






АКАДЕМИК ВЕРА БИТРАКОВА ГРОЗДАНОВА



Издавач

МАКЕДОНСКА АКАДЕМИЈА НА НАУКИТЕ И УМЕТНОСТИТЕ

Главен уредник
	 Ѓорги Поп-Атанасов 

Редакција

	 Гојко Суботиќ (Белград)
	 Аксинија Ѓурова (Софија)
	 Бојан Ѓуриќ (Љубљана)
	 Анте Рендиќ Миочевиќ (Загреб)
	 Керолин С. Снајвли (Гетизбург)
	 Сашо Цветковски (Скопје)
	 Александра Николоска (Скопје)

Tехнички уредници 
	 Aлександра Николоска

	 Силвана Блажевска	

Годишник на Истражувачкиот центар за културно наследство        Број 5, година 2020

„Цветан Грозданов“ при МАНУ

MONUMENTA 

Editor in chief	
Gjorgi Pop-Atanasov 

Editors

Gojko Subotić (Belgrade)
Aksinija Djurova (Sofia)
Bojan Djurić (Ljubljana)
Ante Rendić Miočević (Zagreb)
Carolyn S. Snively (Gettysburg)
Sašo Cvetkovski (Skopje)
Aleksandra Nikoloska (Skopje)

Technical Editors

Аleksandra Nikoloska

Silvana Blaževska



СОДРЖИНАСОДРЖИНА

Kратенkи / Abbreviations

Пригодни говори во чест на акадeмик Вера Битракова Грозданова /
Opening Remarks for Academician Vera Bitrakova Grozdanova

Vlado Matevski

Silvana Blaževska / Aleksandra Nikoloska  

Библиографија на акададемик Вера Битракова Грозданова /
Bibliography of Academician Vera Bitrakova Grozdanova

Георги Старделов	ОТКР ИВАЊЕ НА НАШИОТ ИСКОН

Владо Камбовски	СВЕТОТО  И ПРОФАНОТО ВО ПРИРОДАТА НА ПРАВОТО

Драги Митревски 	КАРАКТЕРОТ  НА ЖЕЛЕЗНОДОПСКАТА КУЛТУРА ВО  
	О ХРИДСКО 
Dragi Mitrevski     	T he character of the Iron Age culture in the Ohrid region

Aleksandra Papazovska 	GEOMETRIC ELEMENTS IN THE IRON AGE MATERIAL 
	CULTURE  
Александра Папазовска	Геометриски елементи во материјална култура на железното време

Martina Blečić Kavur 	MEDIUM  AND MOTIF: GOAT IN THE BESTIARY OF THE IRON 	
	 AGE CAPUT ADRIAE 
Мартина Блечиќ Кавур 	М едиум и мотив: Козата во бестијариот од железното време 		
	 CAPUT ADRIAE 

 
Goran Sanev  	 ПОЈАВА И КАРАКТЕРИСТИКИ НА ЦРНОФИГУРАЛНАТА 		
	КЕРАМ ИКА ВО ОХРИДСКО-СТРУШКИОТ РЕГИОН 
Горан Санев 	T he emergence and characteristics of the black-figure pottery in the 	
	O hrid region

19

11

23

43

49

85

105

125

151

MONUMENTA 



MONUMENTA 

Nikos Akamatis 	 ASPECTS OF RED-FIGURE POTTERY TRADE IN THE 			 
	M ACEDONIAN KINGDOM AND BEYOND ITS NORTHERN 		
	BORDERS  
Никос Акаматис 	А спекти на трговијата со црвенофигуралната керамика во 		
	М акедонското кралство и зад северните граници

Despina Ignatiadou 	THE  ICONOGRAPHY ON GLASS SEALS IN CLASSICAL AND 		
	HELLENISTIC  MACEDONIA 
Деспина Игнатијаду  	 Иконографијата на стаклените печати во класична и хеленистичка 	
	М акедонија

Stella Drougou  	REFLECTIONS  ON THEATRE IN ANCIENT MACEDONIA 		
	 …“INSPIRED BY THE ANCIENT THEATRE OF AIGAI-VERGINA” 
Стела Другу  	О сврт на театрите во Античка Македонија...„Инспирирано од 		
	 театарот во Аига-Вергина“

Yuri N. Kuzmin 	NOTES  ON THE ANTIGONID COURT, ADMINISTRATION, AND 	
	MILIT ARY COMMAND UNDER DEMETRIUS II (239–229 B.C.) 
Јури Н. Кузмин  	 Белешки за дворот на Антагонидите, администрацијата и воената 	
	 управа во време на Деметриј II (239-229 г. пр. н.е.) 

