration with Eirene. As a provincial capital located
in the hinterland of Constantinople, Philippopolis seems to have been directly
impacted, which may be observed not only in the imperial initiatives mentioned
above, but also in local initiatives copying metropolitan prototypes, such as for
instance the famous Porta aurea etc. (Topalilov 2016¢: 3-19).

6 See for instance the description in Libanius Or. 24.15: Ambr. exc. Sat. 1.30 (CSEL 73).

7 Greg. Nyss. Theod., Gregorii Nysseni Opera (GNO) X. 1, Sermones 2.70. Cf. GNO X. 1 Sermones
2.61. See also Greg. Nyss. De iis qui baptismum differunt (PG 46.424).

8 Chron. Marcell. 386, 1. See also Zos., 4.35.1, 38; Cons. Const., s.a. 386.1 [IX, 244].
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The date of the transformation of the personification Eirene into the Christian St.
Eirene by adding the nimbus can be determined when considering the transfor-
mation of the room itself. The middle of the 5% ¢. CE, when the new triclinium
is clearly attested and room 3 was turned into the aula of a domus episcopalis
provides a terminus ante quem for this transformation. There is, however, a pos-
sibility that this may have happened earlier. For instance, if we accept the date of
the mosaic pavement in the vestibule and the south portico which, according to
V. Popova, are simultaneous with the new decoration in room 3 as shown above,
we should date the transformation of Eirene to the first half of 5" c. CE.

The questions posed by the domus Eirene residential complex in Philippopolis,
Thrace, are many. They concern the work of various mosaic workshops over a
few centuries, starting with that of the island of Cos, and the later work of the
metropolitan and local workshops. They provide examples of the iconographic
and stylistic features of mosaic decoration, which are often connected with the
importance and functions of the room they decorated. They also demonstrate
how the domus Eirene was transformed into a domus episcopalis, and how the
new features were established, reflecting the increased political, social and re-
ligious standing of the owner of this domus. Of special interest is the image of
the personification Eirene which, if the interpretation above is correct, may well
have been connected with historical events contemporary or nearly contempo-
rary with the time when this mosaic was produced. The mosaic with Eirene is
thus among very few examples, if not the only one, of this kind among the mosa-
ics found in Thrace, but it also provides useful information about how this kind
of art may have been used for political and religious propaganda.

The transformation of the domus Eirene into a domus episcopalis allows the
observer to understand how the decoration of the audience hall was also trans-
formed accordingly. Thus the mosaic of Eirene provides a good example of how
a particular image was given an interpretatio christiana at a time when typical
Christian symbols were not yet entirely incorporated into art and pagan ones
were still in use. If so, this example may be useful when studying similar cases
contemporary with that in Philippopolis and found in similar contexts.
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Abstract

Ravenna boasts a high number of mosaics dating from the Late Antique period. Scholars have often considered
these artworks in isolation, often within historical and topographic studies, and only from a very limited sym-
bolic and iconographic perspective. This paper provides a new interpretation on the iconography of the Civitas
Classis mosaic at Sant’Apollinare Nuovo, Ravenna, from the early 6™ century AD. The first section of the paper
explores the iconography of the mosaic by investigating both topographic and symbolic details represented in
the port scene of the Civitas Classis mosaic. The second section examines the aspects of symbolism, identity and
metaphors for power expressed by the iconography of the Civitas Classis mosaic. This paper also provides an
entry point, written in English, into the study of the mosaics from the Adriatic region in antiquity.

Keywords: Civitas Classis, S. Apollinare Nuovo, Ravenna, Adriatic Sea, Late Antiquity.

Oz

Ravenna’da, Geg Antik Donem’den kalma ¢ok sayida mozaik bulunmaktadir. Akademisyenler genellikle bu
sanat eserlerini ¢ogunlukla tarihsel ve topografik ¢alismalardan ayrt olarak ve sadece sinmirli bir simgesel
ve ikonografik perspektifle degerlendirmiglerdir. Bu makalede, Sant’Apollinare Nuovo, Ravenna’da Civitas
Classis Mozaigi’nin, IS 6. yiizytin baslarindan itibaren, ikonografisine dair yeni bir yorum sunulmaktadur.
Makalenin ilk boliimii, Civitas Classis Mozaigi’nin liman sahnesinde temsil edilen hem topografik hem de sem-
bolik detaylart arastirarak mozaigin ikonografisini incelemektedir. Ikinci boliimde, Civitas Classis Mozaigi’nin
ikonografisi ile ifade edilen sembolizm, kimlik ve metaforlarin yonleri ele alinmaktadir. Ingilizce olarak
yazilmis bu ¢alisma, aym zamanda, Antik Cag’da Adriyatik Bolgesi’nden gelen mozaiklerin giris noktasinin
incelenmesini de sunmaktadir.

Anabhtar kelimeler: Civitas Classis, S. Apollinare Nuovo, Ravenna, Adriyatik Denizi, Ge¢ Antik.

Ravenna is well known for its mosaics which date from the end of the Imperial and Late Antique periods (Ricci
1927: 27-53; Deichmann 1969: 170-175; Manzelli 2000: 85-114; Montevecchi 2004: 75-89; Deliyannis 2010: 160-
161). Of these, the so-called ‘Civitas Classis’ mosaic, which dates to the early 6™ century AD represents a port scene
(Bovini 1961: 67-86; Gentili 1979: 49-51: Penni lacco 2004: 36-41; Deliyannis 2010: 160). This is displayed along
the northern wall of the Basilica of Sant’ Apollinare Nuovo, located along via Roma, near the port area. This mosaic
depicts a scene of ships and a hypothetical harbour mouth, and some port facilities (quay, towers). Several details
depicted in the Civitas Classis mosaic have prompted scholars to associate it with Classe’s harbour (Ricci 1933:
57-63; Lehmann Hartleben 1963: 177; Gentili 1979: 49; Maioli 1989: 338) (Fig. 1). However, the evidence does not
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seem to be particularly useful for the topographic reconstruction of Classe’s har-
bour; although, the mosaic reveals interesting aspects of the legacy and identity
of the Roman port structure in the Late Antique period.

Although ports along the Mediterranean are not commonly depicted during late
antiquity, the artistic evidence available illustrates how a specific case of Adriatic
port was recorded and perceived during this period. In the Civitas Classis mo-
saic, the structures were probably depicted either to celebrate their magnificence
after restoration works, or simply to record these places as privileged, or to emp-
hasise the glory and the tradition of the past. The meanings of this representation
remain central to developing the argument of how, in late antiquity, ports and
harbour facilities were intended to be received by late Romans, Byzantines, and
beyond, and how their fame was then bequeathed.

This paper explores the iconography of the Civitas Classis mosaic at
Sant’ Apollinare Nuovo, Ravenna, from the Late Antique period. The first section
provides initial hypotheses and a short introduction to the subject. It examines
the iconography of the mosaic by investigating the topographic and symbolic
details recorded and represented in the port scene, of the Civitas Classis mosaic.
The second section provides a final discussion of the symbolism (celebratory
and propagandistic aspects), identity and metaphors for power expressed by the
iconography of the Civitas Classis mosaic.

Reading the Iconography of the Civitas Classis Mosaic: A Port
Scene from the Late Antique Period

The mosaic represents the harbour site of Classe, as also confirmed by the let-
tering ‘Civitas Classis’, and it is depicted as a walled circuit made of ‘golden’
ashlars and buildings and porticos (or perhaps arch-shaped port structures). The
mouth of the port basin is equipped with two towers and another white tower
within the harbour wall (that Bovini erroneously interpreted as a lighthouse),
together with three ships, one of which is sailing (Bovini 1970: 73).In the back-
ground of the Civitas Classis mosaic, buildings are depicted within the urban
centre. These buildings, which are made of square blocks with crenelated ele-
ments, represent three styles of architecture (Von Thiersch 1909: 183; Muratori
1916: 59). Beginning from the left-hand side, the building with the cupola (per-
haps a Theodorician building) and a series of windows is perhaps identifiable
as a religious building or an administrative centre of the port. There is also a
portico, an amphitheatre and an undefined rectangular building, which is likely a

Figure 1

Civitas Classis mosaic at S. Apollinare
Nuovo, Ravenna (early 6" century AD.)
(IBC Regione Emilia-Romagna).
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Figure 2

Left-hand sector of the Civitas Classis
mosaic: harbour mouth, ships, towers,
harbour and city buildings (IBC Regione
Emilia-Romagna).

market centre (Ricci 1933: 57; Bovini 1951: 57-62; Bovini 1966a: 83) (Fig. 2).

The mosaic, which was probably commissioned by Theodoric, dates between
AD 495 and 550, and it was made by workers from Ravenna or Syria (Andaloro
1993: 572). The church was planned by Theodoric, after the conquest of Ravenna,
as a religious building for the Arians, and the works were still in progress after
his death in AD 526. After that, in AD 561-569 the basilica was re-consecrated
by Bishop Agnellus, under the supervision of Justinian, who converted it into a
Catholic church (Farioli Campanati 1977: 102-104; Deliyannis 2010: 161).He
ordered the restoration of the mosaic decorations, removing all the elements that
acted as reminders of the Arians, such as the presence of the three men walking
in procession. Kurth also thought that other Christian motifs and characters oc-
cupied the background of the harbour-mouth scene, a hypothesis that has not,
however, found favour with other scholars (Kurth 1912: 174; Bovini 1961: 67-
69; Susini 1990: 128).

The right-hand sector of the mosaic which is the richest in details related the
harbour, was restored by Kibel, who omitted some details but also recovered
some others such as the towers (Bovini 1961: 67; Bovini 1966a: 83; Bovini
1966b: 51-53: Penni Iacco 2004: 36-41). The white tower, thanks to its almost
total restoration, can be identified as part of a defensive wall or as a building
that marked the harbour mouth; however, the reason that the ancient port was
depicted as equipped with two (or three) towers instead of one is still unknown
(Maioli 1989: 334). There are also doubts as to the real number of the towers
(in the mosaic): for instance, a Canina drawing, dated to AD 1846, does not
record the left tower, and the argument for the depiction of a single tower found
fertile ground in Flaminio da Parma’s report (AD 1760), which mentions only
the tower located on the right-hand side (Flaminio di Parma 1760: 240; Canina
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1846: 89; Farioli Campanati 1977: 102-104). The coexistence of two towers
has, in contrast, been supported by Ciampini’s drawing (AD 1699) and by an oil
painting at Vanvitelliana Library (Rome) (Ciampini 1699; Ricci 1933: 57; Penni
Tacco 2004: 36-41). Furthermore, the analyses of the mosaic tesserae confirm the
existence of two tower buildings. Therefore, the purposes of the towers should
perhaps be thought of as a probable harbour gate into the port (Ricci 1927: 19-
26).

The other building on the far-right side of the mosaic, with the lettering ‘Civitas
Classis’ above, consists of a monumental gate, reminiscent of earlier honor-
ific arches (Fig. 3). A free-standing arch, known as Porta Aurea, was located
bet-ween Ravenna’s southern side and Classe but no longer exists (Manzelli
2000: 118-124). An inscription that was found near the gate consists of a de-
dication made by Claudius in AD 43, recording that the arch was construct-
ed as a gift to Ravenna (CIL XI, 5: Ti(berius) Claudius Drusi f{ilius) Caelsar
Aug(ustus) Germanicus / pont(ifex) max(imus) tr(ibunicia) pot(estate) 11 / co(n)
s(ul) desig(natus) Il imp(erator) 11l p(ater) p(atriae) / dedit; Manzelli 2000:
99-104; Cirelli 2013b: 125). This gate was identified in the excavations car-
ried out in the early 20" century AD that revealed the existence of foundations;
these foundations supported two brick circular towers, with a diameter of 8 m,
which marked the gate with two arches. This gate manifests striking similarities
to Roman buildings such as the Porta Palatina in Turin, the Arch of Augustus
in Fréjus and the Porta Pretoria in Como, all which date to the Augustan pe-
riod (Maioli 1989: 335-338; Susini 1990: 128; Cirelli 2013a: 122). Renovation
works that occurred in AD 1582 inhibit fuller comprehension of this monument,
but the legacy left by sketches from the Renaissance period onwards testify to its
function and form (Manzelli 2000: 54).

Figure 3

Right-hand sector of the Civitas Classis
mosaic: city buildings, harbour wall, the
gate, also known as Porta Aurea, and the
lettering Civitas Classis (IBC Regione
Emilia-Romagna).
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The towers, walls and arch depicted in the Civitas Classis mosaic therefore
render the setting of the harbour at Classe and the gate, the so-called ‘Porta
Aurea’ (Cirelli 2013b: 124-125). Leaving aside the suggestion that the towers
were lighthouses, the mosaic influenced generations of local antiquarians, who
reproduced visual representations of the harbour site, emphasising the features
of the harbour mouth and its walled circuit (Susini 1990: 129). The connection
between Ravenna and Classe, through the representation of the Porta Aurea arch,
served as a reminder of the location of the Fossa Augusta canal (which probably
ran near the arch area) and its role as a connector of the city and the harbour.
The mosaic scene, therefore, celebrates Ravenna and the prestige attained by the
city through its port. The image presents the city and its port as a single element,
linked in their role and prestige. Given that Classe, the port basin and, in part,
the southern side of Ravenna suffered from hydraulic and geomorphological
instability from the 5" century AD onwards, its port was almost completely bu-
ried at that time; the new Theodorican port was perhaps situated near Ravenna’s
centre (Deliyannis 2010: 162-165; Cirelli 2013b: 124). Therefore, the mosaic
reveals the manipulation of the Roman Imperial as indicating and re-animating
past glories.

The Ravenna mosaic clearly conveys a symbolic (and religious) message that
celebrates the earlier Roman port within the city context. The mosaic alludes
not only to the port structures but also reveals their role within the city deca-
des or centuries after their abandonment. Further evidence sheds more light on
the Christian message of the mosaic such as the procession along the harbour/
city walls, but, nonetheless, the portrayal of the past Roman city and its port
were undoubtedly more relevant. Theodoric, who presumably commissioned the
artwork, would have emphasised the prestige of Roman Ravenna and its role
during the Imperial period. He would also have celebrated the former military
harbour as a means of controlling and demonstrating power, as exemplified by
his attempt to establish a new port to host a new fleet in Ravenna (Deliyannis
2010: 160-161). Despite the fact that the mosaic was made almost two centuries
after the first eclipse of the structures and their fall into ruin, the desire to recall
the legacy of the military harbour is central. The lettering ‘Civitas Classis’ is
itself a clear reminder of the military settlement and its role within the city of
Ravenna and the wider Roman Empire. Thus, Theodoric sets out to follow the
path of his ancestors through the renovation of the port and the celebration of its
features; the depiction is clearly linked to the economic and military purposes of
the new port established in Ravenna, and the controlling of the Adriatic which
was enabled by it.

Interpreting the Iconography of the Civitas Classis Mosaic:
Symbolism, Identity and the Metaphor of Power

The Civitas Classis mosaic is a unique artwork from the Adriatic region in Late
Antique period. The study of the iconography of the Civitas Classis mosaic al-
lows us to consider the representation of port structures, which has been partly
neglected as a result of studies focusing predominantly on topographic aspects.
Although the presentation of port structures, with their platforms, quays and
harbour walls, is central, the port buildings are rendered in a generic manner,
where these are portrayed in a naive style, as the accurate rendering of individual
details was not the aim (Zanker 1997: 182-183; Cuyler 2014: 129; De Angelis
2014: 89-95). Nonetheless, elements such as arched vaulted structures that in-
dicate building techniques during the Imperial period are well evidenced, thus
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demonstrating the care with which they were constructed. The depiction of port
buildings, in tandem with the rendering of the ships, presents messages of power
and control over waters, and of abundance, wealth and prosperity resulting from
commercial connections (Pensa 1999: 93-97; Cuyler 2014: 128).

The new Adriatic world is also partly expressed within this artwork, and we may
link this work with a potential context of sustenance of the population and the
prevention of shortages. The security of the cargo and the celebration of the ar-
rival indicates not only prosperity derived of vital foodstuffs. The ships, which
are one of the focus of this representation, likely symbolise their safe voyage and
return. Fear of navigation is not however expressed: the sea in these scenes is
represented, of course, as imposing and moved by the winds, but is controlled by
the vessels, sailors and ruler(s), thus conveying a sense of mastery of the water
and of the obstacles posed by troubled waters (Pensa 1999: 95-96; Cuyler 2014:
129) (Fig. 4).

Figure 4

Details of the Civitas Classis mosaic:
harbour basin, ships, waters and waves
(IBC Regione Emilia-Romagna).
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The ruler(s) who commissioned both the port renovation and the iconographic
representations of the same promoted local fortunes, for instance by commis-
sioning the ports’ reconstruction and the improvement of facilities. The pre-
sence of urban structures in the scenes suggests connections between the city
and its port and also offers an homage to the ruler’s achievements (Mikocki
1990; Pensa 1997: 689-700; Pensa 1998: 113-138; Burnett 1999; Liverani 2007:
20) This homage also fits well with aspects of navigation, as a safe port repre-
sents a secure mooring-place. Moreover, the details on landing, easy navigabi-
lity and return suggest the ruler’s success in making the waters more navigable
and peaceful. The ruler’s sponsorship likely indicates his care for and interest in
reinforcing and promoting new infrastructures within the Adriatic trade network.

This image may have held multiple meanings for and awakened many emotions
in the crowd who participated in the ceremonies and religious activities at the
Church of Sant’Apollinare Nuovo, in Ravenna. Although it is challenging to
associate individual topographic detail with those of Adriatic cities, it is possible
to explore alternative meanings. The skilled rendering of the port facilities, the
representation of the function of the ships within the harbour convey a message
of renowned prosperity, abundance and the extraordinary potential of the sea,
which, through the port, is now controlled and perceived as a partner. Thus, by
improving and reinforcing its structures, the late Romans understood the power
achieved over the sea and the Adriatic waters. Immediately after the fall of the
Roman authority, these contained risks and provoked fears, but now are per-
ceived as allies after the establishment of the port.

By emphasising individual elements of the ports, in this case port iconography
aimed to celebrate the scale and importance of maritime structures across the
Adriatic. This representation responds to the propagandistic interests of ruler(s),
but also respond to the needs of observers and viewers (Pensa 1999: 94-100). The
viewers, therefore, observed the creation of structures that linked the Adriatic,
and in particular Ravenna, with the broader pan-Mediterranean world and were
also given the opportunity to expand their cultural horizons, by observing artist-
ic representations that combined ordinary life (e.g. port facilities and seafaring
activities) with extraordinary events (e.g. military achievements and patronage
of rulers) (Liverani 2007: 20; De Angelis 2014: 89-106).

The presentation of religious rituals, as exemplified by the location and the
procession scene in the Civitas Classis mosaic, are clear references to the dei-
ties and saints (Arian or Christian) presiding over the port, and the people and
their thanksgiving for safe voyages, achievements and prosperity. Furthermore,
the same legacy is bequeathed centuries later, where the port at the end of the
Roman Empire is still perceived as a means of control, power and domination
of lands and seas. This legacy, at the end of the Roman Empire, was impressed
on the minds of the rulers, locals and visitors, who saw in this ancestry a means
of perpetuating glory and power. More explicitly, the Civitas Classis recalls the
glory of the recent past: the buried military port of Classe is recovered in this
visual representation that emphasises the fame and importance of Ravenna’s
maritime structures, and it is an allusion to the symbolism and the identity of
the former port structures. The legacy of the Adriatic ports continued throughout
the Late Antique period, when the harbour remains became the subject debates
among several rulers and competitors.
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Abstract

Although the myth of Pelops and Hippodamia became very popular in the classical mythological tradition, to
date, representations of it have been scarce. The few existing examples consisted of the sculptural ensemble of
the pediment of the Temple of Zeus at Olympia, some 3" century sarcophagi, and a number of ceramic vessels.
The sole mosaic representation was that held by the Museum of Damascus.

However, in recent years, the number of mosaic representations has greatly increased. The discovery of the
mosaic at Noheda, featuring, for the first time, the entire narrative sequence of the myth, coupled with the
discovery of a possible new specimen, in which Pothos is portrayed as a main character for the first time, not
only makes it possible to reconstrue hitherto misinterpreted ancient tapestries, but also furthers understanding
of the legend’s iconography in Classical Antiquity.

Keywords: Roman villa, mosaic, mythology, challenge, quadriga.

Oz
Pelops ve Hippodamia efsanesi klasik mitolojik geleneklerde son derece popiiler olmasina ragmen, simdiye
kadarki bilinen temsilleri pek fazla degildi. Bilinen mevcut drnek niteligindeki eserler sadece Olympia Zeus

Tapinagi’min alinliginda yer alan yontu toplulugu, 3. yiizyila tarihlenen bazi lahitler ve bir dizi seramik kaptir.
Mozaik formunda ise, Damascus/Sam Miizesi'nde sadece bir 6rnek bulunmaktadir.

Bununla birlikte, son birkag¢ yilda mozaiklerde yer alan Pelops ve Hippodamia temsilinin sayist biiyiik dlgiide
artmistir. Boylece, Noheda'daki mozaigin kegsfiyle birlikte, ilk kez, mitin tiim anlati dizilimini, ana karakter
olarak Pothos'un varligumin ortaya ¢iktigi olasi yeni bir temsilin de kesfi gerceklesmigstir. Bu sadece yanlis
yorumlanmug eski resimli duvarlarin yeniden yorumlanmasina izin vermez, ayn zamanda efsanenin Klasik
Antik Cag’da sahip oldugu ikonografisinin daha iyi anlasilmasini saglar.

Anahtar Kelimeler: Roma villasi, mozaik, mitoloji, meydan okuma, quadriga.
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1. Introduction

Research on Roman mosaic art is a constantly evolving and growing discip-
line. Archaeological interventions are intermittently but gradually increasing
the number of unearthed mosaics. With each new discovery, knowledge of the
tastes of the domini with regard to the ornamentation of floors and the ideas they
sought to convey by depicting certain images or scenes on them is broadened.
Thus, the increasing number of available mosaic representations — and, in par-
ticular, the appearance of certain elements — furthers the development and depth
of research. This makes it necessary to revisit elements analysed years ago.