Pero Josifovski 	FINDS  AND CIRCULATION OF COINS OF KINGS PHILIP V AND 	
	PERSEUS  IN THE REPUBLIC OF NORTH MACEDONIA
Перо Јосифовски 	Н аоди и циркулација на монетите на кралевите Филип V и Персеј во 	
	Р епублика Северна Македонија

Паско Кузман 	АНТ ИЧКАТА НЕКРОПОЛА НА САМОИЛОВАТА ТВРДИНА / 	
	 ЦИТАДЕЛА ВО ОХРИД
Pasko Kuzman  	T he ancient necropolis on the Samuel’s Fortress / Citadel in Ohrid 

Eftimija Pavlovska 	THE  COINS OF MACEDON FROM SAMUEL’S FORTRESS, OHRID 
Ефтимија Павловска 	М онети на кралството Македонија од Самоиловата тврдина, Охрид

169

185

203

241

279

311

227



Silvana Blaževska 	RELIEF  MOLDED KRATERS FROM VARDARSKI RID
Силвана Блажевска   	Р ељефно калапени кратери од Вардарски Рид

Dimitar Nikolovski 	ROM AN JEWELRY IN FUNERARY CONTEXT: FEMALE 		
	 ADORNMENT IN LATE 2ND CENTURY STOBI
Димитар Николовски  	Р имски накит во фунерарен контекст: Женски накит во доцниот 2 	
	 век од н. е. во Стоби

Branka Migotti  	SOCIO -CULTURAL ASPECTS OF FEMALE FASHIONS IN 		
	ROM AN SOUTHERN PANNONIA 
Бранка Миготи  	С оцио-културните аспекти на женската мода во римска јужна Панонија

Bojan Djurić  	MIGR ATING MOTIF BETWEEN SALONA AND SIRMIUM 
Бојан Ѓуриќ 	М игрирачки мотив меѓу Салона и Сирмиум 

Aleksandra Nikoloska  	MORE  ON THE SCULPTURE OF THE GODDESS FROM 		
	SUVODOL  
Александра Николоска	 Повеќе за скулптурата на божицата од Суводол

Perikles Christodoulou	 “HERMERACLES: ON THE ICONOGRAPHY OF A FUNERARY 		
	 ALTAR FROM THESSALONIKI
Перикле Христодулу	 Хермеракле: За иконографијата на еден надгробен жртвеник од 		
	С олун

Goce Pavlovski  	M ASON’S MARKS AT THE THEATRE AT STOBI 
Гоце Павловски   	О знаки на ѕидарите на театарот во Стоби

Slavica Babamova  	SOCI AL DIVERSITY ON THE FUNERAL MONUMENTS IN THE 	
	NORTHERN  PART OF PROVINCIA MACEDONIA
Славица Бабамова 	С оцијална разноликост на надгробните споменици во северниот 		
	 дел на провинција Македонија

369

351

383

409

429

445

471

497

MONUMENTA 



Lenče Jovanova 	M ANIFESTATIONS OF ROMAN STATE PROPAGANDA FROM 	
	THE  EARLY SEVERAN PERIOD IN SCUPI 
Ленче Јованова  	М анифестации на римската државна пропаганда од раниот период 	
	 на Северите во Скупи

Марина Ончевска 	ТРАГ И ОД МИГРАЦИЈАТА ВО ЕПОХАТА НА 			 
Тодоровска	 ПРЕСЕЛБИТЕ: ЧЕРЊАХОВ КУЛТУРАТА ВО СКУПИ 			 
	 ПРЕКУ 	АКЦЕНТ НА ФИБУЛИ
Marina Ončevska 	M igration traces in the epoch of resettlement: The Chernyakhov		
Todorovska 	C ulture in Scupi based on fibulae

Dafina Gerasimovska 	THE  RISE AND FALL OF THE RESIDENTIAL COMPLEX OF 		
	PERISTERI A AT STOBI
Дафина Герасимовска   	Подемот и падот на станбениот комплекс на Перистерија во 		
	С тоби

Vesna Kalpakovska, 	DE ATH ELEGY ADDITIONALLY INSCRIBED UPON 			 
Olivera Jandreska  	 AN  HONORARY MONUMENT IN STYBERRA
Весна Калпаковска, 	 Посмртна елегија дополнително врежана на почесен 			 
Оливера Јандреска   	 споменик од Стибера

Викторија Соколовска 	О БИД ЗА ИДЕНТИФИКУВАЊЕ НА КАЛЕ – ВИНИЦА СО 		
	АНТ ИЧКА ХАРМОНИЈА
Viktorija Sokolovksa   	 Attempt to identification of Kale-Vinica with ancient Harmonia

Viktor Lilchikj Adams 	FORTRESS  FUNCTIONS: VRV BRIKUL, VILLAGE 			 
	LU KOVICA AND KALE VILLAGE OF SEDLAREVO, IN THE 		
	CONTE XT OF THE PROVINCIAL BORDER AND THE 			 
	SIGN ALIZATION BETWEEN THE REGIONS OF SKOPJE 		
	 AND PELAGONIA IN THE EARLY BYZANTINE PERIOD 
Виктор Личиќ Адамс 	Ф ункциите на кастелите: Врв Брикул, Луковица и Кале, 			 
	С едларево во контекстот на провинциската граница и 			 
	 сигналната трансмисија од Скопско кон Пелагонија 			 
	 во рановизантискиот период

511

543

609

567

595

583

MONUMENTA 



Давча Спасова 	ЕДНА  ПЕЧКА ЗА ГРАДЕЖНА КЕРАМИКА ОД 			 
	ОКТ ИСИ, СТРУШКО 
Davča Spasova 	 A kiln for construction ceramics from Oktisi, Struga region

Carolyn S. Snively 	ECCLESI ASTICAL ARCHITECTURE IN THE LATE ANTIQUE 		
	PROVINCE  OF DARDANIA 
Керолин С. Снајвли  	 Црковна архитектура во доцноантичката провинција Дарданија

Ruth Kolarik 	PINECONE  FOUNTAINS IN EARLY CHRISTIAN MOSAICS  
Рут Коларик 	М отивот на фонтана во вид шишарка на ранохристијанските 		
	 мозаици

Sanja Bitrak  	COINS  FROM THE PLAOSHNIK BAPTISTERY, OHRID 
Сања Битрак   	М онети од Крстилницата на Плаошник, Охрид

Emilio Marin 	THE  DALMATIAN AND CROATIAN TRADITION OF SAINT 		
	HELEN A 
Емилио Марин  	Д алматинската и хрватска традиција за Света Елена

Елица Манева   	 ЕДЕН „ЗАПОН“ ЗА ИНСИГНИСКА НАМЕТКА ОД 			 
	 „ПЛАОШНИК“ – ОХРИД
Elica Maneva 	 A ‘zapon’ (agraphe) for insignia cloak (tunic) from 			 
	 ‘Plaoshnik’ – Ohrid 

Листа на учесници / List  of participants

657

623

677

701

711

729

635

MONUMENTA 



10



MEDIUM AND MOTIF: GOAT IN THE BESTIARY  
OF THE IRON AGE CAPUT ADRIAE

Abstract 
Amalthea’s broken horn became the iconographic origin of the horn of plenty (cornucopia), 
a symbol of eternal, divine living in various Mediterranean cultures. Moreover, the goat, as 
Amalthea (nourishing goddess), became the symbol of a prime mover in every physical and 
mystical conception – from ancient through historical to modern art. Ambivalent to the 
goat, the he-goat became a lunar and finally tragic animal associated with Dionysos and 
his festivals. It symbolized the power of vital force and fertile fire, which capriciously and 
swiftly changes into unpredictable gifts of the god. This is also the true aspect of his main 
art form – for tragedy.