To this end, the present paper presents two new specimens offering relevant
data to enable a better understanding of the iconography of the myth of Pelops
and Hippodamia in Antiquity. This, in turn, facilitates the interpretation of the
various known representations of the legend. Furthermore, the study of both
surfaces provides an excellent opportunity to simultaneously review representa-
tions of the myth of Pelops and Hippodamia in other formats, such as reliefs or
ceramics.

2. Representation of the Myth of Pelops and Hippodamia in New
Mosaics

2.1. Figurative Panel A of the Noheda Mosaic

In recent years, the discovery of the Roman villa of Noheda, and, specifically, of
the remarkable mosaic found in the complex’s triclinium, has served as a wake-
up call for the study of Late Antiquity in general and for research on mosaic art
in particular (Valero 2014a: 526).

The surface’s ornamental morphology consists, first, of a wide central area with
six panels showing scenes of a mythological and allegorical nature boasting
more than 160 figures grouped into scenes. It also includes a frame, edged with
a spiral of acanthus leaves by the three exedras, featuring geometric designs.

The figurative images are organised in six rectangular panels. For the purposes
of their description and study, here they will be called, in order of appearance
from the viewpoint of a visitor to the room: A, B,C, D, E and F.

Figurative Panel A (discovered in 2008) depicts the struggle between King
Oenomaus and Pelops for Hippodamia, the subject of the present paper. A small-
er scene above the main one brings to mind a circus (Valero 2017: 77-79).

Figurative Panel B shows a theatre company and the succession of all the com-
ponents of the pantomime (Valero - Gémez 2013: 87 ss.), as well as another
smaller succession of scenes whose characters allude to the ludi (Valero 2011:
99-109). Figurative Panel C shows the judgement of Paris and the abduction
of Helen. Figurative Panel D depicts a Dionysian procession. Figurative Panel
E, located at the southern edge of the room, is very similar to panel B, with
only slight variations as to the position and movements of the figures. Finally,
Figurative Panel F shows a variety of marine motifs.

The piece stands out for its meticulous technical and stylistic features, its elabo-
rate execution, its great artistic quality, its iconographic richness and the comp-
lexity of its composition. These aspects, together with its large size and good
state of conservation, make it exceptional, a true unicum. The mosaic has turned
out to be a wellspring of information and scientific discoveries (Valero 2009:
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Figure 1

Indication of the location of Figurative Panel
A in the mosaic of the triclinium of Noheda
(image by M. A. Valero over photograph of
the mosaic by José Latova).

Figure 2
Drawing of Figurative Panel A indicating
the figures.

54;2010: 6; 2011: 91-105; 2013: 312-327; 2014b: 54-60; 2014c: 81 ss.; 2015a;
2015b: 1347 ss.; 2015c: 439-444; 2016a: 131-152; 2016b: 10-12; 2017: 79-80;
Valero - Gémez 2013: 87 ss.), prompting the development of multiple theories
(Fernandez Galiano 2010: 111 ss.; Ucatescu 2013: 375 ss.; Lancha - Le Roux
2017: 202-212).

As noted, the present paper will focus on Figurative Panel A. The array of cha-
racters it depicts leaves no room for doubt with regard to its interpretation. It
tells the tale of King Oenomaus (LIMC VII s.v. Oinomaos: 19-23), his daughter
Hippodamia and her suitor, Pelops (LIMC VII s.v. Pelops: 282-287) (Fig. 1).

The appearance of the scene alluding to the Eastern myth in the Noheda mo-
saic has given rise to two new developments in the study of mosaic art. First, it
adds another specimen to the scant number of representations of this mythologi-
cal passage. Second, the profusion of iconography and narrative style make its
analysis straightforward, which, in turn, facilitates the reinterpretation of other
works, as will be seen below (Fig. 2).

Consisting of a series of figurative scenes, it was originally 10.80 m long by
3.05 m wide. However, the right edge of the mosaic was lost due to agricultural
activities. Consequently, the preserved length is about 8.80 m.

The careful layout of the panel’s scenography indicates a meticulous assessment
of the lighting. Light flows from the top left area of the group of characters, gi-
ving the scene a theatrical appearance. This, in turn, allows for the depiction of
a wide array of details, thereby affording the piece a more pictorial, as opposed
to mosaic, feel (Fig. 3).

The story depicted by the scenes must be read from left to right, resulting in three
groups of figures. The first covers one fourth of the depiction. It is presided over
by an elderly, bearded, crowned figure sitting on a throne. It is Oenomaus, who
is shown wearing a pallium. In his right hand he holds a small capsa tied with
braids, the lid of which is sealed. It contains a volumen, probably recording the
ownership of his kingdom, the object to be disputed in a race.
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In front of him, and with a clearly similar prominence, is a young man dressed in
a green long-sleeved tunic with yellow stripes and a row of orbiculi. Beneath his
tunic, he is wearing anaxyrides and on his feet are carbatinae. Over the tunica
manicata, he wears a reddish cape draped over his back and both shoulders; it is
held in place by and tied to a sort of cingulum located below his chest. He wears
a vermilion Phrygian cap decorated with a double vertical band on the front. He
holds a riding whip in his left hand, while touching his face with his right in a
gesture of doubt as he considers the magnitude of the struggle that awaits him. It
is Pelops, challenging the monarch to the ill-fated race (Fig. 4).

A succession of characters behind the throne sheds further light on the scene.
To the left of the first group of figures is a young lady standing with her right
hand resting on the royal throne. She wears a white sfola (Edmondson 2008: 24)
covered with a yellow palla and matching carbatinae trimmed with a fillet of red
tesserae. The high lineage of the young lady is indicated by a number of jewels
and the adornments in her hair. She can thus be identified as Hippodamia.

To her right, another woman wears a reddish palla and a short necklace, as well
as golden earrings. Her face shows that she is older than Hippodamia. It is clear-
ly Sterope, Oenomaus’s wife, tenderly looking at her daughter.

Next, and also standing, is a young, clean-shaven man dressed in a green tunic
covered by a reddish pallium that leaves his left shoulder bare. His youth and
position behind the King and next to the second female character suggests that
he may be one of the royal couple’s sons, i.e. either Dysponteus or Leucippus.

Finally, on the right side of the composition of the first group of figures is an-
other young man. This man is wearing a long-sleeved white tunic over a light
brown subucula, both tightly cinched with a wide cingulum. His attire, which
is totally different from that of the royal figures, identifies him as Myrtilus, the
monarch’s charioteer.

In the top right area of the scene, near a garland, three decapitated heads hang
from hooks on a tabula ansata. The eyes are closed and blood flows from their
necks. These are clearly some of Hippodamia’s former suitors, whom Oenomaus
has had killed! and whose heads he has hung in his palace as a dissuasive meas-
ure against future suitors.

1 Thirteen suitors were defeated prior to Pelops’s arrival: Memnon, Eurylochus, Automedon, Aca-
man, Pelops of Opuntia, Hippothoon, Eurymachus, Chalcodon, Lasius, Tricolonus, Alcathous son of
Porthaon, Crotalus and Aristomachus (Alvar 2000: 296).

Figure 3
Figurative Panel A (photograph by J.
Latova)
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Figure 4

Detail of the first group of figures of
Figurative Panel A, based on the photograph
by J. Latova.

The second grouping is the largest, spanning 6.40 m by 2.09 m and located in
the central position. It shows two quadrigae that have met different fates. The
first shows a naufragium. One of the chariot’s wheels has broken away from the
shaft, resulting in a mortal accident involving one of the characters. His arched
legs and left hand, clinging to the reins of the chariot, are all that can be seen of
him. He is wearing a yellow tunic that reaches to his knees over long reddish
breeches and amber-coloured carbatinae. These are Oenomaus’s limbs. The
grim omens predicted by the oracle have come to pass: he has died entangled in
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the reins of his chariot (Fig. 5).

Above him, a young man lowers his hands to help him, ignoring the horses. The
boy wears a white long-sleeved subucula, covered by a second light-brown one,
with no cuffs, belted with a wide cingulum. Around his neck he wears a fringed
white mappa embroidered with maroon orbiculi.

This character, wearing the same attire, was already analysed in the first scene;
specifically, he was the fourth figure, Myrtilus. Myrtilus has committed a terrible
act of treason by replacing the wheels’ pegs with pegs made out of bees’ wax,
causing Oenomaus to become entangled in the reins (Humbert 2010: 166), pre-
cisely the action being evoked. The charioteer’s look of terror is most likely due
to the fact that, according to the myth, at that moment the monarch is calling for
his death at the hands of Pelops (LIMC VII s.v. Pelops: 285).

To his right is a quadriga being pulled by four aligned mares. The first is the right
Jfunalis horse, which appears with flexed legs, its head lowered and adorned with
a green laurel wreath, and its tail tied up in a braid. The rest of the horses have
similar characteristics, including both the two iugalis, joined by a yoke linked
to the chariot’s shaft, and the horse located on the left-hand side of the quadriga,
which is being tied up by a young man.

In fact, three assistants are present to help hold the mares or run to the aid of
the monarch and charioteer. They all wear long-sleeved subucula, whose edges
are trimmed with two thick stripes and which are covered by another sleeveless
tunic kept in place with a wide cingulum. Below the hem of the tunic, they can
be seen to be wearing dark vermilion and black knee guards over off-white tights
or shin guards decorated with horizontal grey-toned fillets. They are wearing
black-soled calcei with reddish uppers. These characters’ features, youth and
attire — including the eye-catching knee guards as necessary equipment for jobs
involving a lot of kneeling — suggest that they could be three circensium ministri.

Next, there is a second chariot, from which the third character from the first
grouping, who seemed to be conversing with the monarch, descends in triumph.
It is Pelops, dressed in the same Eastern fashion described above, with a long
palm leaf of various shades of green, symbolising his victory in the tragic race.
The Phrygian prince is looking at his beloved, who is dressed exactly as she was
in the first scene. The only change in this female figure with regard to the first
depiction is that, because she is seen from the side, the viewer can clearly see

Figure 5

Detail of the second group of figures of
Figurative Panel A, based on the photograph
by J. Latova.
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Figure 6

Sub-group B of the second scenic ensemble
showing the winning quadriga based on the
photograph by J. Latova.

how her hair is dressed: a double bun tied with a black and yellow braid (Fig. 6).

Behind Hippodamia, one of her servants is smoothing her dress. The girl has
blond hair and wears a necklace of white pearls. She is wearing a short-sleeved
orange stola (Edmondson 2008: 25) with red and black clavi. She covers herself
with a palla of similar colours to those of the stola and wears white carbatinae
on her feet.

Pelops descends from a quadriga led by a small blond winged character who is
nude. It is one of the classical Erotes, possibly Eros2. The infant is the charioteer
that has led Pelops’s quadriga to victory.

The chariot is drawn by four horses shown in profile, with lively legs that still
show signs of the tension of the settled race. Their heads are upright and orna-
mented with wreaths of laurel leaves in shades of green, to which their respec-
tive palm fronds of victory have been added, as befits victors. These horses are
being assisted by, at least, two young men wearing long-sleeved subucula, the
lower sleeves of which are decorated with two lines of stripes made of red and

2 However, the possibility that it might be the Erotes Pothos, as the god of desire, which the youths are
about to consummate, cannot be ruled out. This possibility would have to be explored once the authen-
ticity of the second mosaic analysed in this paper is verified, as the latter includes a text identifying this
little winged god.
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light brown tesserae. This garment is covered by another sleeveless off-white
tunic and is cinched with a wide cingulum showing three bands of white cloth.
As in the previous scene, their knees are protected with dark red and black knee
guards from which two braided ties dangle. One of the youths holds the head of
the first funalis of the quadriga, and it looks as if he is blowing water into the
horse’s mouth. He could thus be a sparsor.

This figurative image is completed by a small circus, providing perspective on
the scene as a whole, as well as an appropriate setting. It is located in the top
central area, coinciding with the dimensions of the second scene. It is portrayed
in the classical manner, showing the cavea, arena, spina, metae, ovaria, and
phala, together with a number of sculptures portraying gods and animals, as
would have decorated the building (Valero 2017: 75-78).

2.2. A New Piece?

Not long ago, proof came to light of the existence of another possible mosaic
representing this myth at an auction house3. As the piece was to be part of the
collection on display at an exhibition, arrangements were made to visit the ve-
nue. It was explained that the tapestry comes from a private collection in Beirut,
although the piece could be Syrian in origin. It is worth noting that the analysis
carried out to date is based solely on the observation of the tapestry at that event.
As there was no opportunity to study the piece in detail, its authenticity can
therefore neither be confirmed nor denied.

The piece in question is a tapestry measuring 2.01 m long by 2.04 m high, made
with opus tessellatum. The tesserae, which are, on average, 0.8 cm in size, were
made of stone, marble and glass paste to obtain the desired colours.

The main scene is framed by a double fillet of black tesserae. The fillets give way
to an additional triple fillet of white pieces, which, in turn, gives way to a band of
serrated brown isosceles triangles (Décor I: 36-37). They precede a frame with
a succession of serrated squares over the tangent point (Décor I: 44-45) with
oblique rainbow stripes (Décor I: 34-35).

The central emblem is done in an Eastern style, and the figures are identified
with Greek characters. A young lady on the left-hand side of the group sits on
a wooden chair. Only two of the chair legs are visible. The shapes are notably
different. A circular decoration in the middle divides the quadrangular top half
of the left leg from the bottom half, whilst the right leg lacks any such elliptical
ornamentation or, at least, it is half-hidden behind the folds of the lady’s gar-
ments. The chair has a simple, dark quadrangular seat that, in keeping with the
rest of the object, lacks all perspective and detail (Fig. 7).

The presence of an off-white oinochoe with a prominent base is worth noting.
It is located between the chair legs and stands out against a black background
framed by the aforementioned chair legs.

The lady’s garments are ill-defined. She seems to be wearing a sort of stola that
is red on the top and white at the bottom with vermilion trim. The garment is
covered by a light-brown palla that clings to her body at the top. Oddly, the part
of the garment covering her left arm is white. She is raising that arm over the
shoulder of the young man in front of her whilst, at the same time, extending her
bare right arm to offer him the palm of victory.

3 http://www.jbagot.com/obra/mosaico-con-escena-de-pelope-e-hipodamia.
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Figure 7

Mosaic of Pelops and Hippodamia
in Casa Bagot

(image from their site).

The lady’s lower limbs are likewise not well depicted, as only one of her legs is
shown, the foot shod in a simple, chestnut-coloured solea, whilst the other leg is
not visible*. The figure’s hair is gathered in a bun and further kept in place with
a golden diadem. The inscription above her clearly identifies her as Hippodamia.

In front of her, facing forwards, is a young man dressed in a brown tunic with

4 Interestingly, the depicted perspective shows neither the aforementioned leg of the young woman nor,
as will be seen below, any of the young man’s extremities. No possibilities should be ruled out until an
exhaustive analysis of the mosaic can be performed to establish the possible causes of such mistakes in
the portrayal.
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greenish stripes on the arms. Of his lower limbs, only the right thigh can be seen.
It is clad in green anaxyrides. Interestingly, neither his left foot nor his right leg,
both of which should be visible behind the princess’s limbs, are shown in the
mosaic.

The young man has curly hair that sticks out from beneath a greenish hat that
covers his head. He is extending his left arm to take the triumphal branch. His
right limb, which is rather disproportionate in size, remains close to his body,
leaving the hand unseen. This character is clearly Pelops, who is explicitly
named in the allusive text.

In front of them both is a blond-haired winged boy, in a walking position, turn-
ing his head to gaze at the two lovers. The child carries a golden torch in his left
hand; the torch rests on his left shoulder. With his right hand, he is showing the
two youths the way towards a shadowy rectangular area that could be a door. As
in the previous cases, the sign with his name makes it possible to identify him
as Pothos.

However surprising the piece’s rough manufacture might be, the appearance
of this Erote is no less so, and it offers quite a bit of interpretative informa-
tion with regard to the mosaic. According to mythological tradition, Pothos was
Aphrodite’s son’ (Bazant 1994: 501-503) and was part of her entourage, together
with Eros and Himeros (Esq. Suplic., 1035-1037). Other authors assign Pothos’s
paternity to Eros himself (Plat.symp. 197d; Eur.Hipp. 525-526), linking it to
Dionysian festivities (Eur.Bacch. 414).

Sophocles (Soph.Thrac. 631-632) and Plato (Plat.Krat. 400, 419-420b) identify
him as the representation of absent or nostalgic love, or even the sort of romantic
desire that can lead to death. The latter is confirmed by Pausanias (Jones 1978:
43, 6; Pretzler 2007: 45 ss.) when he describes the temple of Aphrodite in Megara
and sets out each of the Erotes’ attributes: Eros personifies love, Himeros desire
and Pothos longing, thus reflecting the many facets of love.

In contrast to another recently discovered mosaic featuring an emblem depicting
Selene and Endymion (Neira 2015: 71), the image analysed here shows that the
love between the two youths has been consummated. It thus does not seem to
suggest the suffering and longing created by an attraction that cannot be fulfilled,
unlike with the myth depicted in the mosaic floor of Céstulo.

The case under study here tells of a love that is complete, but whose realisation
has negative consequences, such as the death of Hippodamia’s father. Hence, the
figures’ longing for an all-encompassing happiness, something they will never
achieve, as, in addition to the pratricide, the young couple’s descendants will be
haunted by Myrtilus’s curses®.

In this regard, another mosaic documented at Philippopolis depicts the wedding
of Dionysus and Ariadne (Balty 1977: 50-56). That mosaic also depicts Pothos
carrying a torch, symbolising that, despite the woman’s happiness at marry-
ing the god, she will never be fully satisfied due to her longing for the love of
Theseus.

The discovery of this possible new piece is a novel development due to the ad-
dition of the little winged god to the scene, which enables a better understanding

5 Although some authors consider the Erote to be the son of Zephyros and Iris.

6 It should be recalled that Myrtilus cursed the descendants of Pelops and Hippodamia as he died, which
would cause many a misfortune to befall the couple’s lineage. For instance, incited by their mother, the
couple’s sons, Atreus and Thyestes, killed Chrysippus, leading Pelops to banish his wife.
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of how the myth’s iconography must have been and which aspects would have
been depicted in Antiquity.

However, as noted, since it has not yet been possible to study this new mosaic in
detail, it is cannot be confirmed whether it is a Latin work or a reproduction. It
is thus crucial to carry out such research in order to further knowledge of mytho-
logical representations in mosaics.

3. Comparative Analysis

As explained above, even though the myth of Pelops and Hippodamia was high-
ly appreciated in the classical mythological tradition (Alvar 2000: 865), it was
not widely depicted in art in general, let alone in mosaics in particular.

One of the most spectacular compositions to have been traditionally identified
as alluding to the myth is that of the sculptures in the round, on a scale of 1.5,
decorating the east pediment of the Temple of Zeus in Olympia, dated to the
mid-5" century BC (Frontinos 1989: 60). Thanks to the description of the build-
ing by Pausanias (Periegesis), it is rather well known what this building, which
was destroyed in the time of Theodosius (Garcia 2013: 70 ss.), looked like.
This same Greek traveller also recorded a detailed description of the pediments
adorning the temple, attributing the creation of the set of sculptures on the east
side to the artist Paionios.

The German scholar Treu drew on this text to facilitate his interpretation in the
19" century (Treu 1897). In his reconstruction, Zeus can be made out in the
central area of the scene, holding a lightning bolt in his right hand and presi-
ding over the struggle like a judge. This character divides the scene into two
nearly symmetrical parts. To the right of the god is a bearded Oenomaus next
to Sterope. Beside her, a kneeling assistant is holding the reins. Behind him are
the horses and then Myrtilus, who is kneeling behind the nacelle. He is followed
by another character and, finally, a figure representing the River Alpheus. To
the left of Zeus are Pelops and Hippodamia. Beside them, a maid kneels before
the horses. She is followed by a succession of characters, including the River
Kladeos (Saflund 1970: 35) (Fig. 8).

Also, on stone bases, although in this case as reliefs, some representations have
been found on sarcophagi dated to the 3™ and 4" centuries (Cumont 1943: 56
ss.). The plethora of themes depicted on these objects includes a number of allu-
sions to the myth under study, ranging from specific moments of the race to the
entire sequence of events making up the legend on a piece currently held at the
National Archaeological Museum in Naples (Fig. 9). Another piece, discovered
in Belgium in 1843, illustrates the successive passages of the tale in a narrative
style (Roulez 1855: 3-11). A number of depictions of various scenes of the myth
have also been found on pottery, as in the case of a vase with red figures held by
the Museum of Athens (Sparkes 1996: 125).

However, mosaics depicting scenes from this myth are rare. The most eloquent
one is a piece of unknown origin held at the Museum of Damascus (Balty 1989:
498). As is commonplace in Syrian floorings, in that tapestry all the characters
are identified with a sign in Greek.

That mosaic depicts two scenes. The main one is located in the lower part of the
work and is divided into two groups of figures. In the first, Oenomaus is sitting
on a simple chair, interacting with a young man before him. The king wears a
maroon tunic with yellow embroidery on the shoulders, chest and wrists. He is
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also wearing a reddish pallium that seems to be fastened to his right shoulder
with a golden fibula. He wears amber carbatinae on his feet, outlined with a sim-
ple edging of red tesserae (Fig. 10). Hippodamia is shown behind the monarch
with a white stola and a matching palla trimmed with red and black fringe. The
garment covers her head, leaving only her face and right hand visible. Standing
in front of the monarch is Pelops, who holds a riding whip in his left hand and
is dressed in Eastern fashion, with reddish garments and a yellow Phrygian cap.

In the second group of figures, the princess — whose attire is similar to that des-
cribed above but now yellow — entwines the fingers of her right hand with those
of the Phrygian prince, whose attire and attributes remain unchanged.

The second scene is situated at the top of the depiction. Its proportions have been
reduced, in order to create perspective and a suitable scenic setting. Between the
two metae alluding to the circus are two quadrigae that have met different fates.
The one on the left has suffered a naufragium, and Oenomaus is depicted as

Figure 8

View of the central area of the group of
sculptures that decorated the east pediment
of the Temple of Zeus in Olympia.