Accordingly, the motif of a goat and/or of a he-goat is present in artistic expressions of 
“classical” south Balkan territory, while in its central and western part it appears only 
sporadically. This study will focus on the iconographic and semiotic interpretation of goat 
motifs on several luxury vessel-types, from dinos-craters to situlae and different types of 
jugs and their metonymies such as figural ornaments or decorated plates. In different tem-
poral and spatial contexts, they were associated with lavish table services in which wine 
and other intoxicating (alcoholic) elixirs were mixed and served during various profane and 
ritual banquets, ceremonies and festivities. Special attention will be devoted to a bronze 
decorative plate from Osor on the island of Cres in Kvarner. Due to its typological and sty-
listic features, it is dated to the 4th century BC – in the period when Macedonian workshops 
massively produced luxurious items and distributed them to the North. This mostly applies 
to bronze vessels that, in every sense, were a reflection of the communications and propa-
ganda of the elite of that time.

Key words: Northern Adriatic, Iron Age, Hellenism, material culture, goat motif, toreutics, 
aesthetics, iconography, semiotics

Апстракт
Скршениот рог на Амалтеја станал иконографски извор на рогот на изобилството 
(cornucopia), симбол на вечниот, божествен живот во разни медитерански култури. 
Освен тоа, козата, како Амалтеја (божица што храни), станала симбол на основ-
ната движечка сила во секоја физичка и мистична замисла – од античката преку 
историската до модерната уметност. Амбивалентен во однос на козата, јарецот 
станал лунарно и, конечно, трагично животно, поврзано со Дионис и со неговите 
прослави. Тој ја симболизирал моќта на животната сила и на плодниот оган што 
каприциозно, многу бргу се менува во непредвидливи дарови од богот. Тоа е еден ас-
пект, соодветен за неговата главна, уметничка форма, имено, трагедијата.

Martina Blečić Kavur 

УДК: 673.1:7.042"638"(497.57)
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Соодветно, мотивот на козата и/или на јарецот е присутен во уметничките при-
кази на класичната јужнобалканска територија, додека во централните и во за-
падните делови на Балканот, тој ретко се појавува. Студијата е фокусирана на 
иконографското и на семиотичкото толкување на мотивите на козата на неколку 
луксузни садови, од динос-кратер до ситули и разни типови вази и нивни метонимии 
како што се фигуралните орнаменти или украсените чинии. Во различен временски 
и просторен контекст, тие се поврзани со богати гозби на кои виното и другите 
алкохолни пијалаци се мешале и се служеле во текот на разни профани и ритуални 
прослави, церемонии и свечености. Особено внимание ќе ѝ биде посветено на бронзе-
ната декоративна чинија од Осор, на островот Црес, во Кварнерскиот Залив. Поради 
типолошките и стилските одлики, таа е датирана во IV век пр. н. е. – периодот кога 
македонските работилници масовно произведувале луксузни предмети и ги дистри-
буирале на Север. Ова, главно, се однесува на бронзените садови, кои, во секоја смисла, 
ги одразувале комуникацијата и пропагандата на тогашната елита.

Клучни зборови: Северен Јадран, железно време, хеленизам, материјална култура, мо-

тив на коза, тореутика, естетика, иконографија, семиотика

Universality of motif

Constitutive for man’s articulation of reality in any contemplation are the 
signs that appear always and everywhere. The discussion of signs/symbols 

and their meaning is inseparable from the integral circumstances of individual 
communities of people who not only marked themselves decoratively through 
symbols but also expressed the transmission of experiences of both personal and 
collective experiences of society. Moreover, every work, especially an artistic one, 
consists of signs that need to be read and interpreted.1 Thus, from the abundant 
literary tradition, we can identify the symbolism of the goat in a dimension that 
does not reduce it exclusively to a mere zoomorphic motif or a domestic animal 
of economic value, but regards it as an archetypal and essentially mythical rep-
resentation of a special meaning and symbolic message. In the art of the Mediter-
ranean cultural spheres, from the Eastern Mediterranean to Greek and Etruscan 
classical art, it is precisely here selected motif of a goat or a he-goat, interpreted 
iconographically and semantically within various artistic concepts.