Figure 9

Sarcophagus held at the Museum of
Naples depicting the myth of Pelops and
Hippodamia.
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Figure 10
Mosaic of Pelops and Oenomaus at the
Museum of Damascus.

having fallen and become entangled in the reins. The detached chariot’s wheel
can be seen beside the monarch. This is followed by a depiction of Myrtilus rais-
ing his right hand and dressed in a white funica manicata and a red cape. Finally,
we see the quadriga of Pelops, the victor, who is turning his head to witness the
tragic conclusion (Bldzquez et al. 2004: 292).

It is worth noting that the writing includes some mistakes and omissions. For
instance, the sign identifying Pelops, located above the quadriga, is missing a
letter.

This eastern mosaic clearly does not have the same quality or level of detail as
other pieces found in the area (Duchesne-Guillemin 1975: 99-101; Balty 1977:
94-98). Nevertheless, it is on a level with Syrian tapestries as a whole, which are
characterised by a certain simplicity (Balty 1977).

In Spanish territory, the interpretation of the Noheda mosaic enables the rein-
terpretation of the famous mosaic located in the exedra of the oecus of the late
period villa of Arellano. The emblem shows a young woman with blond hair
gathered in a bun. She is adorned with earrings and a necklace and wears a red
stola with black stripes. She is also wearing carbatinae and carries an umbrella,
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which she holds with both hands and with which she shades the lady in front
of her. The latter’s attire is similar to that of her servant, although her necklace
is much bigger. A gap in the piece makes it impossible to see her face, but she
is holding out her left hand to offer a young man the palm of victory, whilst he
holds her right hand in his.

The young man pulls the princess closer, whilst holding his riding whip in his left
hand. He is wearing a short, green, long-sleeved tunica manicata with embroi-
dered yellow stripes on the sleeves. Beneath his tunic, he is wearing anaxyrides
and yellow caligae (Fig. 11). Over the tunic, a reddish cape is draped over his

back. It is tied at his right shoulder, revealing a sort of cingulum at breast height.
He is wearing a vermilion Phrygian cap on his head over chestnut-coloured hair.

The similarity between the attire and attributes of this character and the one at
Noheda is striking. In fact, as noted earlier, following the analysis of the piece
in Cuenca it seemed essential to revisit the characters depicted in the mosaic of
Arellano. Thus, although it was initially interpreted as depicting the wedding of
Attis and the daughter of the King of Pessinus (Mezquiriz 2003: 234)7, today,
as a result of the discovery of the Noheda mosaic, there is no doubt regarding
the link between the characters depicted at the site in Navarre and the passage
of the myth in which Hippodamia, with the help of a servant, offers the palm of
victory to Pelops, who takes it, although not without sorrow at having caused his

7 Initially, this object was taken to be a pedum (Mezquiriz 2003: 234), no doubt due to the image’s lack
of context. However, the interpretation of the Noheda mosaic facilitates the analysis of the mosaic in
Navarre.

Figure 11

Mosaic of the exedra of the
oecus at the villa of Arellano
(Mezquiriz 2003: 233).
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father-in-law’s death. This reinterpretation was suggested some time ago (Valero
2010: 10;2013: 315; 2015c: 439-440; 2017: 153; Neira 2011: 16-17), emphasis-
ing that it was due to the array of characters depicted in the mosaic at Noheda,
which has clearly facilitated the explanation of other surfaces.

4. Conclusions

As noted above, until recently, it was believed that the myth of Pelops, Oenomaus
and Hippodamia, although widely accepted in antiquity, had rarely been depic-
ted in art. Except for the exceptional scene adorning the east pediment of the
Temple of Zeus at Olympia, the examples of this iconography were limited to
several vases and some sarcophagi dating from the third century depicting vari-
ous scenes from the myth. Few mosaics alluded to it. The most significant was a
mosaic of unknown origin held at the Museum of Damascus.

However, the discovery of the only known specimen in Noheda so far, which
depicts all the episodes of the myth in a magnificent narrative sequence, has
made it possible to document the iconography of each episode and the different
characters involved. This has facilitated the reinterpretation of other known mo-
saics, as well as the identification of a possible new example.

These developments serve to underscore the importance of the Noheda mosaic,
which is the only figurative mosaic of its size known to exist in the territory of
Hispania. It is moreover difficult to find other examples from the Empire of simi-
lar characteristics to this piece of art, i.e. with such an abundance of iconography
and such a complex and varied structure. Moreover, it is in an excellent state of
repair, missing, as noted, only a small part of the surface that in no way affects
the overall interpretation of the depicted scenes. In short, it is a unicum amongst
preserved mosaics, in both Hispania and the rest of the Roman Empire.



312 Miguel Angel Valero Tévar

Bibliography - Kaynaklar

Alvar 2000
Balty 1977

Balty 1989

Bazant 1994

Bldzquez et al. 2004

Cumont 1943

Décor 1

Duchesne-Guillemin 1975

Edmondson 2008

Garcia 2013

Fernandez Galiano 2010

Frontinos 1989
Humbert 2010

Jones 1978

Lancha - Le Roux 2017

LIMC III
LIMC VI
LIMC VII
Mezquiriz 2003
Neira 2011

Neira 2015

Pretzler 2007
Roulez 1855

Siflund 1970

Sparkes 1996
Treu 1897
Ucatescu 2013

Valero 2009
Valero 2010

Valero 2011

J. Alvar, Diccionario Espasa de Mitologia Universal, Espasa Calpe, Madrid.

J. Balty, Mosaiques Antiques de Syrie, Centre Belge de Recherches Archéologiques a Apamée de Syrie,
Bruxelles.

J. Balty, “La mosaique en Syrie”, J. Dentzer - W. Orthmann (eds.), Archéologie et histoire de la Syrie. II. La
Syrie de 1"époque achémenide a 1’avénement de flslam, Saarbruck, 490-526.

J. Bazant “s.v. Pothos”, LIMC VIII, 1/2, Ziirich, Miinchenm Diisseldorf.

J. M. Martinez Blazquez- G. Lopez Monteagudo - M. P. San Nicolds, “Representaciones mitoldgicas, leyendas
de héroes y retratos de escritores en los mosaicos de época imperial en Siria, Fenicia, Palestina, Arabia, Chipre,
Grecia y Asia Menor”, A&C XXI, 277-371.

F. Cumont, Recherches sur le symbolisme funéraire des Romains, Paris.

C. Balmelle — M. Blanchard Lemée — J.Christophe — J.-P. Darmon — A.-M. Guimier Sorbets — H. Lavagne — R.
Prudhomme — H. Stern, Le Décor Géométrique de la Mosaique Romaine I, Paris, 1985.

M. Duchesne-Guillemin, “Etude complementaire de la Mosaique au Concert de Hamma et étude preliminaire
d’une mosaique inedite de Soueia”, Atti Lincei Serie 8, 99-119.

J. Edmondson, “Toga and Stola. Defining the Roman Civic Body”, J. Edmondson, and A. Keith (eds.), Roman
dress and the fabrics of roman culture, Ed. University of Toronto, Toronto, 21-46.

P. A. Garcia Pastor, Una reconstruccion del templo de Zeus de Olimpia: hacia la resolucién de los “Phidiaspro-
bleme”, Tesis doctoral, Universidad Complutense de Madrid.

D. Ferndndez Galiano, “El triunfo del amor: mosaico de Paris y Helena de Noheda”, M. L. Neira (ed.), Mitolo-
gfa e Historia en los mosaicos romanos, Madrid, 111-136.

E. Frontinos, Olimpia. Guia completa, Atenas.
J. Humbert, Mitologia griega y romana, Barcelona.
V. H.S. Jones, Pausanias. Description of Greece I, Books I-II, Loeb Classical Library.

J.Lancha - P. Le Roux, “Mimus Zelotipi Numti. A propos de la mosaique de Noheda (Villarde Domingo, Gar-
cia, Cuenca)”, Conimbriga 56, 201-216.

Lexicon Iconographicum Mythologiae Classicae III, Zurich, 1986.

Lexicon Iconographicum Mythologiae Classicae VI, Zurich, 1992.

Lexicon Iconographicum Mythologiae Classicae VII, Zurich, 1994.

M. A. Mezquiriz, La villa romana de Arellano, G. de Navarra (ed.), Navarra.

M. L. Neira, “Representaciones de mujeres en mosaicos romanos. El mito como argumento”, M. L. Neira (ed.)
Representaciones de mujeres en los mosaicos y su impacto imaginario de estereotipos femeninos, Madrid, 7-36.

M. L. Neira “Written and Visual Culture About the Mosaic of Castulo: The Influence of Lucian’s Works”, JMR
8,61-79.

M. Pretzler, Pausanias. Travel writing in Ancient Greece, London.

J. Roulez, Pelops et Oenomaiis. Explication d “un bas-relief Antique, Mémories de 1”’Académie Royale de Bel-
gique, Tome XXX.

M. L. Siflund, The East Pediment of the Temple of Zeus at Olympia: A Reconstruction and Interpretation of Its
Composition, Gotheborg.

B. A. Sparkes, The red and the black. Studies in Greek pottery, Princeton.
G. Treu, Olympia III: Die Bildwerke von Olympia in Stein und Thon, Berlin.

A. Ucatescu, “Visual culture and paideia: the triumph of the theatre revisiting the late antique mosaic of Nohe-
da”, AnTard 21, 375-400.

M. A. Valero, “La Villa de Noheda: esplendor tardoimperial”’, Revista Memorias 15, 53-58.

M. A. Valero, “La Villa romana de Noheda: Avance de los primeros resultados”, Informes sobre Patrimonio 1,
Consejeria de Educacion, Ciencia y Cultura-Junta de Comunidades de Castilla-La Mancha, Toledo, 5-19.

M. A. Valero, “Les images de ludi de la mosaique romaine de Noheda (Villar de Domingo Garcia, Cuenca)”,
Nikephoros 24,91-114.



Valero 2013

Valero 2014a

Valero 2014b

Valero 2014c¢

Valero 2015a

Valero 2015b

Valero 2015¢

Valero 2016a

Valero 2016b
Valero 2017

Valero - Gémez 2013

New Representations of the Myth of Pelops and Hippodamia.../ Roma Mozaik Sanatinda Pelops ve Hippodamia... 313

M. A. Valero, “The late-antique villa at Noheda (Villar de Domingo Garcia) near Cuenca and its mosaics”, JRA
26,307-330.

M. A. Valero, “El triclinium de la villa de Noheda (Villar de Domingo Garcia (Cuenca)”, P. Pensabene - C.
Sfameni (eds.), La Villa Restaurata e i Nuovi Studi sull‘Edilizia Residenziale Tardoantica, Bari, Edipuglia, 521-
531.

M. A. Valero, “Estudio arqueométrico de las muestras procedentes del mosaico de la villa romana de Noheda
(Cuenca): primeros resultados”, Actas del X Congreso Ibérico de Arqueometria, Instituto de Conservacion y
Restauracion Valenciano, Castellon, 54-68.

M. A. Valero, “La representacién de instrumentos musicales en el mosaico de la villa romana de Noheda”,
Libro de la 53 SMR de Cuenca, Excma, Cuenca, 81-104.

M. A. Valero, La villa romana de Noheda: la sala triclinar y sus mosaicos, Tesis Doctoral, Universidad de
Castilla-La Mancha.

M. A. Valero, “Los mosaicos del triclinium de la villa romana de Noheda (Villar de Domingo Garcia, Cuenca)”,
Proceedings X VIII" International Congress of Classical Archaeology, Museo Nacional de Arte Romano, Méri-
da, 1347-1351.

M. A. Valero, “Los mosaicos de la villa romana de Noheda (Villar de Domingo Garcia, Cuenca)”, XII Collo-
quio AIEMA, Verona, 439-444.

M. A. Valero, “La iconografia del mito de Pélope e Hipodamia en la musivaria romana. Nuevas aportaciones a
partir del mosaico de Noheda”, AnCord 27, 125-160.

M. A. Valero, “Los mosaicos de la villa de Noheda (Cuenca)”, Arqueologia somos todos 4, 10-12.

M. A. Valero, “La representacion del circo en el mosaico de Noheda”, J. Vilar (ed.), Tarraco Biennal. La gloria
del circ. Curses de carros i competicions circenses, Fundacié Privada Mitua Catalana, Tarragona, 75-82.

M. A. Valero — J. Gémez, “El mimo del celoso adinerado: literatura y especticulo en la villa de Noheda (Cuen-
ca)”, Quaderni Urbitani di Cultura Classica 102, 87-106.






DOI: 10.26658/jmr.440632 JMR 11,2018 315-331

Cube Designs in Roman Baetica Mosaics
Roma Cag1 Baetica Mozaiklerinde Kiip Tasarimlar
Sebastian VARGAS VAZQUEZ'

(Received 09 December 2017, accepted after revision 06 August 2018)

Abstract

The cube and the prism are frequent components of geometrical compositions featured in Roman mosaics.
They can be found as free elements belonging to the secondary decoration of many pavements, or as part of
friezes or mosaic panels, sometimes mixed with other geometrical figures to shape various compositions and
sometimes used as exclusive motifs and single theme, forming unitary and/or modular panels. This paper will
focus on the latter.

In our catalogue of Geometrical Designs, these modular compositions with three-dimensional cubes or “tumbl-
ing blocks” and with elongated cubes or prisms define models E3 and E3A respectively. Even though these
are present in a significant number of pavements in the Roman Baetica, we cannot assume their widespread
use since they are so far absent from sit es with a well-established mosaic tradition, such as Italica, Hispalis
or Carmo. In contrast, Astigi and Corduba are the cities where more pavements with these designs have been
found.

In this paper we will also analyse the process of development of both models, and how these compositions,
dominant and solid by their own characteristics despite the sense of movement they transmit, can produce di-
verse effects and create different optical perceptions by simply changing the point of view from which they are
observed or with a slight colour change. This last aspect is essential to allow the design its main feature, which
relates to a three-dimensional effect.

Keywords: Roman Baetica, geometric mosaic, geometric design, composition, cube.

Oz

Kiipve prizma, Romamozaikleriicinde yer alan geometrik kompozisyonlar arasinda sik goriilen bilesenlerdendir.
Cogunlukla bircok dogemenin ikinci plandaki siislemesine ait serbest elementler olarak goriilen bu desenler,
mozaik frizlerinde ya da panellerinde kimi zaman diger geometrik desenlerle beraber farkli kompozisyonlar
sekillendirmek icin, kimi zaman dzel bir motif ve tek bir tema olarak iiniter ve/veya modiiler paneller olarak da
goriilmektedir. Bu makale ikincisine odaklanacaktir.

Geometrik Tasarimlar, katalogumuzda, ii¢c boyutlu kiipler veya “devrilme bloklari” olan bu modiiler bilegimler
ve uzun kiipler veya prizmalar, sirasiyla E3 ve E3A modellerini tammlamaktadir. Bunlarin Roma Cagi
Baeticasi'nda onemli sayidaki dosemede mevcut olmasina ragmen, Italica, Hispalis veya Carmo gibi koklii
bir mozaik gelenegine sahip olanlarda goriilmedikleri icin yaygin olarak kullanildiklar: diisiiniilemez. Aksine,
Astigi ve Corduba bu tasarimlarin goriildiigii mozaiklerin en ¢ok tespit edildigi yerlerdir.

Bu makalede her iki modelin gelisim siireci de analiz edilecek ve bu kompozisyonlarin aktardiklar: hareket duy-
gusuna ragmen, kendi karakteristiklerine gore baskin ve saglam olarak nasil farkly etkiler yaratabilecegi, goz-
lemlendikleri aciya gore veya hafif bir renk degisimi ile nasil farkli optik degisimler yarattiklar: ele alinacaktir.
Bu son ozellik, tasarimn ii¢ boyutlu bir etki ile ilgili ana ozelligine izin vermek icin gereklidir.
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The cube, taken as main motif in the composition of unitary or modular fields,
constitutes model E3 (Fig. 1) in our catalogue of designs, while model E3A (Fig.
2) is a direct variant from the former achieved by elongating the figures (Vargas
Vazquez 2014: 126, 171; 2016a: 237-238).

Model E3 represents a modular composition of tangent cubes joined by their
vertices and their straight and oblique sides. Its pattern is easily and quickly
achieved by using a geometrical base made up of a grid of hexagons tangent to
each other on their straight and oblique sides (Fig. 3). This composition cons-
titutes by itself our model E1, generally known as a honeycomb design. This,
again, can be easily obtained from the geometrical base represented in figure
4A -which curiously reproduces our rhombus design (Design Vargas-Vazquez
D20). In order to ensure regular hexagons in the composition, it is built taking
into account that the distance between the lines of the structure on a vertical axis
must be equal to the side of the hexagons we want to build, while its slant must
be at a 60° angle, half of the interior angle (120°) of a regular hexagon; the angle
of those lines to the horizontal axis will be 30°. The said structure allows us to
build the model simply by drawing vertical lines at certain points to define the
hexagons clearly, as shown in Fig. 4B. Once the weave of hexagons has been
established, the cube pattern is obtained by following the steps shown in Fig. 4C,
namely, dividing each of the hexagons into three identical diamonds or rhombus.

Figure 1
Desing by Vargas Vazquez E3.

Figure 2
Desing by Vargas Vazquez E3A.



Figure 3
Desing by Vargas Vazquez E1.

Figure 4 A-B-C
Desing by Vargas Vazquez.
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A direct variant of Design E3 is our Design E3A (Fig. 2), characterized by the
inclusion of elongated cubes or prisms. Now, the base to build this new design
consists of a composition of irregular or oblong hexagons, instead of the one
with regular hexagons. In order to build it, the structure used in Design E3 has
been modified. Its appearance should be as shown in the lower part of the picture
of Design E3A (Fig. 2). It is formed by parallel lanes within which the structure
of oblique lines slanting 60° in relation to the vertical axis, or 30° in relation to
the horizontal axis, can be created. The distance between the lanes will depend
on the desired size of the prisms.

It can be inferred from all of the above that the construction procedure for both
models is simple and easy if the methods described are used, without having to
resort to more toilsome and/or complex geometrical operations, which would, at
the least, delay the work considerably. The use of templates and frames or geo-
metrical bases, such as those shown here, make it possible to build models like
the one at hand without the need of applying cumbersome geometrical formulae
or procedures. This has been a key topic in the research we have undertaken for
the last few years, where we also look for examples to ascertain its veracity and
demonstrate the use of this kind of shortcuts in the manufacture of some Roman
mosaics (Vargas Vazquez 2016a: 275-290).

The presence of these cube and prism designs in Roman mosaic art is fully estab-
lished and reaches nearly the whole of the Roman world. In the case of Baetica,
the southernmost province of Roman Hispania, their appearance is equally con-
firmed from the examples we will readily present, with the regular tumbling
blocks model as the most ingrained (Design Vargas-Vdzquez E3). However, in
spite of all the evidence and based upon the mosaics documented to date, we
cannot confirm at the current point in the investigation, that it was a design in
high demand throughout Baetica, since it seems to be absent in mosaic ensemb-
les as relevant as Italica, Seville or Carmona. The inverse case happens in the
cities of Cérdoba and Ecija, and with them other areas within the Conventus
Astigitanus, where several examples have been documented.

In the case of Ecija, Design E3 is documented in four pavements, although it is
important to keep in mind that certain peculiarities present in all of them suggest,
as we will see further on, the possibility of a single workshop as authors of all
these mosaics.

In the mosaic known as The Triumph of Bacchus (Fig. 5), from the second half
of the 2™ century, the composition with cubes is found in a secondary field bor-
dering or framing the central panel on its right side, and it is most likely that,
assuming a certain symmetry for the mosaic, the same was true for the left side,
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now lost, in the likeness of the mosaic of Briseis (Figs. 7-8). In this case the
picture is completed by means of a chromatic range based on white, ochre, red
and black, giving the mosaic the distinctive depth of this kind of composition.

In this wonderful mosaic of The Triumph of Bacchus -besides the composition  Figure 5

with cubes- the iconographic repertoire is noteworthy, with its main element  The mosaic of “the Triumph of Bacchus™
displayed in the -partly lost- central emblema, in the form of a triumph drawn by ™ Ecija (Ecija, Sevilla).

male and female centaurs. It is a Bacchic scene completed with other depictions

belonging to the same genre: we can see a bacchante lying on her back and a

satyr running towards her, and Pan and Silenus’s heads, as well as three Bacchic

animals -gazelle, lion and panther- running to the right.



Cube Designs in Roman Baetica Mosaics / Roma Cag1 Baetica Mozaiklerinde Kiip Tasarimlar1 319

The Seasons are also represented in this mosaic, specifically Summer and
Autumn, so it is safe to guess that Spring and Winter used to occupy the two circ-
les symmetrically placed in the upper part of the emblema that was lost. Leda,
standing with her back to the viewer, while possessed by the swan (San Nicolds
1999: 347-387; San Nicolds 2005: 975-985), is an icon repeated -as we will see
later- in the mosaic depicting Zeus’s affairs. One of the Dioscuri -the offspring
of the union between Leda and Zeus shapeshifted into a swan- standing in front
of a horse in a stance similar to the Dioscurus portrayed in the mosaic of Zeus’s
affairs (Fig. 6). Orpheus is standing between two trees, playing his lyre and
accompanied by a female figure who sits on a rock in the background with her
back towards the viewer, identifiable as Eurydice. Narcissus is sitting on a rock
between two trees, contemplating his own reflection in the water of the foun-
tain (L6pez Monteagudo 2005: 959-973; Lépez Monteagudo 2013: 193-208). In
addition to these representations, the mosaic still shows a fragmentary marine
scene, of which only the tail of a sea animal -that could be a kethoi, judging by
its shape- has been preserved (Vargas Vazquez et al. 2017: 45-50).

Another of the pavements in Ecija where the cube design can be found is the
recently uncovered mosaic of Zeus’s affairs (Fig. 6), a magnificent specimen
paving the triclinium of the domus where it was set. In this case the composition
covers the length of an L-shaped panel.

The mosaic has a surface of 40m?, and stands out for its technical mastery and
decoration, consisting of several figurative panels and a geometrical L-shaped
panel. The general layout of the pavement is peculiar as it simplifies the typical
triclinia outline in “T” + “U”, featuring instead a design made up of angle brac-
kets or inverted Ls pitted against each other.

The cube design is carried out in this case in a very similar manner to the pre-
vious one, including the chromatic range and the serrated fringe that runs all
around the edge of the field.

Together with the geometrical cube field, the mosaic displays a highly interest-
ing set of figurative scenes, distributed along two fields. One of them, the verti-
cal one, contains a Bacchic scene with a central area devoted to the production
of wine, performed by four satyrs foot-crushing the grapes, which a fifth one
is pouring into the lagar (treading vessel). The wine obtained flows into two
dolia through a couple of orifices decorated with feline heads. To the left of this
scene there is a female figure leaning back on a stone, her naked body partly
covered with a drapery pinned to her head, crowned with a flower wreath and
wearing a bracelet; an eros or Cupid accompanies her in a downcast attitude that
seems to be a reference to the young woman’s languor as she looks to her right,
aware of her lover’s betrayal. There is a basket behind the Cupid with some
fronds sticking out, and a vine as a division element parting this scene from the
winemaking one. The same happens on the right side of the winemaking scene;
this time the vine is related to a goat who tries to reach a bunch of grapes. After
this bucolic scene, a character appears in a short tunic and crown escorted by
an old satyr holding a pedum who is pointing at the female at the other end. It
is an enormously interesting representation through which the artisan wanted to
recreate the myth of the moment when Bacchus, attended by the old satyr, spots
his future wife, Ariadne, lying in Naxos Island after having been abandoned by
Theseus. The Cupid standing beside Ariadne evokes the love about to be born.
In any case, the tableau is perfectly in accordance with the rest of the mosaic,
with a clear prevalence of love scenes, with Zeus as the protagonist in this case.
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Figure 6

The mosaic of “Zeus’s affairs” in Ecija-
(Ecija, Sevilla). (Vargas Vazquez et al.
2017: fig. 70A).

Cube Designs in Roman Baetica Mosaics / Roma Cag1 Baetica Mozaiklerinde Kiip Tasarimlar1 321

The other field also displays different scenes, the most prominent is an abduc-
tion of Europa where the princess is already riding the bull but still stationary,
as indicated by the flowery meadow, the presence of two of her companions
feeding flowers to the bull, the flower basket on the ground, the stillness of the
animal and the position of Europa holding her mantle above her head. In the
background, the personification of a river occupies the upper area with its source
slightly to the right and flowing -or channelled- towards a building that could
well be a water mill; Mercury running, a Cupid to the left and another architec-
tural representation, similar to the first one, maybe of a rural nature. Flanking
and showcasing Europa and the bull’s scene, there are two female characters; the
one on the left, with her back turned to the viewer, is bejewelled with bracelets,
wristlets and necklace; of the right one, facing out, only the arms and parts of the
head, hips and legs have been preserved. The absence of bracelets could hint at
a male character albeit the remaining parts of the hips and belly suggest the op-
posite. The square frames surrounding the main scene are filled with representa-
tions of the seasons, one of a Dioscurus leading his horse, and various episodes
related to Zeus as a lover: Leda and the swan, a satyr running after a maenad,
remembering Zeus’s transformation or metamorphosis into a satyr to seduce the
Theban princess Antiope, and Ganymede hounded by Jupiter’s eagle.

The mosaic displays formal features very similar to those found in the previ-
ously seen pavement of Plaza de Santiago -The Triumph of Bacchus- (Fig. 5),
hinting at the possibility of them both belonging to the same workshop (Vargas
Viézquez et al. 2017: 81-83).

The third mosaic from Ecija where the presence of the cube design can be found
is the one known as mosaic with an Iliad scene or of Briseis (Figs. 7-8). In this
case, the composition is displayed in two fields distributed along the entrance
and the back of the room they floored, again with a noteworthy execution that
includes the chromatic range, virtually identical to the one used in both previous
mosaics.

In this particular case, the two geometrical panels frame a third one that was set
in the middle, of which only a few remnants of a figurative scene -almost lost-
have survived, with only three figures remaining. To the right, a veiled female
figure standing, covered head-to-toe in a wide, blue draped tunic; in the centre
-virtually lost-, another character sitting or kneeling, dressed also in a pleated
robe, holds a gold coloured sceptre in his left hand; behind him, to the left of
the panel, a figure of which only part of the head with a winged helmet remains.
Comparison with a mosaic found in Antioch (Turkey) dated to the same epoch
as the one in Ecija, where the characters are identified by their Greek names,
leaves no doubt about the interpretation of the scene in Ecija as an episode from
the Iliad (Hom.Il. I 320-347), the one in which a messenger from Agamemnon,
Taltybios, surrenders Briseis to Achilles (Vargas Vazquez et al. 2017: 67-68).

The fourth and last of the Ecija mosaics, where a composition with perspective
cubes is documented, was part of the paving of a domus found in Ecija’s Plaza
de Espaiia (Fig. 9). This mosaic is only partially preserved, very fragmented; its
overall measures are unknown and it appears devoid of any trace of figurative
elements (Vargas Vazquez et al. 2017: 84-85).

As in the three previous pavements, this specimen is completed with a very simi-
lar chromatic range and is trimmed with a serrated fillet, following execution
guidelines that are virtually identical to the ones established for all the others.
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Figure 7

Mosaic with an Iliad scene or of Briseis in
Ecija (Ecija, Sevilla).

(photo courtesy E. Nuifiez Pariente de Le6n).

Figure 8
Mosaic with an Iliad scene or of Briseis in
Ecija (Ecija, Sevilla). (By Vargas Vézquez).



Figure 9

Geometric mosaic discovered in the Plaza
de Espaiia de Ecija (Ecija, Sevilla).
(photo courtesy S. Garcia-Dils).
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The cube designs present in all these mosaics in Ecija have curiously been de-
veloped in a very similar way, repeating the colour patterns in the figures (white,
black, ochre and red) and the detail of framing the whole field with a black ser-
rated trim fillet. This is an element that appears in a very analogous way in the
four sites, following a thin line of three white tesserae and is totally adjoined to
the composition. All of this, together with other details, establishes an undeni-
able evidence of a connection existing among the various pavements, hinting at
the possibility that all belong to a single workshop (Vargas Vazquez 2014: 191).
It is also interesting to ascertain that in the case of the first two mosaics, the use
of a wave border or a multi-stranded braid border is repeated, the latter appear-
ing again in the Briseis mosaic. In the cases of the Triumph of Bacchus and the
Zeus’s affairs mosaics, similarities increase with the resemblance perceived in
the rendition of some of the characters, depicted in an almost identical manner,
and even in the way the shades are executed.

Taking the Bacchic mosaic as a reference, all these pavements could be dated
to around the second century AD, at some stage during Hadrian’s rule, or im-
mediately after that.

Outside the capital of Conventus Astigitanus, although within its administrative
borders, the tumbling blocks design is also found -again ascribed to an urban
area, in Antequera- in one of the mosaics that used to decorate what is currently
known as the Roman Thermae of Santa Maria.

Specifically, we refer to the mosaic of Oceanus (Fig. 10), a polychromatic pave-
ment with geometrical, plant and figurative decorations with a notable geomet-
ric field of cubes around a central emblema within which the god Oceanus is
represented as a bust with its most recognizable attributes: crab legs and pincers
protruding from his thick curly mane. The god’s head emerges from the sea,
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rendered as two lines of blue tesserae distributed below the bust. Worthy of  Figure 10

mention are also other decorative elements set along one of the side bands of ~ The mosaic Of,oceanus in Antequera-
this mosaic, namely a pot for oil or ointment, a strigilis and possibly a pair of ﬁgﬁg::?érﬁilaga’ (photo courtesy M.
sandals, all of which could be associated with some sport activity. '



Figure 11
Geometric mosaic from the Roman villa of
Martos (Martos, Jaén). (Recio 1973).
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With regard to the tumbling blocks -or cubes- composition, it is interesting to
highlight again the use of colour as a fundamental strategy to emphasise the ef-
fect of deepness and to achieve a correct perspective, and even more important-
ly, the change of orientation format, turned with respect to the central emblema
and Oceanus’s portrait itself, to obtain a marked effect of movement that evokes
the flow of water (Vargas Vdzquez 2016a: 60-61, 300). This mosaic is dated to
the late 2™ or early 3™ centuries (Atencia et al. 1990: 220-226; Atencia 1991:
157-159; Romero 1992: 56-62; Lopez Monteagudo et al. 1999/2000: 509-542;
Loépez Monteagudo 2006: 485-491; Lépez Monteagudo - Neira 2010: 1-189;
Lopez Monteagudo 2011: 287-302; Vargas Vazquez 2016a: 60-61).

Two other pavements where the cube design can be documented, still located
to the boundaries of the Conventus Astigitanus, belong in this context to a rural
entourage, as they pave rooms in the Roman villas of Martos (Martos, Jaén) and
Fuente Alamo (Puente Genil, Cérdoba).

In the mosaic from the Roman villa of Martos (Fig. 11), unearthed in 1959,
the colour is, once again -as in the Ecija and Antequera specimens- the tool to
achieve the much desired and very characteristic perspective effect. However,
the difference compared with the others -apart from the different colour range,
this time based on white, black and grey- is a remarkable elongation of the figu-
res, which now compose a configuration of prisms or elongated cubes (Design
Vargas Vazquez E3A). The pavement has been dated to the second half of the 2™
or early 3" century (Recio 1973: 625-647; Blazquez 1981: 61; Vargas Vizquez
2016a: 103).
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In the case of the Roman villa of Fuente Alamo, the mosaic -dating from the late
4t or early 5™ century- paves a side space in room n°.10 (Figs. 12-13). In contrast
to the ones we have seen so far, the execution of the design is very simple, just
in black and white and with very little profundity, due to the absence of a colour
range and the sharp contrast between the different fields composing the cubes.
All of this, in turn, highlights the oblong hexagons formed in the composition.
The presence of secondary decorative elements, such as the squares with four-
petaled flowers inlaid in the squares, which give shape to the composition and
the lozenges inserted inside the rhombi or rhomboids, help disguise the three-
dimensional effect of the design (Vargas Vazquez 2016a: 168-169; 2016b: 185-
226).

This new manner of developing the design, in black and white, which is -at least
partly- devoid of the perspective effect, cannot be attributed to an artisan’s lack
of knowledge on the technique to obtain the said effect. It is due, instead, to new
fashions or tastes, which is confirmed in the Roman villa of Fuente Alamo by
the intentional pursuit of a more or less homogeneous whole, in line with the
rest of the mosaics in the room and with most other pavements in the house; all
rendered in the same black and white scheme (Vargas Vizquez 2016a: 156-195;
2016b: 185-226).

Out of the Conventus Astigitanus, the tumbling blocks design is not very com-
mon and is apparently only present -so far- in Cérdoba, ancient Corduba, the
capital of the old Roman Baetical.

1 In the case of Cérdoba, the existence of more mosaics with the same design is very likely, since many
of the mosaics uncovered there are locked in the storerooms of the city’s Archaeological and Ethno-
logical Museum, and have not been studied yet.

Figure 12

Room n°. 10 from the Roman villa
of Fuente Alamo (Puente Genil,
Cérdoba).



Figure 13
Geometric mosaic from the Roman villa of
Fuente Alamo (Puente Genil, Cérdoba).
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In this case, the design is carried out in variant E3 (Fig. 1), as in one example,
using a chromatic range close to the Ecija specimens -based on white, black,
ochre, sienna and red, to obtain the quite characteristic depth effect in the de-
sign- as shown in the mosaic discovered in the Palace House of the Herruzos
(Fig. 14), located in San Fernando de Cdrdoba Street, from the late 2" or early
3" century (Secilla - Marquez 1991: 337-342; Moreno 1995: 151-152 lams. 55,
57). In another example, as shown in Fuente Alamo, the design is performed in
black and white without the adequate distribution of colours in the different fac-
ets of the cube, partially depriving the design of its three-dimensional effect, as
shown in the mosaic documented in the Plaza de San Juan (Fig. 15), dated to the
mid-2"century (Moreno 1995: 62 1am. 7B). Here, in the total absence of second-
ary decorative elements in the lozenges or rhomboids that make up the prisms,
the rhombi are only decorated over with smaller lozenges, thus highlighting



328 Sebastidn Vargas Vazquez

even more -if possible- the lack of perspective. Even though that mosaic is only
known through a drawing by De Los Santos Gener (Moreno 1995: 62), it pro-
bably corresponds to the prism composition (Design Vargas-Vazquez E3A).

The pavement discovered in José Cruz Conde de Cordoba Street is interesting
as well (Fig. 16); it dates from the 2™ century, and the colour contrast in the
various blocks areas is missing, resulting in the absence of a clear and evident
perspective effect. The development of this pavement is also noteworthy, with
alternating opus sectile and tesserae; the squares produced by the composition,
specifically between the rhomboids, were created in marble, while the rest of
the pavement was tessellated (De Los Santos Gener 1955: 89 fig. 40 plano V, j;
Blazquez 1981: 27-28 figs. 9, 12; Moreno 1995: 108 lams. 34, 37B, 38A). Like
in the mosaic of the villa in Fuente Alamo, the presence of rhomboids with a
very linear plant motif introduced in the composition of rhomboids help obscure
even more the perspective in the design. As for the typology of the composition,
judging by De los Santos Gener’s drawings, it seems obvious that this pavement
displays the E3A variant design of elongated cubes or prisms.

In the light of all this, we can deduce that the cube design performed in a con-
tinuous or modular composition, in either a regular or irregular format (Designs
E3 and E3A), was well accepted in Baetica, especially in the period between the
second half of the 2" century and the first decades of the 3™. However, its use still
holds good centuries later, as exemplified by a specimen from the Roman villa
of Fuente Alamo dated to sometime between the mid-4" and early 5" century.
Nevertheless, at the current point of the research we cannot claim that it was one
of the most frequently demanded or most widespread designs in the Southern
Hispania’s province, since it is clearly missing so far in highly relevant mosaic
ensembles such as the ones in Italica, Seville or Carmona. Ecija and Coérdoba
are, so far, the urban areas with a higher demand for this specific type of decora-
tion. Nevertheless, it is important to remember that, in the case of Ecija, its four
mosaics were very likely -two of them with almost total certainty- manufactured
by artisans from the same and single workshop, specialised or having a special
mastery in a composition they would apply to high-end mosaics. The presence of
the tumbling blocks and the prisms design in two Roman villas bear witness to
the acceptance of this design in the rural world, too.

Figure 14

Mosaic discovered in the Palace House of
the Herruzos, Cérdoba (photo courtesy G.
Lépez Monteagudo).



Figure 15
Mosaic discovered in the Plaza de San Juan,
Cérdoba (Moreno 1995: 62 1am. 7B).

Figure 16
Mosaic discovered in José Cruz Conde de

Coérdoba Street (Blazquez 1981: 114 fig. 12).
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The most widely accepted form of laying the cube design in Baetica is in its
regular version (Design Vargas-Vazquez E3), as exemplified by the four speci-
mens in Ecija, the one in the Santa Maria de Antequera Thermae, the one in the
Palace House of the Herruzos in Cérdoba and the one in the Roman villa of
Fuente Alamo. If we talk about the mosaic from the Roman villa in Martos and
those discovered in San José and José Cruz Conde streets in Cordoba, the chosen
variant is the one with elongated cubes or prisms (Design Vargas-Vazquez E3A).

The issue of colour is quite significant, since the absence of an appropriate chro-
matic range -thus evading the necessary contrast between the different facets of
the cube or prism- subtracts depth from the designs and strips them partly of their
characteristic perspective. That same effect is enhanced, as we have seen, by the
addition of secondary decorative motifs in the squares, diamonds or rhomboids
that form the main figures. The manner of representing the composition, with a
prevailing flatter quality, makes the rest of the figures -such as the oblong hexa-
gons produced by the pattern and even the lozenges inserted inside them- stand
out. This can be noticed in the mosaic of the Roman villa in Fuente Alamo and
in those unearthed in San José and José Cruz Conde streets, in Cordoba. All the
other specimens display a colour scheme distribution appropriate to generate the
characteristic three-dimension effect.

This striking peculiarity, founded on perspective and no other, is what defines
this type of design and almost monopolizes it, as happens with other composi-
tions where a similar effect is achieved, or where the artist provokes a feeling of
movement and/or distraction by prioritizing some figures or motifs above others.
In any case, they seek to involve the viewer in order to be admired in their full
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glory?. We have already seen that, in order to obtain the desired effect, the use
of colour is necessary; although, occasionally, a turn or change in the orientation
of the composition can produce a new sensation and a new effect, more or less
different from the original one. This is what happens, for instance, in the mosaic
of Antequera, where the artisan who laid it knew that by turning the composition
90 degrees with respect to the main axis -coincident in this specific case with the
gaze of the god Oceanus- the blocks would acquire a special mobility, creating
the effect of a ribbon unfolding in a zig-zag pattern. Concurrently, this strategy
provided the composition with a feeling of fluid, cadenced and at the same time
continuous movement. Maybe the aim was to evoke the flow of running water
and the rhythm of the waves, perfectly integrating this rather characteristic and
outstanding design, normally so cut off from that kind of feeling, in the aquatic
environment of the baths.

All the above makes the power of geometrical motifs and colour perfectly
apparent, especially when both are combined. It proves that a simple change in
the point of view or the orientation of the compositions, or the addition or re-
moval of small parts, can arouse various feelings and even create different com-
positions, sometimes quite removed from the original (Vargas Vazquez 2009:
199-225; 2016a: 277, 321-322).

2 We have studied in depth the geometry play based upon the creation of visual effects which need a
certain level of attention and interaction on the part of the observer, thanks to ambiguity, the chang-
ing appearance and the mobility or dynamism the figures gain within a single composition. The study
can be found in the article: Vargas Vazquez 2009: 199-225. The obvious similarities of some of these
crea-tions with those born out of the artistic movement known as Op Art (short for optical art) -an
art style that reached its top splendour in the 1960s, and that could boast the adherence of renowned
artists such as Victor Vasarely and the British artist Bridget Riley- are also highlighted in that paper.
Those connections had been previously underlined and analysed by Gisela Salies in her master essay
“Irritations optiques dans I’ornementation pavimenale romaine” , published in the minutes for the 6
International Colloquium on ancient mosaics (Salies 1994: 423-430).
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Iconographie et relecture d’'une mosaique gallo-romaine a décor
multiple de Vienne (Narbonnaise)

Narbonne’dan Cok Dekorlu Bir Gallo-Roma Mozaigi’nin
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Abstract
Iconography and Re-Reading af a Gallo-Roman Mosaic with Multiple Decor of Vienne (Narbonensis)

A large number of isolated panels of mosaics, discovered during the nineteenth century, have been preserved,
sometimes forgotten in private collections and have not been studied. In many cases, we do not know their
exact provenance. In the present article, we propose to study a panel of mosaic representing a deer, whose
provenance is probably Vienne (Gallia Narbonensis) and is now kept in a private collection.

This panel, according to comparisons with the other mosaics found at Vienne and in the two suburbs of Sainte-
Colombe and Saint-Romain-en-Gal, seems to belong to a multiple decor pavement mentioned by Adrien
Blanchet in the Inventaire des mosaiques de la Gaule in 1909. The mosaic of the deer is certainly a panel
disappeared after its discovery in 1867. We propose a new interpretation of the decor placing our panel with
those from the same pavement still preserved in the archaeological museum, (church Saint-Pierre de Vienne):
The four seasons, a lion, a dog, Theseus abandoning Ariadne and Ariadne asleep.

Keywords: Mosaics, opus tessellatum, deer, Roman Gaul, Gallia Narbonensis, Vienne.

Oz
19. yiizyilda kesfedilmis pek ¢cok ayrilmis mozaik paneli, giiniimiize kadar korunmus olup kimi zaman ise ozel
koleksiyonlarda unutulmustur ve incelenmemistir. Bu mozaiklerin pek ¢ogunun mengei ise tam olarak bilinme-

mektedir. Bu ¢calismada muhtemel buluntu yeri Vienne (Narbonne) olan ve halihazirda dzel bir koleksiyonda
saklanan geyik betimli bir mozaik paneli ele alinacaktir.

Vienne ile Sainte-Colombe ve Sain-Romain-en-Gal kentlerinde bulunan diger mozaik dosemelerle karsilastirma
yapudiginda bu mozaik, Adrien Blanchet’nin 1909 yilinda yayinladigi Inventaire des mosaiques de la Gaule
isimli calismasinda sozii edilen ¢ok betimli bir mozaige ait olmalidir. Geyik betimli bu panel, mozaigin 1867
yvilinda bulunduktan hemen sonra kaybolan eksik kismidir. Bu makalede, geyik betimli bu dosemenin, mozaigin
Arkeoloji Miizesi’nde (Saint-Pierre de Vienne Kilisesi) korunan diger parcalariyla, yani dort mevsim, bir aslan,
Theseus’un Ariadne’yi terk etmesi ve Ariadne’nin uyurken betimlendigi parcalarla birlikte degerlendirilerek
yeni bir yorum getirilmesi amaglanmaktadir.

Anahtar Kelimeler: Mozaik, opus tessellatum, geyik, Roma Galyasi, Gallia Narbonensis, Vienne.
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Les XIXe® et XX° siecles furent un tournant dans le domaine de I’étude de la
mosaique (Darmon 2010: 161-165). En France, deés 1909 Georges Lafaye et
Adrien Blanchet publi¢rent pour la premiere fois un Inventaire des mosaiques
de la Gaule. Henri Stern qui fut I’instigateur et 1’auteur des quatre premiers
fascicules du Recueil général des Mosaiques de la Gaule publia les programmes
iconographiques des mosaiques antiques et médiévales de Belgique et de Lyon.
Parallelement a cette remarquable entreprise qui permit de rassembler de nom-
breuses découvertes!, un grand nombre de panneaux isolés ou provenant de
mosaiques a décor multiple découverts généralement au XIX® siecle ont été
conservés, parfois oubliés dans des collections privées et n’ont pas fait 1’objet
d’étude. Dans de nombreux cas, nous ne connaissons pas leur provenance exacte
(Lemaitre 2009).