In the multitude of significant and artistically valuable examples, on this 
occasion, upon which we celebrate the great jubilee of our esteemed professor 
Vera Bitrakova Grozdanova, it is worth mentioning the most representative ex-
amples of three goats long known from ancient Macedonia, from the necropolis 
of Trebeništa and Gevgelija (Fig. 1). These are miniature bronze sculptures that 
were decorative elements on the shoulders of large luxury vessels, the so-called 

1 Eco 1979; cf. Vaupotič 2016.
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127dinos-craters, a hybrid form very popular in Macedonia.2 The goats are depicted 
in a recumbent position, with pronouncedly pointed horns, outstretched horizontal 
ears and an oval-elongated goatee, decorated with incisions. Considering their 
artistic features, iconographic tradition and technology of production, they are 
arguably connected with the Laconian toreutic production of the first quarter of 
the 6th century BC. By marking the archaic imports of prestigious values into 
northern parts of the Hellenic cultural space of that time,3 they also emphasized 
the excellence of the local elites.

In the vast geography of the central and western Balkans, the eastern Adri-
atic and all the way to the northern Adriatic and its hinterland (Caput Adriae), 
the only identified, is the much younger miniature bronze plastic of a goat from 
Piran. Only 9.7 cm high (Fig. 2), it is a figure presented in a standing position, 
with precise anatomy of the body and head turned to the left, with curved horns. 
The exact dating, as well as the source of production, is still debated, as the con-
text of its discovery remains uncertain. The sculpture differs significantly from 
the previously described Laconian examples, and is of a noticeably younger date: 
from the end of the 5th and 4th centuries BC. Most probably representing an ex 
voto object, it was interpreted in the context of Magna Graecia artistic creation 
and it was understood along the lines of the mediation of cultural contacts along 
the Adriatic basin. Such attribution is not completely reliable – consequently 
claims that it may represent a Roman copy of an older bronze sculpture realized 
in Greek and/or Etruscan traditions were not rejected.4 

Focusing on the available repertoire of objects of artistic value, we can say 
that Iron Age art of the eastern part of Caput Adriae artistically neglected the goat 
motif. With certainty, only a few objects can be singled out that unequivocally 
represent this animal in various media, but always with distinctly symbolic po-
tential. In addition to, conditionally speaking, the sculpture of a goat from Piran, 
which therefore represents an import in every instance, the artistic expression of 
goats is mostly known also from bronze vessels. However, this time it is about 
the famous Situla art of the Early Iron Age of the northern Italian, the eastern 
Alpine and the northern Adriatic area, from the very beginning until the twilight 
of this most important artistic concept dating from the 7th to the 3rd century BC.5 

Related to this, this article will present a situla from the Histrian cultural 
region with the depiction of a figural motif in the late style of the 4th century BC. 
Furthermore, a smaller decorative plate with confronted goat heads from the 
Kvarner cultural area will be analysed in greater detail. Its formal characteristics 

2 Stibbe 2000, 68.
3 Stibbe 2000, 68-72; Stibbe 2003, 70-71, fig. 46; Mutafchieva 2018, 90, fig. 6-7.
4 Moser 2014, with earlier literature.
5 E.g. Turk 2005; Kern, Guichard, Cordie, David 2009; Perego 2013; Zaghetto 2018.
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identify it as belonging to the decoration of luxurious vessels that were mainly 
made and used during the early Hellenistic period in the area of ancient Mace-
donia and Greece at the end of the 4th and the beginning of the 3rd century BC. 

Therefore, although it is actually a set of formally and stylistically different 
concepts of the prehistoric art of the Early Iron Age on the one hand and classical 
art on the other, they are connected by the manifestation of the motif (goat) and 
the medium (vessel). Under the classical archaeological method of comparison, 
stylistic analysis and contextual evidence will be employed to discuss the possible 
interpretation of objects and motifs as a system of signs in semiotic and aesthetic 
aspect, especially the significant effect of one sign system on another, in a certain 
syntax of communication. For it was man’s spirit and creative effort that depended 
on this system as the bearer of meaning, the transmission of coded symbols that 
thus became man’s mediated behaviour.6

The connection between medium and motifs

The iconic leitmotif of Situla art, represented in all phases of style devel-
opment for more than 300 years, is a depiction of various animal species whose 
spectrum extends from real and realistic, to surreal, stylized, and even grotesque 
figures. Reflecting the importance of their role in the society of that time,7 they 
are mediated in certain scenes. Most often in monotonous-repetitive friezes, but 
also in complex compositions as passive and as active protagonists, with a skill 
that represents an artistic substitute for narration8 and which, in its own peculiar 
way, succeeded in introducing the category of time into the otherwise entirely 
static constitution of the situlae “picture”.