Henri Lavagne, directeur de la collection du Recueil général des mosaiques de
la Gaule, édité sous 1’égide de I’ Académie des Inscriptions et Belles-Lettres,
m’a confié le relevé et I’étude des mosaiques antiques du Centre de la France.
C’est dans le cadre de cette recherche, en cours, que j’ai pu examiner dans une
collection privée, un panneau de mosaique (Fig. 1). Le propriétaire en avait héri-
té de son grand-pere mais, il ne possédait hélas que peu d’information. Seule une
inscription manuscrite révélait deux provenances possibles: Sainte-Colombe et
Saint-Romain-en-Gal.

Ces deux communes frangaises sont situées dans le département du Rhone en
région Auvergne-Rhone-Alpes, sur la rive droite du Rhone, correspondant a la
Narbonnaise apres la réorganisation des Gaules par I’empereur Auguste. Sainte-
Colombe et Saint-Romain-en-Gal sont a la périphérie de la ville de Vienne, capi-
tale du peuple Allobroge au II° siecle avant J.-C., promue en 50 ou 28-27 avant
J.-C. colonie latine.

Vienne a livré avec ses faubourgs, Sainte-Colombe et Saint-Romain-en-Gal,
un tres vaste ensemble de mosaiques — plus de 150 pavements ou fragments
recensés a ce jour? —, qui témoigne de I’intense activité des ateliers locaux, sans
équivalent dans une autre ville de Gaule.

Le panneau au cerf

La mosaique étudiée est un panneau isolé dont on ne connait pas la provenance
archéologique exacte. Il s’agit d’une composition centrée représentant un animal
herbivore, un cervidé. Les dimensions actuelles sont de 75 x 75 cm. D’apres une
observation visuelle, il semble que les tesselles blanches soient en marbre; les

1 13 Volumes publiés du Recueil général des Mosaiques de la Gaule de 1957 a 1987 couvrant la Bel-
gique, la Lyonnaise, la Narbonnaise et I’ Aquitaine: Belgique - Belgique, I-1: Partie ouest, par Henri
Stern (1957); Belgique, I-2: Partie est, par Henri Stern (1960); Belgique, I-3: Partie sud, par Hen-
ri Stern (1963). Lyonnaise - Lyonnaise, II-1: Lyon, par Henri Stern (1967); Lyonnaise, II-2: Partie
sud-est, par Henri Stern et Miche¢le Blanchard-Lemée (1975); Lyonnaise, II-3: Partie centrale, par
Jean-Pierre Darmon et Henri Lavagne (1977); Lyonnaise, 1I-4: Partie occidentale, par Michele Blan-
chard-Lemée (1991); Lyonnaise, II-5: Partie nord-ouest, par Jean-Pierre Darmon (1995). Narbonnaise
- Narbonnaise, I1I-1: Partie centrale, par Henri Lavagne (1979); Narbonnaise, ITI-2: Vienne, par Janine
Lancha (1981); Narbonnaise, III-3: Partie sud-est, par Henri Lavagne (2000). Aquitaine - Aquitaine,
IV-1: Partie méridionale (Piémont pyrénéen), par Catherine Balmelle (1980); Aquitaine, IV-2 : Partie
méridionale, suite (les pays gascons), par Catherine Balmelle (1987). Plusieurs autres fascicules sont
en cours de préparation: cités d’Arles, de Marseille et de Glanum par H. Lavagne et V. Blanc-Bijon,
cité de Nimes par J.-P. Darmon, cité de Bordeaux par C. Balmelle, cités de Périgueux et de Saintes par
A-A. Malek, cités des Arvernes et des Ségusiaves par V. Vassal.

2 Nous mentionnons la découverte récente d’une vingtaine de mosaiques a Sainte-Colombe. Ces ves-
tiges ont été découverts lors d’une fouille préventive réalisée d’avril a décembre 2017 (responsable
scientifique du chantier Benjamin Clément). Le site de Sainte-Colombe a été classé “découverte excep-
tionnelle”, le matériel est actuellement en cours d’étude.



Figure 1
Mosaique au Cerf. Collection
particuliere. Photo V. Vassal.
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vertes en calcaire; les tesselles bleu foncé, en pate de verre? Il n’y a pas eu de
prélevement qui permettrait de procéder a I’analyse des matériaux. Les tesselles
mesurent 0,3 2 0,5 cm de cOté environ.

La mosaique ayant été coulée dans un béton moderne, il est impossible d’observer
le lit de pose original.

L’encadrement du panneau est constitué de deux filets, 1’un triple, I’autre double
qui dessinent des cadres noirs sur fond blanc; un cercle est inscrit dans les car-
rés composés alternativement d’un filet double noir, d’une tresse a deux brins
(noir, rouge, jaune, sur fond blanc) et d’un second cercle concentrique composé
d’un filet double noir.

Au centre du panneau, un cerf, reconnaissable par ses bois est réalisé dans un
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camaieu d’ocre, de brun, de jaune et de rose. Dressé sur ses pattes, de profil,
la téte baissée, il broute des herbes placées a sa droite. Le sol est suggéré par
deux lignes de tesselles superposées de couleur jaune. Les éléments naturalistes
a 'intérieur du médaillon sont presque inexistants, seule 1’herbe consommée par
I’animal suggere une sceéne située a I’extérieur.

Aux quatre écoingons sont placés des éléments décoratifs variés qui ne semblent
pas avoir de lien avec la représentation centrale: un cratére, deux scuta et un
trident superposé a une double hache.

Les représentations des écoingcons

- Un cratere (Fig. 2)

A T’angle supérieur gauche, un vase profond est identifi€ comme un cratere.
Il est représenté avec un pied court et une panse large ou se développent deux
grandes anses se terminant en volutes et fuseaux dans la partie supérieure.

Le vase est cerné de noir mais la panse est composée de trois couleurs (rouge,
jaune, blanc) donnant I’impression d’une vaisselle précieuse grace a des reflets
dorés, suggérés par I’alignement vertical des tesselles de couleur, rouge aux ex-
trémités de la panse, puis jaune et enfin blanc au centre. La partie extérieure est

Figure 2
Détail du cratere. Collection particuliere.
Photo V. Vassal.



Figure 3a - 3b
Détail des boucliers. Collection particuliére.
Photo V. Vassal.

3a

Iconographie et relecture d’une mosaique.../ Narbonne’dan Cok Dekorlu Bir Gallo-Roma... 337

N

traitée "au trait" a I’aide de tesselles noires. On peut noter une petite maladresse
dans la réalisation de 1’une des anses. En effet, elle ne reproduit pas a I’identique
la volute inférieure de 1’anse gauche mais, au contraire cette dernicre est tournée
vers I'intérieur de la panse. De méme la volute supérieure est moins bien exécu-

tée, ’enroulement de la spirale est beaucoup plus refermé.

- Les boucliers (Fig. 3a - 3b)

Des ¢léments d’armement sont successivement placés a I’angle inférieur gauche
et supérieur droit du panneau. Il s’agit probablement soit du bouclier du gladi-
ateur, trés cintré, s’adaptant a la forme du bras auquel il était fixé par des liens?,
soit le scutum grand bouclier oblong de I’infanterie romaine, doté d’un umbo
central.

Les deux boucliers sont vus selon différents axes, ourlés d’une ligne de tesselles
noires. Le traitement des couleurs des parties concaves (rouge, rose) et convexes
(bleu-clair, vert) suggére d’une maniére un peu maladroite, la troisiéme dimen-
sion. Seul un umbo de couleur noire est visible sur la surface extérieure du bouc-

lier placé dans 1’angle supérieur droit.

3b

- Trident et hache bipenne (Fig. 4)

A I’angle inférieur droit, un trident noir dont le manche se termine en fer de
lance est disposé sur une hache a double tranchant, bipenne ou labrys, formant
une croix de Saint-André. Le manche de la hache est réalisé a I’aide de tesselles
jaunes symbolisant le bois, tandis que le fer est noir avec une bordure bleu ciel
afin de rendre I’aspect du métal. Des le Ve siecle av. J.-C., le trident est ordinaire-
ment associé aux sceénes marines: mosaique de Triton et Scylla, (Erétrie — BCH,
124, 2000, Chron., 966 fig. 255); aux dauphins (Dé€los — Bruneau 1972: 214
fig. 166; Rome — Concetta Laurenti 2005: 316-317 figs. 1-2, 320-322 figs. a-d;
Phonniké — De Maria - Mercuri 2007: 168 fig. 16; Avignon — Recueil Gaule III,

3 Dont il existe de nombreux exemples: mosaique des gladiateurs Romerhalle, Bad Kreuznach (Alle-
magne), III° siecle ap. J.-C.; mosaique aux gladiateurs, conservée au Musée de la Cour d’Or, II*-I1I° s.
ap. J.-C (Metz).



338 Véronique Vassal

1: 56-58 pls. X-XI); a Poséidon (mosaique de Poséidon et Amphitrite, Pompéi —
PPM, IX, 1999: 118-119 fig. 3) puis aux combats entre gladiateurs.

La hache bipenne est un motif rare sur les mosaiques de Gaule romaine. En Italie,
on a un témoignage datant de I’époque républicaine dans la Fullonica de Cagliari
(Angiolillo 1981: 85; Mureddu 2000: 1-4; Colavitti 2003: 63-64; Colavitti —
Tronchetti 2003: 37-39 fig. 7; Quattrocchi 2015: 222-223 fig. 6) ainsi que sur la
mosaique au chien, placée dans les fauces de la maison de Paquius Proculus a
Pompéi, datant du I*" siecle et qui présente une imagerie apotropaique: une hache
bipenne, un bouclier et une lance.

Le médaillon central

La tresse qui entoure le cerf forme une composition centrée polychrome (noir,
rouge, jaune, blanc) faite de deux brins disposés en entrelacs sur fond clair, de
7 cm. La tresse est entourée de deux filets doubles de couleur noire. Certaines
tesselles ont manifestement été "perturbées", comme le montrent notamment la
légere rupture dans 1’alternance des couleurs représentant le pelage de I’animal,
on note également une différence de teinte dans les joints interstitiels, laissant
supposer une restauration ancienne au début de XX°.

Le médaillon mesure 40 cm de diametre: un cerf est campé au centre. Ses bois a
six cors ainsi qu’une partie de la ligne de sol touchent le filet double noir.

Figure 4
Détail trident et hache bipenne. Collection
particuliere. Photo V. Vassal.



Figure 5
Meédaillon de bois de cerf. Musée Gallo-
Romain de Fourviere (Béal 1983: n°830).

Iconographie et relecture d’une mosaique.../ Narbonne’dan Cok Dekorlu Bir Gallo-Roma... 339

La taille des tesselles et les nombreuses couleurs (ocre, jaune clair, jaune foncé,
rose, gris) animent le pelage de I’animal. Le cou porte une criniere, sous la
gorge, réalisée avec des tesselles grises. La coloration du pelage des cerfs varie
fortement selon les saisons. ’animal mue deux fois par an. Au printemps, il
revét une peau fine et claire d’une teinte brun-roux et a I’automne, apparait un
pelage plus épais et plus foncé pour supporter les froids d’hiver. Sur le panneau,
les teintes du pelage de I’animal sont claires, laissant supposer que la sceéne se
déroule au printemps ou en &té.

On trouvait en Gaule, des 1I’époque gallo-romaine, des cerfs de trés grande taille,
comme en témoignent les fouilles menées en 1856, par les archéologues MM.
Meétayer et Gardin qui découvrirent plusieurs squelettes de cerfs dans un puits
funéraire gallo-romain, daté du I'V¢ siecle ap. J.-C. sur la commune de Menneval,
pres de Bernay dans I’Eure (Coutils 1916: 298-299; Alonso 2006: 196).

Des médaillons en bois de cerfs de I’époque gallo-romaine furent également
découverts a Lyon (Béal 1983: n°830), ces derniers avaient certainement une
fonction d’amulettes et pouvaient &tre portés sur des vétements ou attachés a des
parois (Fig. 5). En effet, grice a sa mue et a la repousse annuelle de ses bois, le
cerf symbolise la force, la puissance, I’abondance et la virilité (Alonso 2006:
213; Alonso 2007).

Le cerf est un ongulé artiodactyle; il marche sur la pointe de ses quatre doigts,
garnis de sabots. Ces derniers sont réalisés sur la mosaique en deux teintes, gris
et noir, soulignant les différentes parties de I’anatomie du cerf: pince et talon
de la patte. Un élément attire notre attention: ce sont les trois petits appendices
placés au niveau du cou. Le rendu, un peu grossier, suggere le hérissement des
poils sur le dos de I’animal, afin d’animer sa silhouette un peu rigide. Quelques
tesselles noires sous la queue, sous le ventre, le cou, les oreilles, mais, aussi, les
articulations des pattes ourlent la silhouette de 1I’animal afin de créer une profon-
deur et un aspect naturaliste.

Ce panneau étant sorti de son contexte archéologique, il m’a semblé intéressant
de tenter de le replacer dans des séries gallo-romaines connues. La provenance
supposée mais aussi le style de la mosaique m’ont conduit a rechercher des
paralleles en Gaule et plus particulierement a me tourner vers des exemples de
Vienne et de Saint-Romain-en-Gal.

Les représentations de cerf en Gaule

Nous nous proposons de rechercher des comparaisons permettant d’étayer
la provenance rhodanienne de ce panneau au cerf. Nous étudierons quelques
mosaiques présentant les mémes types de motifs décoratifs afin de vérifier leur
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proximité stylistique. Le motif du cerf est-il rare ou abondant dans I’iconographie
de Gaule-romaine, apparait-il isolé ou bien associé a d’autres animaux?

Une mosaique, incomplete a été trouvée en 1985, sur le site des Nymphéas dans
la Maison de I’ Afrium a Vienne, datée de la fin du II° si¢cle. Elle ornait une piece
de réception chauffée par hypocauste. Orphée assis sur un rocher se trouvait au
centre du pavement, charmant avec sa lyre les animaux inscrits dans des octo-
gones. Il s’agit pour la plupart de quadrupedes d’origine africaine, mais on note
également la présence d’un cerf debout.

A Saint-Romain-en-Gal, dans la Maison aux cinq mosaiques, datant du début
du III° siecle, une piece était décorée d’une mosaique aux xenia (Recueil Gaule
III, 2: 260-274 pl. CL). Cette derniére présente un ensemble de sujets de grande
qualité, disposés dans les carrés d’une composition quadrillée. Les motifs se
rapportent en majorité aux plaisirs de la table: perdrix, pintade, poissons, cham-
pignons en nature morte. On trouve également des représentations dionysiaques,
des figures du répertoire marin, comme la néréide, le dauphin et des animaux
comme le cerf. On peut noter dans les carrés, la présence de cerfs, I’un aux trois-
quarts détruit (carré XI) (Recueil Gaule III, 2: 266), 1’autre couché (carré XV)
(Recueil Gaule 111, 2: 267) représenté a I’aide d’une riche polychromie (Recueil
Gaule 111, 2: 267 pl. CLIIb).

En dehors de la région de Vienne, le cerf est notamment attesté sur deux
mosaiques datant du III° siecle: a Pont d’Ancy en Picardie ol quatre panneaux
carrés ornés d’animaux ont été découverts, aujourd’hui conservés au musée des
Antiquités Nationales a Saint-Germain-en-Laye. Sur I’'un des panneaux, évolue
un cerf au galop, vu de profil. Le panneau est entouré d’une tresse a deux brins,
d’une bande d’épines, noires sur fond blanc, et d’une autre tresse a deux brins
(Recueil Gaule I, 1: 54-55 pl. XXX). A Lillebonne, la grande mosaique datant
du III=-IVe siecle est ornée de panneaux trapézoidaux historiés représentant plu-
sieurs scenes dont un départ pour la chasse et une chasse a I’appelant (Recueil
Gaule II, 5: 90-102 pls. LXVII-LXXXIX). Le cerf est reproduit trois fois dans
deux panneaux: deux cerfs apprivoisés et un cerf sauvage, majestueux accompa-
gné de deux biches. Un autre exemple de scene cynégétique incluant une chasse
au cerf, peut-€tre signalé sur la mosaique de Diane et Callisto de Villelaure,
remontant au III° siecle (Recueil Gaule II, 5: 312 fig. CII, CIII).

La représentation du cerf sur les mosaiques en Gaule romaine est principalement
liée au mythe d’Orphée, a des xenia ou a la représentation de scénes de chasse.
Dans les mosaiques rhodaniennes, 1’animal est tres souvent isolé dans un cais-
son ou un médaillon. Sa représentation semble plus décorative que symbolique.

Autres exemples de I’emploi des boucliers en écoingon

En ce qui concerne les motifs des écoingons, on peut constater la présence du
bouclier sur plusieurs autres mosaiques de la région de Vienne, soit en motif
de remplissage, soit comme armement du gladiateur. Sur la mosaique de la
piece 10, du site des nymphéas a Vienne, datant du 1°" quart du II° siecle, Janine
Lancha décrit:

“Aux écoincons, dont ’'un est conservé, et un second partiellement,
un bouclier semi-cylindrique dessiné par un filet noir, de couleur ocre,
blanche, rose, rouge, I’intérieur gris-bleu, est suspendu par une bandelette
rouge en accolade de part et d’autre d’un clou”. (Lancha 1981: 90 fig. 53).

Dans la propriété Petit a Saint-Romain-en-Gal, une mosaique aujourd’hui
détruite, datée de la fin du II° siecle était composée de cercles, de carrés droits



Figure 6
Myrmillo de Flacé-1es-Macon, conservé au
Musée de Macon. Photo V. Vassal.
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et de carrés sur la pointe (Lancha 1974: 80 fig. 17). Un motif de remplissage
représentant un bouclier semi-cylindrique, incliné vers la droite a coté d’une
sica (arme du gladiateur Thrace) ornait un carré (Christophe - Pelletier 1967:
100 fig. 11b). A Sainte-Colombe, une mosaique a décor multiple, découverte
a la Terre des Fouseaux en 1811, dont le seul témoignage connu est un dessin,
sans échelle d’Artaud (Christophe - Pelletier 1967: 102 fig. 12), possédait sur
I’un de ses caissons:

“[...] un bouclier de peltes noires sur fond blanc réservant un cercle cen-
tral dans lequel est inscrit un cratere [...]. Aux 4 écoincons un bouclier
semi-cylindrique a courroies vu sous des angles divers : extérieur rouge,
intérieur gris bleu avec un poignard recourbé dans I’angle supérieur
gauche ou droit, une sica d’un gladiateur Thrace (lame gris bleu, manche
rouge)”. (Recueil Gaule III, 2: 149 pl. LXVIII).

Il en est de méme sur une autre mosaique de Sainte-Colombe (chemin des
Missionnaires), dont 5 caissons sont conservés, datés de la fin du 3¢ quart du
II° siecle. La mosaique adopte une forme particuliere: le décor géométrique est
traité en polychromie, il ne présente pas I’alternance habituelle entre un disque
et un caisson a décor géométrique couvrant comme la mosaique précédente.
Concernant les écoincons de deux panneaux, on lit:

“[...] sur les diagonales un bouclier semi-cylindrique, extérieur jaune,
rouge, intérieur gris bleu, vu sous un angle différent et muni de courroies
rouges de I’autre c6té rhyton”. (Recueil Gaule III, 2: 172 pl. XCII, b).

Il n’existe pas a ma connaissance d’autres représentations de bouclier seul ou
avec une sica en dehors de la région de Vienne. Les autres représentations se
rapportent a la gladiature comme le Myrmillo de Flacé-les-Macon aujourd’hui
conservé au Musée de Macon (Fig. 6), et daté des II°-III° siecles. Le gladiateur
identifié comme le Myrmillo, abrite son corps derriere un scutum beige bordé de
noir et de rouge sur deux cotés et s’appréte a frapper le palus (Recueil Gaule 11,
2: 115 pl. LXI-LXII).
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En ce qui concerne le cratere et la hache bipenne, ces décors apparaissent dans
les carrés d’une mosaique a décor multiple d’ Arbin, déposée et installée en 1869
dans la chapelle du chateau de la Bathie (Recueil Gaule 111, 3: 31-35 pl. I-III).
Cette mosaique a été étudiée par Janine Lancha (Lancha 1974: 71) qui en a jus-
tement souligné “le caractere spécifiquement viennois” . Les motifs sont poly-
chromes, mais la gamme de couleur n’est pas tres étendue: “gris-bleu, rouge-
brique, ocre-jaune” . Tous les motifs sont ourlés par un filet noir. Son schéma et
ses remplissages peuvent &tre mis en parallele avec plusieurs mosaiques de la
capitale des Allobroges, ce qui laisse supposer qu’il s’agit du travail d’un atelier
itinérant, venu de Vienne (Recueil Gaule III, 3: 34).

Aucun des motifs d’écoincons du panneau au cerf ne peut étre considéré comme
original. Le décor semble lié au répertoire viennois qui appartient le plus sou-
vent a la nature, au monde de la gladiature ou a la mythologie.

Le motif de la tresse

La tresse en bordure intérieure, tout comme les motifs des écoingons, nous
pousse a rapprocher ce panneau de plusieurs autres mosaiques connues a Vienne
et a Saint-Romain-en-Gal. Il faut surtout rapprocher notre pavement d’un frag-
ment de mosaique de Saint-Romain-en-Gal, uniquement connu aujourd’hui par
une photographie ancienne (Recueil Gaule III, 2: pl. CXLII) autrefois conservé
au musée archéologique de Vienne (Fig. 7). Cette mosaique lacunaire reprend
les mémes motifs d’écoincons, avec un traitement exactement identique au pan-
neau actuellement étudié, mais inversé, tout du moins dans la présentation faite
dans le (Recueil Gaule III, 2: pl. CXLII). Or si I’on bascule vers la droite la
photographie du panneau disparu: le bouclier, la hache bipenne et le trident se
retrouvent disposés exactement aux mémes angles que le panneau au cerf (Figs.
8a-b). Si nous observons attentivement les deux photographies, nous pouvons
en conclure qu’il s’agit d’une seule et méme mosaique. L’analyse poussée des
détails présents sur les deux panneaux confirme qu’il s’agit bien de la méme
ceuvre. Pourquoi est-elle incomplete sur la photographie en noir et blanc pro-
venant du volume de Recueil Gaule? Peut-étre comme le précise Janine Lancha,
parce que la mosaique était présentée derriere un sarcophage (Recueil Gaule I1I,
2: 251) et que seule une partie était visible au moment de la prise du cliché. La
figure du cerf était donc complétement cachée et n’apparaissait pas sur ce qui
semblait étre une mosaique fragmentaire.

8a 8b

Figure 7

Saint-Romain-en-Gal. Fragment non
identifié, d’apres J. Lancha, Recueil I1I-2:
notice 387,251-252, pl. CXLII.

Figure 8a - 8b
Fragment non identifié et panneau
au Cerf.



Figure 9

Panneau au Lévrier. Musée archéologique,
église Saint-Pierre (Vienne).

Photo V. Vassal.
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Quatre autres mosaiques découvertes a Vienne au XIX¢ siecle, un lévrier (Fig. 9)
et trois figures de saisons (Figs. 10a-c) reprennent le méme schéma que le pan-
neau au cerf: composition circulaire, tresse et motifs d’écoingons. Deux autres
caissons provenant de la méme mosaique représentent un lion (Fig. 11) et la
figure de Thésée (Fig. 12), malheureusement tres endommagée. Ces panneaux
conservés au Musée archéologique de la ville de Vienne, dans 1’église Saint-
Pierre de Vienne (Recueil Gaule IIT, 2: 127-132 pl. LI-LIII), appartenaient & une
mosaique plus importante, composée de 22 compartiments a décor multiple dont
J. Lancha a proposé un essai de restitution (Recueil Gaule II1, 2: 128 fig. 14).

Depuis la découverte de la mosaique en 1867, 5 panneaux sur 12 ont disparu: un
archer, une panthere, un sanglier, un onagre, mais aussi un cerf (Recueil Gaule I11,
2: 128). Selon Janine Lancha: “leur mauvais état explique qu’ils n’aient pas été
déposés”. Actuellement, la mosaique est réduite a 6 caissons: I’Eté, I’ Automne,
I’Hiver, Thésée, un l€vrier, un lion, conservés au Musée archéologique, dans
I’église Saint-Pierre de Vienne.



344  Véronique Vassal

10a

10c

10b

Figure 10a

Panneau de I’Eté. Musée
archéologique, église Saint-Pierre
(Vienne). Photo V. Vassal.

Figure 10b

Panneau de I’Hiver. Musée
archéologique, église Saint-Pierre
(Vienne). Photo V. Vassal.

Figure 10c

Panneau de I’ Automne. Musée
archéologique, église Saint-Pierre
(Vienne). Photo V. Vassal.



Figure 11

Panneau au Lion. Musée archéologique,
église Saint-Pierre (Vienne).

Photo V. Vassal.

Figure 12

Panneau représentant le départ de Thésée.

Musée archéologique, église Saint-Pierre
(Vienne). Photo V. Vassal.

Iconographie et relecture d’une mosaique... / Narbonne’dan Cok Dekorlu Bir Gallo-Roma... 345

En reprenant I'Inventaire des mosaiques de la Gaule de 1909, a la notice
n°187, correspondant a ces 6 panneaux conservés a I’église Saint-Pierre, Adrien
Blanchet nous indique que, dans les médaillons, il y avait: “un lévrier attaché
a un arbre et aboyant contre un cerf broutant”. 1l semble donc bien que notre
panneau au cerf fasse partie de ce pavement. Nous proposons de le restituer dans
la mosaique a décor multiple en disposant le panneau du lévrier dans la partie
inférieure de la mosaique et non pas comme dans la proposition du Recueil.
La diagonale souligne I’affrontement entre le chien et le cerf. Si I’archer était
placé a proximité du cerf, il s’agissait trés probablement de la représentation
d’une chasse. Le cerf au repos, broutant, tournait le dos a ces deux attaquants.
Ceci m’amenerait donc a restituer 7 panneaux sur les 22 découverts au moment
de la fouille et a retrouver 1’'un des 5 panneaux disparus en 1867 (Fig. 13). La
présence d’une photographie prise dans le musée archéologique, dans 1’église
Saint-Pierre de Vienne reste énigmatique et nous n’avons pas d’information sur
le déplacement de cette mosaique, néanmoins ce fragment non identifié dans le
Recueil peut-&tre aujourd’hui rapproché des panneaux cités plus haut (Recueil
Gaule III, 2: 127-131).

La partie ouest de la mosaique représentait sans doute, I’abandon d’ Ariane par
Thésée, sous la forme de deux caissons, entourés par des représentations des
Saisons. Il existe, semble-t-il, en dehors de notre mosaique de Vienne, deux aut-
res mosaiques représentant 1’abandon d’ Ariane par Thésée: 1’'une a Orbe, 1’autre
provenant de Lambese (Delbarre-Birtschi 2014: 104). Ici, le sujet est traité
sur deux caissons - Ariane endormie (panneau disparu) et Thésée s’apprétant a
embarquer (panneau fragmentaire conservé a Vienne) - tandis que les modeles
picturaux pompéiens réunissent les deux généralement en une seule scéne*:
Ariane endormie et a ses cOtés, Thésée le pied posé sur une échelle s’apprétant
a embarquer. La mosaique Suisse d’Orbe est trés proche de notre mosaique
viennoise. Les médaillons reprennent les mémes décors: bustes des Saisons, ani-
maux dont le cerf et lion, Ariane endormie et Thésée abandonnant cette derniére
(Delbarre-Birtschi 2014: 105 pl. 43, Orbe 95.1 III). Sur les 12 décors connus de
la mosaique de Vienne, 8 sont également présents sur la mosaique d’Orbe.

4 Pompéi, V, 1, 26, triclinium de la maison du banquier L. Caecilius Jucundus, Musée archéologique
de Naples (inv. 115396); Pompéi, VII, 4, 51, oecus 33 de la maison d’Ariane, maison des Chapiteaux
colorés, Musée archéologique de Naples (inv. 9052).
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Conclusion

Ce panneau représentant un cerf appartient trés certainement a la mosaique a
décor multiple de Vienne dont nous connaissons cinq panneaux isolés, con-
servés au musée archéologique situé dans 1’église Saint-Pierre. La riche poly-
chromie et la finesse des tesselles montrent une mosaique de belle facture,
méme si I’on remarque quelques maladresses stylistiques. Elle a été exécutée
par un atelier de mosaistes rhodaniens.

Nous confirmons par comparaison stylistique la datation donnée par J. Lancha,
soit le 3¢ quart du II° sigcle. A cette époque, les ateliers rhodaniens reproduisent
des themes a la mode et un répertoire décoratif tres varié, représentant des ani-
maux, des natures mortes, des fleurons, des vases... Sur certaines mosaiques,
I’effet est essentiellement ornemental, les éléments de décor finissent par ne
plus présenter aucune homogénéité thématique avec 1’image centrale. Les ani-
maux sont souvent traités, comme une succession de motifs décoratifs isolés.
Parfois, ils peuvent étre disposés les uns par rapport aux autres évoquant une
scene de chasse comme on peut le proposer pour le lévrier aboyant contre le
cerf.

Cette recherche permet de démontrer, une nouvelle fois l'intérét de
constituer des corpus de mosaiques. En effet, c’est griace aux relevés systéma-
tiques de toutes les découvertes que nous pouvons parfois retrouver des pan-
neaux isolés, conservés dans différentes collections et les replacer dans leur
mosaique d’origine. Il est donc trés important de se replonger dans les archives,
d’identifier les fonds mais aussi les collections privées afin d’étudier des docu-
ments remarquables par leur intérét historique, esthétique, unique.

Figure 13

Essai de restitution V. Vassal. Tableau,
d’apres celui de J. Lancha, Recueil I11-2:
128.
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Abstract

In Turkey, improvement of the mosaic art started in the Republic period with the help of far-sighted Atatiirk
who has attached great importance to history and art. The first excavation and restoration works started with
foreign archaeologists. During that period, local archaeologists were also trained in order to keep these ex-
cavations up and running. Again in this period, Architect-Painter Association was founded after the“Fine
Arts law” . The philosophy of the Bauhaus school, which aims to integrate the fine arts with architecture, has
influenced our 1960 artists by the mosaics brought to light by our archaeologists. With the introduction of this
law, between 1955 and 1970, Turkish artists applied the first original modern mosaic works to architecture. The
“applied fine arts” (Today’s Marmara University Faculty of Fine Arts) was established under the influence of
Bauhaus Art School. This school has trained artists who produced very successful works in architecture. In the
1960s Bedri Rahmi Eyiiboglu transferred the Plastic Art to architecture through the mosaic, as a pioneer. In
1990s H. Vurnal Ikizgiil pulled out mosaic art from architecture and carried it to today’s art.

Today, mosaic art is re-experiencing and renewing itself with several new techniques and materials. Therefore
we must aim to acquire the innovative mosaic education institutions that will pioneer in the world. The emer-
gent artistic production and accumulation by the new generation will raise us on the international platform and
underpin of our Contemporary Mosaic Museum.

Keywords: Fine arts, contemporary mosaic, original art, mosaic training, Bauhaus School, architectural.

Oz

Tiirkiye’de mozaik sanatiun gelisimi Cumhuriyetle birlikte, Atatiirk’iin sanata ve tarihe verdigi dénem ve
ongoriisiiyle baslamistir. Ilk kazi ve restorasyon calismalart, yurtdisindan getirilen arkeologlarla baslatilmigtir.
Kendi arkeologlarimizin da yetistirilip calismalarin siirekliligi saglannugtir. Yine bu donemde ¢ikan “Giizel
Sanatlar Kanunu” ile mimar ressam birlikteligine yer verilmistir. Italyan Kiiltiir Heyeti 1960 ve 1970’de antik
ve modern olan iki Ravenna sergisini Tiirkiye’ye getirmistir. Arkeologlarimizin giin 1s18ina ¢ikardigr mozaik-
ler, giizel sanatlart mimariyle kaynastirmayr amaclayan Bauhaus okulunun felsefesi 1960 sanatcilarumizi
etkilemistir. Bu kanun vesilesiyle 1955-1970 yillar: arasinda sanat¢ilarimiz ilk 6zgiin modern mozaik eserle-
rini, mimariye uygulamiglardir. Bauhaus etkisiyle “Tatbiki Giizel Sanatlar” (bugiiniin Marmara Universitesi
GSF) kurulmugstur. Bu okul mimaride ¢cok basarili eserler iireten sanatcilar yetistirmistir.

1960’larda Bedri Rahmi Eyiiboglu, mozaik araciligiyla Plastik Sanatlart mimariye tagimugtir. 1990’larda H.
Vurnal Ikizgiil mozaik sanatint mimariden bagimsiz giiniimiiz sanatina taginus, cagdas mozaik resim ve heykel
sergileriyle, bu sanatin “mimariyle bir biitiindiir “tabusunu ytknugtir.

Bugiiniin mozaigi bircok teknik ve malzemeyle kendini siirekli deneyimledigi, yeniledigi bir yerdedir. Bu ne-
denle diinyada ekol olacak, yenilik¢i mozaik egitim kurumlarmni hedeflemeliyiz. Yetisen yeni nesil ile ¢ikacak
olan sanatsal iiretim ve birikim bizi uluslarasi platformda yiikseltecek ve Cagdas Mozaik Miizemizin tabanini
olusturacaktir. Ancak ozgiin eserler, bizi de gelecekte hatirlamir kilacaktir.

Anabhtar Kelimeler: Giizel sanatlar, cagdas mozaik, dzgiin sanat, mozaikte egitim, Bauhaus Okulu, mimari.

* Hiilya Vurnal ikizgiil, Mosaic Artist, https://www.hulyavurnalikizgul.com, ORCID ID: https://orcid.org/0000-0002-8078-7792.
E-mail: vurnalikizgul @gmail.com
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We inherited mosaic as a form of art from the art of Mesopotamia. If we choose
Alexandria as the starting point of mosaic development, then we can call
Anatolia, Syria and Byzantium, the eastern branch, and Greece and Italy, the
western branch. Mosaics were able to maintain their existence throughout the
Byzantine period and pre-renaissance Italy. These developmental periods are
made up of three stages:

1 - The stage from Justinian to the Iconoclasts which spans VI — VIII
centuries AD.

2 - The stage matching the Macedonia and Ducas lineage (Middle
Byzantium-the Macedonian Renaissance).

3 - The Paleologos Renaissance period from 1261-1453.

Christian art was heavily influenced by the Greek culture and later, Asian art.
In addition, the art form was easternized by way of Syria and spread into the
Levant, Europe and North Africa. The art of mosaic developed further through
the education offered in mosaic schools in Africa, Gaul, Germany, Syria, Venice
and Sicily. Renaissance artists saw the copying and reconstruction of previ-
ously made mosaics as sufficient. When this custom of copying continued at
the mosaic school in Ravenna, it led to stagnation and loss of originality. Once
the Ravenna school realized the importance of originality, it opened a division
where original designs were encouraged and to this day it is considered as a
school which contributed to the development of mosaic as a true fine art.

As Anatolia (Turkey) was under the pressure of Islam during the 8"-9" c. CE,
coupled with the “Iconoclast” influence, it chose to separate from Eastern
Byzantine art and formed a closer relationship with Greek art. It was in this pe-
riod, due to their importance in architecture, that paintings and mosaics became
the prioritized branches of Byzantine fine arts. It was a poor decision to cover
up frescoes and mosaics during the Iconoclastic movement. Once the movement
was defeated in the middle of the 9" c. CE, Byzantine Art regained momentum.

Turkey, which is the eastern arm of the art of mosaic is very important because
it contains the most valuable mosaics. The unearthing of these mosaics started
with the work of specialist archaeologists who came from Germany and the USA
under the orders of Atatiirk. From the start of that period, our own archaeologists
began to get educated and through their conscious efforts, the continuity of their
work lasted until today. With the conquering of Istanbul, the mosaics of Hagia
Sophia and Kariye mosque were covered with plaster after the two churches
were converted into mosques. For the first time in 1932 significant restoration
work was initiated in several buildings and the layers of plaster covering the
mosaics were removed, thus bringing the mosaics to light. The Byzantine insti-
tute of America directorship assumed the task of cleaning the Hagia Sophia and
Kariye mosaics. Hagia Sophia was converted into a museum in 1934 by the or-
der of Atatiirk. During the initial periods of the republic, a Fine Arts Legislation
was passed giving priority to the cooperation between architects and artists. The
mastery dominion of fine arts was to be allotted a big part in the great national
economic development and construction effort. Thanks to this legislation, the
practice of creating artworks and encouraging artists to construct them, as well
as providing the freedom for the art to reach its own true personality was finally
realized. Breaking established traditions and moving forward to new applica-
tions, this legislation aimed to integrate art with public and residential environ-
ments. The restoration of historical works was the result of the sensitive and
enthusiastic interest the government of that time period displayed towards art; as
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such, it became very significant for the artists of the time. The valuable mosaics
brought to light after the plaster removal and cleaning, would influence many
artists from then on, and mosaics became much appreciated by all people who
valued art.

After studying Roman Byzantine mosaics at Hagia Sophia and Kariye in
Istanbul, the artists of that period were given the opportunity to gain know-
ledge and information by viewing the Ravenna mosaic exhibition (copies of the
antiquity pieces of Ravenna mosaics) brought to Turkey by the Italian Culture
Committee. Exactly ten years later, they were faced with a mosaic exhibition
once again opened by the Italians, now also including modern mosaics. The
second Ravenna mosaic exhibition called for the much needed modernization
of mosaic art, while at the same time, the Italians attempted to strengthen their
links with Anatolia - the Eastern branch of Ravenna. With the cooperation of
the Turkish Ministry of Foreign Affairs and Ministry of Education, the Italian
Cultural Committee opened a mosaic exhibition at Little Hagia Sophia (Hagia
Irene) on December 7%, 1961; subsequently, the exhibition was presented to the
public in Ankara and Izmir. This exhibition comprised copies of antique pie-
ces of Ravenna mosaics which brought the mosaics from the golden age of the
Eastern Roman - Byzantine Empire to the Western artists of the 1960s.

The modern and original works displayed in the second exhibition opened by
the Italians in which antique works visibly influenced the artists’ ideas in this
subject area, showed that mosaic art could be elevated to contemporary modern
values; taking a secure step forward from the past (which luckily prevented the
extinction of this valuable art form) and comfortably going on to contemporary
interpretation, these artists produced mosaics that influenced their peers - the
artists of the 1960s.

Regarding the increase of artworks created by modernizing mosaic designs and
techniques, Bedri Rahmi Eyiiboglu wrote in an article for the Cumhuriyet news-
paper saying “Wishing the same for my country which holds the best mosaics
in the world”. He passed his enthusiasm onto young artists, tutoring several of
them as future masters. In the 1950s thanks to Bedri Rahmi Eyiiboglu people
were able to see local mosaic art with an original language and a modern inter-
pretation.

The Bauhaus School was established in 1919 by the German architect Walter
Gropius. A new period had begun in architecture and in the fine arts. The
Bauhaus School aimed to fuse architecture with the fine arts, and also aimed at
mass production by way of master-apprentice relationships in a unification of art
and technique. The school provided endless possibilities to architects and artists
in which to conduct new experiments with the objective of keeping creative de-
sign in the foreground. Because aesthetics and functionality concerns were kept
at the same level, a connection was established between art and technology, and
this connection elevated the everyday living to an unprecedented aesthetic level;
there was an increase in functionality in the fine arts, as well as an aesthetic level
in architecture. Architect-artist togetherness was the agenda of the day. Fine arts
became the can’t do without component of the architectural whole and through
its involvement in everyday life it acquired a new dimension. The architect-artist
togetherness in Europe and USA started to spread at maximum speed resulting in
excellent works of modern architecture being realized.

Bedri Rahmi Eyiiboglu, an instructor at the State Fine Arts Academy, toget-
her with a team of his students (who together make up today’s most important



352 Hiilya Vurnal Ikizgiil

artists), contributed to the forming of modern wall mosaics. It is through their
work that Turkey encountered modern wall mosaics for the first time. Bedri
Rahmi adopted the view that mosaics would be the best form of art to comple-
ment paintings which were non-existent in great buildings. Artists of that period
adopted the Bauhaus school’s philosophy that focused on architecture and plas-
tic arts, defending the standpoint that the art of painting should be integrated
with architectural structures. For years they pioneered the developments in this
area in our country. Additionally, these artists were interested in every kind of
tool that came along with the developing architecture when trying wall mosaics,
using these new tools that were not even considered at that time in Turkey.

Between the years 1955 and 1970, Bedri Rahmi, together with his spouse Eren
Eyiiboglu, his son Eren Eyiiboglu, his assistant Devrim Erbil, his students
Teoman Sudor and Mustafa Pilevneli, the artists of that period Ferruh Bassag,
Sabri Berkel, Nurullah Berk, Turan Erol, Neset Gural, Nedim Gunsur, Fethi
Arda, Mehmet Ozel, blazed a trail in Turkey with their large size wall mosaics.
They took on the art of mosaic by assigning new shapes to old techniques and
made the art develop further again by establishing links to traditions in Turkish
architecture. They unified art with the living environment, they proved that the
integration of architectural structures and buildings with artwork was a neces-
sity, especially with the addition of colorful mosaics to adorn plain “dead” walls.
Therefore, Bedri Rahmi and the 1960s artists who gave meaning to words such
as, beautiful, art, artisanship, High art - Low art (art majeur - art mineur) are
the first representatives of our country who adopted the Bauhaus philosophy. In
choosing this direction, they promoted the understanding that mosaic art blended
with everyday living, and along with the mosaics, reliefs, skraffito boards, they
also contributed to our architecture. This increased the public’s appreciation lev-
el as well as their interest in mosaic art. Their innovating ideas and the grounds
they prepared for us younger artists can’t be overlooked.

The Applied Fine Arts School for further development of wall mosaics (today’s
Marmara University Fine Arts) was founded along the principles of the Bauhaus
school, after the State Fine Arts Academy. This school trained many architects
who created masterpieces in architecture. However, after being brought under
Marmara University administration, the Applied Fine Arts School departed from
its main aim, the Bauhaus principles, and the studies with academic potential
continued to thrive while the interest shown to applied workshops decreased.
The artists chose individuality, yet they created works of art connected to archi-
tecture for economic reasons.

Although the art of mosaic is treated with great respect in Turkey, because it
requires skill and mastery of a difficult technique along with the idea that it can’t
keep up with today’s contemporary mosaic art, it is less popular. For centuries,
the art of mosaic that developed as part of architecture, has not been able to get
out of its historical framework. And although our art historians have covered
the artistic importance of this art, mosaic art has been unable to find the place it
deserves in our current art forms.

We already mentioned the two Ravenna mosaic exhibitions by the Italians. Aside
from these two exhibitions which were brought from abroad, we do not come
across a mosaic exhibit by a Turkish artist in Turkey. This is the result of the
belief that mosaic art should remain part of architecture and continue to develop
along with it. The 1960°s artists who were influenced by the Italian exhibits once
again created their works for architectural purposes.



Figure 1

Moving pendulum. Ayasofya Museum 1992.
Size 1,55 x 1,55 m.

Artist H. Vurnal Ikizgiil.

Figure 2

Marseille Istres Archaeology Museum in
France. Mosaic exhibition 1994.

Artist H. Vurnal Ikizgiil.
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Therefore, my first personal contemporary mosaic exhibition that opened in
1992 in Hagia Sophia is the first of its kind in Turkey. In this exhibition I had
large size wall mosaics and sculpture. As all were completely independent from
architecture, were of monumental size, some with moveable parts despite being
heavy, this exhibit surprised many viewers. These works totally separated from
architectural features and characteristics, while proclaiming their individuality
and independence, also demolished “This art is integrated with architecture”
taboo.

My exhibition with its important historical value along with its artistic value,
made a tremendous impact. Consequently, it travelled to the Marseille Istres
Art Museum by special invitation from the French government. While our art
critics still defend the idea that “the necessity of this art form to stay within the
bounds of architecture”, the French government not only acquired many of my
works for the museum permanent collection, but also awarded me with the title
“European Contemporary Mosaic Artist” (Figs. 1-2).
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Modernizing the art of mosaic (which was not considered to be separate from
architecture) and bringing it to commercial art galleries was something totally
foreign to Turkish Mosaic Art. I stripped mosaic from its classical technique and
made it acquire new techniques which could keep up with today’s international
contemporary art. While introducing the art of mosaic at a modern art gallery,
my aim was to give it independence and to make it world known that “mosaic is
an art form independent from architecture but at the same time it can have a say
in architecture”; this view was accepted in Turkey for the first time (Figs. 3-5).

The fact that mosaic exhibitions increased in number after my exhibition shows
that I have achieved this difficult task; and although it is not enough by world
standards, it brings hope to see mosaic exhibitions and mosaic artists increase in
number when compared to the past.

In the 1960’s the Plastic Arts were making an effort to enter the field of archi-
tecture with Bedri Rahmi; in 1990, Hiilya Vurnal Ikizgiil with the art of mosaic
was attempting to exit architecture and turn it into an individual form of art.
Bedri Rahmi believed that he gave his mosaic art longevity by applying mosaic
to architecture with mosaic technique; I defended my view that mosaic is a lan-
guage of painting and it should keep pace with today’s Plastic Arts by exiting the
architecture realm. Bedri Rahmi became the first of his kind through the require-
ments of his time period, I became the first of my kind with my artistic attitude,
naturally, taking into consideration today’s conditions. The never ending change
of conditions and requirements of time shape an artist’s creativity.

When one supplies an ancient art with new techniques and adapts it to the current
time period, it is difficult to change its contained point of view and its taboos.

Figure 3

Vakko Art Exhibition in Istanbul 1996.
Natural stone on wood. Size 1,50 x 1,50 m.
Artist H. Vurnal Tkizgiil.

Figure 4

Vakko Art Exhibition in Ankara 1997.
Sculpture Crocodile. Natural stone on wood.
Size 1,95 x 1,50 m. Artist H. Vurnal 1kizgﬁ1.



Figure 5

Devrim Erbil Modern Art Museum. Natural
stone on wood. Size 1,50 x 1,50 m.

Artist H. Vurnal Ikizgiil.

Figure 6

G-Art Modern Gallery 2007. “Anatolian
Goddesses” mosaic exhibition.

Artist H. Vurnal Ikizgiil.
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In mosaic, the technique has become the forefront in the language of the mosaic
and therefore it has been questioned whether it is Art or Craft; there exists a con-
ceptual confusion in this dilemma. Art? Craft? Usually the value of the art itself
is known, nevertheless there exists a substantial concern with its skill or craft.
Every artist chooses the material closest to his/her artistic preference and creates
his/her work of art; thus, the attributes of the creative artistic method manifests
itself in the choice of material used. The important aspect of the final result is the
structural harmony and manual dexterity in the use of the material. Therefore,
importance of the manual skill in the use of the material and the technical know-
ledge should be acknowledged without raising concerns about craft. Art should
not be evaluated as a distinct and separate part of life, it should be evaluated as
one that is integrated, complementary with and within life itself. The increase
in new kinds of material along with the advance of technology, created exciting
possibilities for researching unknown techniques. The artist has an original view
specific to themselves in every time period. In order to keep up with the develop-
ment of art in every era and art form, the artist should never lose his/her research
interest and enthusiasm. In addiction to that, the artist should develop his/her
skill with new skills and applications of material. Art and craft are siblings. The
art of mosaic is not a different field of art, it is a different discipline with its own
technique. When one follows the international art scene from here, it is possible
to see the rising importance given to mosaic art, the artists whose numbers grow
and new modern applications. For the art of mosaic to keep pace with today’s
painting discipline, its slow technique should be made more practical. We need
to see more mosaics as individual art works independent from architecture ex-
hibited in art galleries. It is my belief that only in this way can mosaic take the
place it deserves in today’s art (Figs. 6-8).

The classical definition of mosaic: the coming together of different materials
such as glass or stone pieces, large or small, in a formalized tradition which
conveys the period’s language of painting. The artistic definition of mosaic in
today’s art: the artist picks one or several different materials such as stone, nails,
metal, wood, glass, leather, ceramic, cloth, etc., and places these together in a
way that expresses his/her language in making art. Today, the art of mosaic has
moved outside the strict rules of the past, and as such, is continuously renewing
itself in both materials and technique. Today’s mosaic utilizes many languages.
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We live in a period in which original works using new techniques and material
are increasing in number. I believe that it is against mosaic’s universal language
to categorize mosaic strictly by material and technique. We should respect tra-
ditionalism but also keep pace with the new. What makes an artist an artist, is
design! (Figs. 9-11).

The world places great importance on both ancient and contemporary mosaics.
Turkey is a country rich in ancient mosaics and today, realizing that the rest of
the world is now aware of our wealth, Turkey is learning to assess the situation
correctly. The South East region of our country has a deep rooted history and
culture, especially Gaziantep, Sanlurfa, Hatay and Kahramanmarag are at the
crossroads with the historical Silk Road, as well as housing all of the civiliza-
tions that had existed in Anatolia. Thanks to this awareness, new cultural inheri-
tance projects are being brought to life. These South East region projects have

Figure 7

G-Art Gallery 2007. Anatolian Goddesses.
Natural stone, concrete mosaic.

Size 1,45 x 0,65 m. Artist H. Vurnal 1kizgﬁ1.

Figure 8
G-Art Gallery mosaic exhibition 2007.
Concrete mosaic. Artist H. Vurnal Ikizgiil.

Figure 9

Topkap1 Museum Darphane-i Amire 2002.
Natural stone tree Sculpture.

Size 1,55 x 0,90 m. Artist H. Vurnal Ikizgiil.



Figure 10

Cat Sculpture. Istanbul Modern Art Gallery
2008. Natural stone 1,10 x 0,70 m.

Artist H. Vurnal Ikizgiil.

Figure 11

International Cow Parade Exhibition
2007. Size 2,15 x 1,45 m. Natural stone on
fiberglass. Artist H. Vurnal Ikizgiil.
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become the forefront with their mosaics increasing our tourism and presentation
potential. Our only drawback is that we are living with a conceptual confusion
caused by the lack of enough original artists. Confusing the copying and decora-
tive ornamentation style - which repeats the old - with original attitude, placing
the mosaic artists and the mosaic technicians in the same group, causes us to
diverge from world standard mosaic art agenda.

Mosaic art is a branch of the fine arts division all over the world, yet it has its
own schools. Just as the Ravenna school trains its own mosaic artists as an inter-
national school, just as Barcelona is a brand name with its mosaic city identity,
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if we are in possession of the world’s greatest ancient mosaic museum we have a
duty to contemporise and renew ourselves. We should become aware and proud
of our good fortune and realize that the rest of the world is observing us. In the
past, mosaic art was indeed a branch of the fine arts department at our universi-
ties, but unfortunately, with the growing lack of interest in mosaic art and in
new students, the departments were obliged to close. But now, newly growing
attention and importance is being given to mosaics after the realization that the
rest of the world is seriously pursuing the art of mosaic. In order to close this
gap as soon as possible, I suggest that we open international mosaic schools as
part of the Fine Arts departments at our universities. Our country possesses the
world’s largest ancient mosaic collection at the Zeugma Mosaic Museum, the
most significant institution in world culture mosaic heritage. We should aim for
educational institutions that will train progressive, dynamic, contemporary mo-
saic artists, who reflect the universal values we possess. Specialized educational
projects aimed at young students could and should enrich visual memories of
future generations. We should train not only citizens above a certain age as part
of vocational training projects in the cities, but also the mosaic artists of the fu-
ture, beginning with Fine Arts high schools where students would be encouraged
to follow this direction. These locally trained artists using contemporary designs
and techniques will infuse new life into the art of mosaic; they will become the
bridge between the past and the future. If only we had realized this ten years ago
at the time efforts were made to change the status quo, by now we would have
succeeded in training two generations of students. In Turkey mosaic art has been
until today perceived superficially, only as a craft, with conceptually confused
educators and curators. For this reason, it has stayed behind world’s contempo-
rary mosaic art. Only the artistic production and experience in new educational
institutions will enable us to compete on the international platform. These newly
created contemporary mosaics by Turkish artists will form an admirable basis
for the Contemporary Mosaic Museum.

Just like the mosaic examples in the rest of the world, the art of mosaic should
escape its boundaries and flow into contemporary interpretations, original to li-
ving areas. The art of mosaic should not only remain in museums, in no interact
zones, it should also be spread in cities, in public places where their colorful,
modern images would be seen, touched and felt by countless fingers. However,
I believe that in order for a city to be remembered as a mosaic haven and a
pioneering example to other cities, it is necessary to make readily available to
the public both ancient mosaics and contemporary mosaics. My wish is for our
country to be remembered as a place where both ancient and contemporary
works are exhibited from the past to the future (Figs. 12-14).

I started learning and creating mosaic art when I was nineteen years old. I de-
voted thirty years (six at the university) to this art, promoting its need to become
a contemporary activity. Presently, I am still fighting this battle while acting as
a guest lecturer at universities and other institutions. It makes me sad to see that
mosaic is still perceived as a craft rather than an art form. Due to its ancient
beginnings, it is not easy to demolish its archaeological and technical taboos.

Today, we have a miracle called the Internet; with all the instant information
at our fingertips, we are able to move from the dated old customs and embrace
the new. Having the chance to see contemporary mosaic work, it is sad and
disadvantageous to produce repetitive works, void of design and creativity. The
project we have started in south-east of Turkey called “Mosaic art education”
is very crucial. Education is the only answer for the new generation. Naturally,
we would also like to see people of all ages (be it as a hobby or as a vocational



Figure 12

Four Seasons Hotel in Sultanahmet Istanbul
1996. Natural stone. Size 2,50 x 1,40 m.
Artist H. Vurnal Ikizgiil.

Figure 13
Four Seasons Hotel Istanbul.
Artist H. Vurnal ikizgiil 2017.

Figure 14
Four Seasons Hotel Istanbul 1996. Detail
from the mosaic panel.
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pursuit) to be attracted to mosaic making’s charm. Where there is no education
there is no chance of raising the bar and catching up with the world standards.
The apprentice-master relationship, which has continued for centuries, is sig-
nificant. One can’t become a master without first being an apprentice; its most
important aspect is the dedication and hard work on that required journey to
become a master.

Bedri Rahmi Eyiiboglu once said “No cultural experience can be as effective, in-
fluential and shaping as life, which constantly changes itself and others”. Every
artist harbors traces that belong to his/her time period and era. These traces form
the basis for future artists and move us into the future. If we only repeat the
past, we cannot keep up with today and thus, leave our mark for the future. We
should get away from the repetitive copying of mosaic works, as that activity is
an impediment to the development of mosaic; only original works will allow us
to be remembered in the future.
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Los mosaicos de la Plaza de la Encarnacion. Roma a Seville,
Guadalupe Lopez Monteagudo, 117 pages, 59 figures, bibliography. (Colec-
cion Patrimonium Hispalense) ICAS (Instituto de la Cultura y las Artes de
Sevilla) 2015, €13,30, ISBN 978-84-9102-024-0.

Plaza de la Encarnacion in the heart of the historic center of Seville was excavated between 2003 and 2009. Starting
as a rescue excavation 1998, in connection with the planning of a parking area, four phases from over five centuries
of buildings with mosaics, from the Roman Hispalis and the late antique Ispali, came to light. This book presents
the mosaics which have a unique quality and diversity unmatched in its kind in the city, where otherwise only few
mosaics have been found, unlike the other Roman cities in the region, Itdlica, Ecija and Cordoba.

The text, accompanied by magnificent color photos, is divided into four parts, presentation, introduction, main text
which carries the book's title, as well as a selection of bibliographic references. Seville's Mayor, J. Espadas, opens
with a presentation (pp. 9-10) of the Antiquarium, the archaeological space which was inaugurated on the site in
2010. Today it currently displays findings from the Roman period, together with archaeological remains of Seville's
medieval period into the 14" century. In the Introduction (pp. 11-25) F. Amores, who from 2003 to 2010 was res-
ponsible archaeologist for a total of four excavation campaigns, presents a synthesizes of the findings and situates
the Roman history of the place, from the first to the seventh century AD, in a chronological and regional context.

The Roman city, whose splendor reached its peak during the second and third centuries AD, undergoes a decline
from the fourth and the fifth centuries CE. At that time, the Plaza de la Encarnacién also underwent large changes,
which for example can be observed in the mixed zone of residential areas and industrial production, a new phe-
nomenon which points to the middle ages. The houses have continually been rebuilt, extended and modified, as was
common during the Roman period, but rarely before displayed as visibly as here. The many different levels of floor-
ing that were found as a consequence made it a complex process to create the exhibition area, which nevertheless
today comprises a total of 7000 m?* floors from five centuries (as shown on a plan).

In the area, there are six peristyle domus, two constructions with vestiges of industrial activities, as well as a type of
building lacking a peristyle, here named hospitium. A total of 47 floors were found, 33 with mosaics. Most of these
were restored or had replaced older mosaics from the beginning of the construction in the middle of the first century.
When the book was published, there were 13 mosaics, in situ on the floor, or exposed as vertical panels, while eight
pieces were waiting to be arranged.

The third part, The Mosaics of Plaza de la Encarnacién. Rome in Seville. (The title is the reviewer’ s translation)
(pp. 27-121), by G. Lépes Monteagudo, presents a selection of the collection’s mosaics, which consist mainly of
geometric, but include several figurative, motifs, the majority of opus tessellatum.

* Maja Kramer, Hagens stationsvig 24 426 71 Vistra Frolunda, Sweden. ORCID ID: https://orcid.org/0000-0002-2864-9878.
E-mail: maja.kramer.gbg@gmail.com
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The following text is organized as a single flow presenting the mosaics found on
the site when walking a scheduled itinerary, but can nevertheless be divided into
three parts. First, an overview of the approach and purpose (pp. 27-33), followed
by an exploration of the figurative motifs (pp. 33-90), and of the geometric and
decorative motifs (s. 90-121) along with a short summary.

With a poetic tone that combines a delight for telling with great knowledge, and
with plenty of references and quotations from ancient and modern authors, the
author takes us on an inspiring guided tour through the site, starting by empha-
sizing that we get a unique access to another era, frozen in time through this
particular art form. With a focus on style, iconography, and symbolism, the
mosaics we pass along the route are made the starting point for an excursion into
the Roman imagination with its values, mythology and lifestyle. In this way the
mosaics uncover a wider context, both of their practice and in terms of ideas,
giving us an insight into the role they had in their world even if, as mentioned in
the text, it always eludes us.

The walk takes two parallel tracks. At the same time as we go through a ficti-
tious, but typical Roman House with its ideal construction, with reference to
Vitruvius, where the placement of mosaic floor stood in relation to the room's
function and the subject's symbolism, we progress through these specific houses
where the individual motifs are interpreted and explained. The period in which
each individual motif appears in the Roman repertory is mentioned and there are
frequent references to parallels in the region, the rest of the Iberian Peninsula,
and to the Roman world as a whole, especially the Western parts.

For example, at the first stop, building D, there is the warning and protective
Medusa in a geometric composition, as was common in a Roman house. Her fate
is told, which the author stresses is essential to understand why and how a myth-
ological figure or pictorial scene is depicted. In this case, it can for example ex-
plain the different facial expressions on different versions, which in turn shows
the close connection between the literary sources and the artistic representations.
Medusa here is depicted with an unhappy facial expression which the author
relates to the passage of Appolodorus (Library 2, Chapter 4), telling the story of
when she fell in love with Perseus the moment he was to behead her. This is an
approach that puts focus on the knowledge and understanding of the myths as
well as the interpretative capacity of both the craftsmen and the viewers.

In a majority of the houses there are abundant motifs of winding plants or borders
depicting animals, birds, divinities, baskets, flowers, clover and other leaves,
fruits, marine fauna and fountains, which all contribute to a sense of nature and
garden. It was common in Roman houses, particularly in the so-called dynamic
areas intended for passage, like the atrium, peristyles, patios, galleries, halls and
corridors, that there were mosaics with figurative or decorative patterns, which
alluded to the plants and animals of nature.

However, this is particularly the case in the passages leading to the halls and pri-
vate rooms in Plaza de la Encarnacioén. In this way, the indoor is metamorphosed
to outdoor and the illusion was spread to all the corners of the houses. Especially
curved borders of leaf loops or of olive or ivy leaves created a natural transition
between outer o inner spaces and according to the author, these can also be inter-
preted as propelling a fictional movement forward.

Motifs alluding to water are abundant and are treated in a particularly inspira-
tional way, which functions as a true eye opener for the reader and viewer. In
addition to the mythological figures of Oceanus and Medusa, there are abundant



Book Review - Kitap incelemesi 363

numbers of mosaics with marine fauna such as dolphins, fish, and water birds.
Together with the winding plants mentioned earlier, the water creates symbolic
ties to nature that are so apparent in the buildings in Plaza de la Encarnacion.
Some of them are especially interesting; very skillfully made geometric pat-
terns, which create intricate illusions of water and its movements, with the help
of contrasts, for example forming winding meanders and zig-zag patterns. In
the Casa de los Dameros (House of Checkerboards), a pattern of logs of differ-
ent shapes and colors create an impact similar to the minute motions of almost
stagnant water, or of the trail that water leaves in the sand when it withdraws.

The water motifs were often placed in relation to the peristyle, at the fountains
or other small courtyards with water containers in various forms, and in the
spaces, that open into them. In the Hospitium de los Triclinia (Hospitium of the
Triclinium) there is, for example, a perfectly executed geometric composition
with two birds on a crater in a small square panel as the central motif. In the two
surrounding borders of the mat, an inner and an outer, an illusory movement of
water is formed through the opposition of leaves and a stylized wave created by
plant rolls. Inside the composition two smaller panels with zig-zag patterns form
a similar wave effect.

In the presentation of the Hospitium de los Delfines (Hospitium of the Dolphins),
the viewer may experience the feeling of visiting a Roman House and the role
played by the mosaics. Apart from housing many motifs with water effects, fish
and birds, the building also contains a unique motif, an asotoros oikos in a geo-
metric composition, a motif otherwise only represented a few times in Hispania
with the most famous example in Marbella. Presented from an unusual and un-
expected angle, the food scraps depicted are suggested to be remnants of a par-
ticular event, i.e. something we cannot know anything about and which therefore
awakes ourthe viewer's imagination. In a flashback, the origin of the painting by
Sosos of Pergamon (Plin.nat. XXXVI, 184) is told, which becomes a starting
point on a section on what they ate and drank during the Roman period, as well
as a presentation of the diverse dining habits in Greece and Rome.

Another example of the book's approach with comprehensive overviews of vari-
ous themes is when in makes a move from food to wine. A version of Bacchus
triumph with the presence of Ariadne is the main motif in the triclinium in Casa
de Baco (House of Bacchus).

It becomes the starting point for an overview of the different elements of the
Bacchic cycle, which were especially common in the wealthy agricultural region
of Baetica and which are depicted in various scenes. Bacchus as Cosmocrator,
the god of agriculture that spreads the civilization, is best understood together
with the triad of olive oil, cereals and wine; agricultural products which required
processing to become nutrients, and therefore, symbolically, were an expression
of civilization versus barbarism. The wine's symbolic value in the Bacchus cult
is in this way set in a larger context than through just his generally well-known
cross-border role in a cult with notions of drunkenness, ecstasies, rebirth and
immortality.

As the version with Bacchus triumph with Ariadne in the carriage was the most
common motive in Baetica for a long time, this part of the Bacchic cycle and its
entanglements is recapitulated. Moreover, the presence of Ariadne binds it to-
gether with two other myths; the Minotaur of Crete and the escape with Theseus
to Naxos; as well as the meeting between Ariadne and Bacchus, his offer of
divine love and their divine marriage, which represents a victory over a wild and
uncivilized world.
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The last part of the book is devoted to the geometric and decorative composi-
tions and motifs that are present in large numbers and in many variations and
sizes, with or without figurative elements. While some of these patterns are simi-
lar, others are variations which indicate that each domus had an individual taste,
style and most likely a separate decorative program. The patterns are sometimes
made with astonishing illusory three-dimensional shapes and optical effects, and
appear both in color and black and white. Black background often occurs both
in borders and panels and is, incidentally, one of the features on the site. Rare in
the rest of Hispania, it is especially prevalent in North Africa.

Although there are frequent mistakes and confusion in the execution of the com-
positions, the geometric mosaics are generally of a very good quality, both tech-
nically and concerning the geometric understanding. Here we would like to add
that the geometric mosaics consistently are of better quality than the figurative
mosaics and some, especially those of larger format, are made with an astound-
ingly good technique and are never repeated twice. In general, these designs
were popular for a long time and are consequently complicated to date. Several
motifs continue into Christian times, which shows an even longer continuity of
certain shapes and patterns, although with a new meaning.

The guided tour is summed up with the statement that the many and various
motifs on the Plaza de la Encarnacién provide unique information about the
choice of entire decorative programs and of an urban development in a limited
area. The mosaics have a special character, the result of mixing and using influ-
ences from global fashion trends to make something of their own. It is clear that
the intention has been to create mosaics with a distinct and personal accent out
of the Roman koiné, as the author so well puts it. At the same time, the mosa-
ics show consistency with other cities in Baetica, especially from the third and
fourth centuries AD.

The mosaics were often improved or remade and new ones were placed over the
old, this reminds us that these mosaics were once floors and everyday life for
the people who lived there. However, it makes them very difficult to date based
on iconography, which also applies to the differences in technique, e.g. simpli-
fied, incompletely finished or technically incorrect versions of a motif, which, as
stressed, may depend on the quality of the craft rather than differences in time.

The book is aimed both for a broad general audience and for professional read-
ers as it provides an overview and an in-depth introduction to the mosaics and
the environment on the site, as well as to Roman mosaic art and imagination in
general.

Through its unusual approach, the reader is drawn into the flowing and vivid
prose, which skillfully weaves together the facts of the mosaic, including in-
terpretations and excursions into different connected topics. This contributes
greatly to making the walk through the rooms so alive, and creates the feeling of
presence in relation to buildings and mosaics. At the same time, it is a demand-
ing text that requires the engagement of the reader because of the concentrated
amount of substantive information.

Considering the small collection of mosaics, it is cleverly done to succeed in
holding the text together despite the arrangement with continuous digressions.
Despite the challenge, the author has succeeded to explain how different types
of motifs and patterns (figurative, geometric, naturalistic or decorative) in the
collection played different and important roles in the Roman home and imagina-
tion.



Book Review - Kitap incelemesi 365

As a final comment, one can consider whether the text might have been bene-
fitted by including subtitles. The point of the current prose, however, is that it
creates movement and drive in the text. All in all, it is a very successful achieve-
ment, offering a different kind of presentation of an especially interesting mosaic
collection.
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Corpus of the Mosaics of Albania, Vol. 1, Butrint intramuros, Balkans’
Mosaic', Marie-Patricia RAYNAUD and Agron ISLAMI, with co-aut-
hors Elisabetta NERI and Anne-Orange POILPRE, drawings by Astrid
MARECHAUX, illustrations by Didier DUBOIS, collaboration of Ornela
DURMISHASHALI and Klejdi ZGURO, English trans. by Anna J. DAVIES,
Bordeaux: Ausonius Editions, published with the assistance of the Butrint
Foundation, Labex RESMED Paris, IMK Tirana, College de France, CNRS,
Orient et Méditerranée, Monde de Byzance, UMR 8167, J. Dubois-Thot, 292
pages, 319 illustrations color & black and white, 2018, €40.00, EAN 978-2-
35613-221-5.

Scholars will welcome this new contribution to art and archaeology of the Balkans documenting mosaics at Butrint,
amajor site on the Albanian coast of the Adriatic near the island of Corfu, in the ancient province of Illyricum. Other
volumes are expected to follow in an ambitious project to record all of the mosaics of Albania, an effort directed
by a Franco-Albanian team led by Marie-Patricia Raynaud and Agron Islami. The present book’s publication in
English makes its contents easily accessible to the scientific community and to others with a more general interest in
its subject. The volume has 25 mosaic entries, mostly pavements in addition to a few wall mosaics, all of which are
described and analyzed thoroughly and illustrated beautifully with photographs and drawings. The format parallels
that used by M.-P. Raynaud in Vol. I, 1 of the Corpus of the Mosaics of Turkey, dealing with mosaics of Xanthos,
specifically of the East Basilica there (2009).

Known in antiquity as the Colonia Augusta Buthrotum, Butrint was dependent upon the city of Nicopolis (Actium)
to the south, and it became a popular summer retreat for wealthy Romans who built homes there. One attraction
besides the site’s physical beauty was Butrint’s natural springs with medicinal qualities, causing the construction of
a Sanctuary of Asklepios on the acropolis of the Hellenistic town, which became a pilgrimage site with a theater,
thermal baths, and gymnasium, in addition to other civic structures. A waterway, the Vivari Channel, leads from the
coast to a large interior lake, whose shifting water level has caused hydraulic problems for many centuries. After
its Roman phase, Butrint (which is located near the Via Egnatia) became an episcopal city with several Christian
monuments erected in Early Byzantine times, enduring until the 7th century. There was a partial renewal in the
Medieval era, and much later Butrint was controlled by the Venetians and Ottomans. Archaeological excavation of
Butrint, after initial surveys in the late 19th and early 20th centuries, began in earnest during the interwar period,
when Albania was an Italian protectorate. After World War II, there was joint exploration by British and Albanian
archaeologists, which in the late 20th and early 21st centuries was funded by the Butrint Foundation, which has
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continued its financial support. Current research of the site started in 2013, with
a formal agreement between research institutions in Albania and France (the
IMK, CNRS, and University of Paris-Sorbonne). This project is intended not
only to make a complete corpus of Albanian mosaics but also to preserve and
restore these works of art. Today Butrint forms a national park (it is a World
Heritage Site) visited by many tourists.

The volume’s contents, following a foreword, introduction, and acknowledge-
ments, are comprised of three main sections: a detailed catalogue of the mosaics
found at Butrint; a section of “reflections” or interpretive essays dealing with
iconographic questions and physical properties of the mosaics (for example, an
analysis of glass mosaic material from the site, and methods of mosaic conser-
vation); and a summary of the main text written in Albanian. There also occur
annexes with a bibliography, a list of illustrations, and a model descriptive fiche.
Each catalogue entry documents a mosaic’s architectural setting, the exact tech-
nique of execution, the type of foundations, the density of tesserae, the materials
and colors employed, and the current state of preservation. This is followed by
a description of the mosaic’s outer margin, borders, and field. For abstract pat-
terns, reference is made to the two-volume Le décor géométrique de la mosaique
romaine (1985, 2002), and there are mentioned relevant comparisons and a pro-
posed date, along with an iconographic discussion of figural images. The abun-
dant illustrations include not only building plans to locate mosaics (with suc-
cessive chronological phases indicated) but also excellent photos (overall views
and details) and very precise drawings of mosaic patterns. All of the information
brings these works of art vividly to life.

I shall now describe a few highlights of the Butrint mosaic repertory to de-
monstrate its richness and variety. Of Hellenistic date, probably the end of the
3" or beginning 2" century BCE, is a fragmentary mosaic panel (no. 1-2) that
decorated the space immediately in front of the marble base of a statue (repre-
senting Asklepios?) and depicts a coiled serpent, appropriate to Asklepios’s cult.
A mixed technique of opus signinum dotted with white cubes for the ground and
opus tessellatum for the serpent, with thin lead strips to outline its contours, was
used. Neatly laid rows of red, blue, and yellow tesserae model the serpent, with
shades of pink, white, and yellowish-green appearing on its underside. The exe-
cution is refined, and the panel, once removed from its original setting, is now
displayed in the Butrint Museum.

On the site’s south side occurs an imposing residence of Roman date, the
Triconch Complex, that was built in phases over a few centuries from the early
31 to early 5% centuries and in the latest phase spread over two insulae. Several
fragmentary mosaics from the building’s various phases exhibit great originality
of geometric design and in some cases include figural elements, in addition to
an inscription found at the entrance to one room (mosaic no. 14). The partially
preserved inscription indicates the owner’s high official status, using the Greek
term to lamprotato, equivalent to the rank of clarissimus in the Latin west. From
the 3" century phase come several pavements including a very long mosaic that
paves the residence’s gallery overlooking the lake (mosaic no. 11) and shows a
repetitive black and white pattern of tangent octagons forming squares worked
in swastika meander; small triangles in a star-like, checkerboard design fill the
octagons. In another room of the same building, the Mosaic of the Masks (no.
12, thought to allude to theatrical performances in this space) shows polychrome
theater masks inserted into a black and white grid formed by rows of triangles
and guilloche bands, that is surrounded by pairs of peltae and circles; all of this
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is framed by a border of colored consoles. Variations of a pattern of paired peltae
turned at right angles to each other occur in other rooms of the Triconch Complex
(mosaic nos. 13, 14), and in at least one other building at Butrint (mosaic no.
5). Finally, for the latest decorative phase of the Triconch Complex, we note a
mosaic carpet (no. 15) in one portico of the peristyle, dated to ca. 400 CE and
showing a design in red, pink, and black that forms a type of “décor multiple” of
lozenge stars and large poised squares containing varied motifs. Other, smaller
squares terminate the lozenges and create an effect of three-dimensional solids.

The crowning achievement of the ensuing Protobyzantine or Early Byzantine
Period at Butrint is the Baptistery Complex with a large, well preserved mosaic
pavement adorning the Baptistery that was completed in the late 6" century.
Like several mosaics in other monuments in the surrounding city, the tesserae
materials include assorted hues of glass in addition to marble and terracotta. A
remarkable feature of the Baptistery is its size, exceeding that of many other
baptisteries in the east and recalling Early Christian examples from the western
Mediterranean. Other noteworthy features of the Baptistery at Butrint are its two
concentric rows of columns inside, creating paths for the neophytes to follow,
and the shallowness of its font, apparently designed primarily for the baptism of
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children. The latter underwent affusion or pouring of water over the head rather
than immersion.

The Bapistery’s mosaic pavement (no. 17) displays no less than seven circu-
lar friezes, two of them consisting of interlooped pink circles filled with single
animals symbolizing God’s creation in the air, land, and sea, plus a few floral
motifs. There are many birds, alternating with quadrupeds, and fish, and occa-
sionally, pairs of birds (of which numerous species appear) face each other in
adjacent circles. The quadrupeds include lions, goats, and hares in addition to
many other types of creatures. Each animal is illustrated with photographs and
drawings, and they all exhibit a simplicity of form and are easily identifiable.
Other friezes in the Baptistery floor show chains of medallions formed by inter-
looping pink strands as well as ivy scrolls, leading to a mat of interlooped circles
around the font. It is believed that a mosaic workshop originating at Nicopolis
(cf. especially Basilica A there) executed the pavement at Butrint. Finally, the
floor in the Baptistery at Butrint includes two panels that interrupt the friezes and
are aligned with the building’s entrance. Respectively, they depict a large crater
(a term alternated with “cantharos” in describing the vessel shown) with emerg-
ing grapevines, inward-turned peacocks and two other birds, as well as a pair
of stags flanking a damaged feature framed by trees and placed under an arch
with a cross. Both panels lead to the building’s font. A very informative essay
by E. Neri interpreting the Baptistery’s design and decoration complements the
illuminating discussion by M.-P. Raynaud about multiple workshops at Butrint
(she identified five from the Roman and Early Byzantine periods), including that
which ornamented the Baptistery.

Overall, one is grateful to the authors of this book for providing a very complete
and well researched picture of the history of mosaic art at Butrint, allowing
readers to appreciate its impressive and distinctive development over a span of
several centuries, and placing it in a broad art historical context. This volume
forms a pendant to a recent publication of mosaic art in another region of the
Balkans, Vol. I of the Corpus der spatantiken und friihchristlichen Mosaiken
Bulgariens by R.J. Pillinger, A. Lirsch, and V. Popova (2016). We now look for-
ward to the next volumes in the Albanian series for which the first monograph
sets a very high standard.
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Yazarlar i¢in Yazim Kurallar

Journal of Mosaic Research, yillik olarak yayinlanan hakemli bir dergidir. Dergiye yaymlanmak
lizere gonderilecek olan makaleler asagida belirtilen kurallara gore hazirlanmalidir. Ilginiz ve
katiliminiz i¢in tesekkiir ederiz.

Bu dergideki makalelerde kullanilacak olan kisaltmalar, Alman Arkeoloji Enstitiisii yayin kuralla-
11, Bulletin de I’ Association international pour I’Etude de la Mosaique antique, AIEMA - AOROC
242016, La Mosaique Greco Romaine IX ve Der Kleine Pauly dikkate alinarak yapilmalidir.

Editor ve yaymn kurulu dergiyle iligkili bilimsel icerik ve yazim kurallariyla ilgilenir. JMR, ar-
keologlar, tarihciler, epigraflar, bilim insanlari, kiiltiir miras1 yonetimi uzmanlari, restoratorler,
konservatorler, modern mozaik sanatgilart ve mozaik buluntulariyla ilgilenen kisilere ulagsmay1
hedeflemektedir. Kazilar, yiizey arastirmalar1 ve laboratuvar arastirmalarindan elde edilen bil-
gilere ek olarak JMR biinyesinde, mozaik konusundaki teknik ve metodolojik ¢alismalar, kitap
elestirileri gibi konular da yayinlanabilir.

Makaleler JMR disinda bir dergiye es zamanli olarak yayimlanmak iizere gonderilmemelidir.
Bagka bir yerde yayimlanan makalelerin cevirileri JMR’de yayinlanmak iizere kabul edilmez.
Yazarlar, JMR nin igerisinde yer alan materyallerin telif hakkinin JMR dergisine ait oldugunu
bilmelidirler.

Tiim makaleler hakem degerlendirmesi siirecine tabi tutulacak, gerektigi takdirde derginin bilim
kurulunda ele alinacaktir. Hakemlerden gelecek yorumlar yazarlara iletilir ve gerektifinde yaza-
rin makalesini tekrar gozden gecirmesi istenir.

Uygun bulunan ¢aligmalar uluslararas: kabul géren benzerlik tarama programlarinca (akademik
kurallara uygun bir bigimde atif yapilan bire bir alintilar, kaynakc¢a ve dipnot digarida tutularak)
taranir. %15°den fazla benzerlik tespit edilen ¢aligmalar hi¢bir iglem yapilmadan, tarama sonug
raporu ile birlikte yazar / yazarlarina geri gonderilecektir.

Journal of Mosaic Research, makalelerde, kazilarin, kazi argivlerinin veya miizelerin arsivlerin-
deki fotograflarin kullanilmast durumunda, yazarlardan Kazi Bagkanligi veya Miize Miidiirli-
glinden onayl bir izin belgesi almasini talep etmektedir.

Ozetler ve Anahtar Kelimeler

Makaleler Ingilizce, Almanca, Fransizca ve Tiirkce dillerinde yazilabilir. Makalenin bashig1 orijinal dilinin yan1 sira
Tiirkce ve Ingilizce dillerinde de olmalidir. Ozet, makalenin amacini, yontemini, degerlendirme ve sonug kismini
icermelidir. Makale 6zeti 200 kelimeyi ge¢meyecek sekilde Tiirkce ve Ingilizce dillerinde yazilmaldir. Ozet bolii-
mii, metin veya figiir referanslari, alint1 veya dipnot icermemelidir.

Ozetin altinda bes anahtar kelime yer almalidir. Anahtar kelimeler Tiirk¢e ve Ingilizce hazirlanmalidir.

Yazim Kurallari

Makalenin ilk sayfasi, makale bagliklari, yazar isim(ler)i, 6zetler, anahtar kelimeler ve dipnot olarak yazarin adresi
ve iletisim bilgilerini icermelidir. Metin, Times New Roman fontunda, 12 punto, bastan sona 1,5 satir aralikli yazil-
malidir. Her iki yandaki kenar bosluklari, iist ve alt kenar bosluklari en az 3 cm olmalidur.

Dipnotlar sayfa sonunda ardisik olarak yer almali, Times New Roman fontunda, 10 punto, tek satir aralikli olarak
yazilmalidir.

Dijital metin Word formatinda olmalidir. Figiirler “ tiff” veya ““.jpeg” dosyast halinde ve uygun ¢oziiniirliikte olmali-
dir: Fotograflar icin 300 dpi ve ¢izimler i¢in 600 dpi genellikle yeterli olmaktadir. Figiir dosyalarinin isimleri yazarin
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soyad ile baglamali ve sirasiyla numaralandirilmis olmalidir. Ornek: Akurgal_01.tiff, Akurgal_02.tiff, Akurgal_03.tiff vb.

Isa’dan 6nce ve sonraki tarihleri belirtmede “I0” ve “iS” ifadeleri kullanilmalidir.

Referans ve Alintilar
Metin igerisinde atif yapilan her bir yayin kaynak¢ada yer almalidir.

Metin iginde yapilan atiflar parantez icerisinde kisaltma olarak verilmelidir. Ornek: (Dunbabin 2002: 181-183). Biitiin
alintilarda 6zgiin sayfa numaralari belirtilmelidir.

Ug ve daha fazla yazarl yayinlarda kisaltma olarak “vd.” ifadesi kullamilmalidir. Ornek: (Akurgal vd. 1984: 80).

Bir yayindaki figiir veya ¢izime yapilan atiflar “(Akurgal 1996: resim 5 ¢izim 1)” seklinde belirtilmelidir. JIMR’ye yayin-
lanmak iizere gonderilen orijinal metin igerisindeki figlir ve ¢izim atiflarinda sadece “Resim” ve “Cizim” gibi ifadeler
kullanilmaldir. Ornek: (Resim: 1, Cizim: 3). Bir numara altinda birden ¢ok resim oldugu takdirde, resim veya ¢izim nu-
marasinin yanina kii¢iik harf kullanilmalidir. Ornek: (Resim: 10a)

Yaymlanmak i¢in kabul edilmig, fakat heniiz yaymlanmamisg olan bir yayina yapilan atiflarda yazar soyadindan sonra “bas-
kida” ifadesi kullamlmalidir. Ornek: (Jobst baskida). Metin icerisindeki kaynakca atiflarinda “baskida” ifadesi normalde
yayin yiliin bulundugu yerde olmalidir.

Antik yazarlara yapilan atiflarda “Der Kleine Pauly” kisaltma listesi dikkate alinmalidir. Kisaltma listesi JMR web sayfa-
sindan edinilebilir.

[k yazarin soyadu ile kisaltilan yayinlarda yazarlarin tiimiiniin isimleri, yayin baghklari, makaleler i¢in sayfa numaralari,
kitaplar ve monografiler i¢in yayn yili ve yayin yerinin yer aldig: atiflar metin sonunda yer alan kaynak¢ada ayrintili ola-
rak belirtilmelidir. Kaynakca agagida verilen 6rneklere gore diizenlenmelidir.

Makale

Barringer 1991 J. M. Barringer, “Europa and the Nereids: Wedding or Funeral?”, AJA 95, 657-667.
Kitap

Dunbabin 1999 K. M. D. Dunbabin, Mosaics of the Greek and Roman World, Cambridge.

Yayinlanmamuig Tezler

De Puma 1969 R. De Puma, The Roman Fish Mosaic, Unpublished PhD Thesis, Bryn Mawr College,
Pennsylvania.

Yayimnlanmig Tezler

Reitz 1979 E.J. Reitz, Spanish and British Subsistence Strategies at St. Augustine, Florida, and Frederica,
Georgia, between 1563-1783, PhD Thesis, University of Florida, Gainesville, Ann Arbor: Uni-
versity Microfilms.

Monografiler

Jobst 1978 W. Jobst, Romische Mosaiken aus Ephesos I, Die Hanghiusern des Embolos, Corpus der
antiken Mosaiken in der Tiirkei I, FiE 8, 1, Vienna.

Editorli Bir Kitaptaki Makale

Abadie-Reynal 2006 C. Abadie-Reynal, “Roman Domestic Architecture at Zeugma”, R. Erge¢ (ed.), International
Symposium on Zeugma: From Past to Future, Gaziantep, 1-6.

Tekrar Basimlar

Cobo 1964 B. Cobo, Historia del Nuevo Mundo, (Original date of publication) Biblioteca de los Autores
Espaiioles, vols. 91-92, Madrid.
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Resimler ve Tablolar

1. “Resim” ifadesi makalede yer alan biitiin fotograflar, haritalar, tablolar i¢in kullanilir. Her bir gorsel icin bir resim nu-
marasi verilir. Her resmin metin igerisinde bir karsilig1 olmal1 ve ilgili atiflar siral bir sekilde gitmelidir (“Resim 1,2, 3,”
seklinde “Resim 1, 3,2 degil).

2. Eger bir harita kullanilacaksa, Resim 1 makalenin konusu olan bdlgenin veya c¢alisma alaninin cografi konumunu be-
lirten harita olmalidir. Resim 1’in tasarimi yapilirken JMR dergisinin uluslararas: bir okuyucu kitlesine sahip oldugu géz
oniinde bulundurulmalidir. Alan raporlarinin yer aldig1 makalelerde kazi alan1 ve ¢evresini gosteren en az bir fotograf yer
almalidir.

3. Resimlerin yaninda, gerekli durumlarda bir 6l¢ek kullanilmalidir.Resim baglig1 olarak “3x” ya da “1:50.000” seklinde
ifadeler kullanilmamalidir. Resim iizerinde bir nesnenin yer aldig1 ve 6l¢ek bulunmadig1 durumlarda resim baglhiginda s6z
konusu figiiriin dlciileri yazilabilir.

4. Resimler Listesi’nde “Resim” kelimesi her baghign ilk ifadesi olmalidur.
Resim 1. Bursa Surigi ve gevresini gosteren harita. “Harita: Nur Deniz Unsal”.

Resimlerle ilgili ayrintilar “(Resim: 6c¢-f)” 6rneginde oldugu gibi belirtilebilir. S6z konusu ayrintilarin her birine metin
icerisinde atif olmalidir.

Tablo ve Ozel Fontlu Yazilar

Tablo ve 6zel font kullanilan yazilarin kolaylikla orijinal diizenleri bozuldugu i¢in her bir tablo veya yazili metnin, ayrica
“.pdf” formatinda basili bir 6rneginin gonderilmesi gerekmektedir.

Kitap Elestirileri
Elestirilerin Hazirlanmast;

JMR’de yaymlanacak olan elestirilerin en fazla 2500 kelime olmas1 ve elestiriler baghigi altinda yaymlanabilmesi i¢in
analitik bir kriti§in yapilmas1 umulmaktadir. Editdrden talep edilen arastirma raporu niteligindeki kitap elestirilerinde, bir
makalenin hazirlanmasindaki tiim detaylara gerek duyulmaz. Referanslarda yukarida verilen sisteme uyulmalidir. Dipnot
ve resim kullanilmamalidir. Elestiri konusu olan kitaplar asagida verilen 6rnege gore belirtilmelidir. Bu 6rnegi metin yaza-
rinin ismi ve mail adresi izlemelidir.

Mosaics of the Greek and Roman World, K. M. D. Dunbabin, 357 sayfa, 318 resim, 8 tablo, 3 levha, 10 ek, kaynakca,
indeks. Cambridge University Press, 2002. $40.50. ISBN 0-521-00230-3.

Ayribasim Gonderimi

JMR her yazara makalesinin bir 6rnegini “.pdf” formatinda géndermeyi taahhiit eder.