From the Histrian cultural heritage in the “situla archive” of motifs, situla 
no. 68 shows a procession of horned animals directed to the left (Fig. 3).9 The 
situla was found in Nesactium, in a so-called tomb from 1981, and interpreted as 
a part of the artistic expression of the late style of Situla art, associated with phase 
VI of the Histrian cultural group and dated to the first half of the 4th century BC.10 
The composition of this piece of art is horizontal and uniform with the categorized 
scene of uniform animal figures that differ only in the horns shown and certain 
technically realized details. The procession is led by five goats, and closed out 
by two deer with shorter horns and smaller antlers. Visually, it is a much more 
modest and less skilful toreutic work than those from the period of the classical 

6 Moris 1975.
7 E.g. Frie 2020.
8 Zaghetto 2007; 2018; Perego 2013; Eibner 2018.
9 Mihovilić 1996, 19, 49, fig. 20, Pl. IV: 68, att. 5; Mihovilić 2013, fig. 191.
10 Mihovilić 2001, 106; Mihovilić 2013, 266.
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Situla art of the 2nd phase. Still, it is still connected with the Hallstatt tradition of 
the Dolenjska cultural area,11 in terms of transmissions (aesthetic and ideological) 
of values that were equally understood and accepted by Histri. Although it is the 
best-preserved situla from that site, we do not encounter narration, a material and/
or metaphysical ideologically synthesized system of thinking, nor the dialectic 
of perception and reception of the world of that time. We are confronted with the 
evocation of an exclusively monotonous scene of seemingly passive actors, which 
purely pragmatically, in both expression and content, only refers to the tradition 
of toreutic creation of the classical situla phase, echoing the connection between 
the choice of medium and motifs.

The exceptional group of toreutic works, which in its own way also reflects 
the same phenomenological connection between media and motifs, is joined by 
an interesting decorative plate from Kvarner (Fig. 4). Discovered during the ex-
cavation of the Osor necropolis on the island of Cres in the middle of the 19th 
century,12 it soon experienced its re-promotion, but as a Roman decorative “fibula 
with two masks” (Fig. 4.1).13 Unfortunately, it has also gone completely unnoticed 
in all scientific discourse of artistic and/or archaeological interpretation for more 
than 135 years.

Formally, the bronze plate is an oval-shaped medallion, made by casting 
in a one-piece mould, embossed on the outside, flat on the back (Fig. 4.2). The 
profile shows two opposed goat heads connected by a frontal part. Their muzzles 
touch and reunite with the beard hair. Out of the frame come two lowered, slightly 
twisted and ribbed horns and strands of curly hair in the lower part, which, with 
wavy vertical lines, lend an active and dynamic character to the work’s composi-
tion. The shape of the muzzles is identical, so that under the horn and next to the 
vertically aligned strands of hair on the head, one horizontally lowered and oblong 
ear, with deep relief, protrudes on each side. Beneath the accentuated eyebrows 
are almond-shaped eyes with pronounced eyeballs, and the snout with nostrils 
with an accentuated “S” profile passes into the chin, thus forming a visual and 
technically uniform entity of a circular composition of plastic style. However, in 
the central part, significant damage is visible between torn apart horns by which, 
this decorative plate was attached to a certain extension. Most likely, it should be 
interpreted as a decorative lower part of the vessel handle.

In the topographic area of the eastern part of Caput Adriae, the manifes-
tation of the motifs of confronted goats is thus far completely unknown, which 
means that the Osor plate remains a unique object on a regional scale. However, 

11 Mihovilić 2013, 266.
12 Lošinjski muzej – Arheološka zbirka Osor, inv. no. 1875, length 6.9 cm, width 6.2 cm, 

thickness 0.4 cm. 
13 Klodič 1885, 111, fig. 18.
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such an iconographic motif is known from southern, central Dalmatia, although 
it is represented on a glass seal from grave 4 of the Vičja luka necropolis, on 
the island of Brač. Like the glass seal depicting Hercules, and the bronze ring 
depicting the rooster, it has been treated as an import and understood in different 
ways so far (Fig. 5.1).14 It is a subject that formally and stylistically marks the 
highest artistic achievement closely related to the late Classical/early Hellenistic 
Macedonian cultural environment, dating to the second half of the 4th century BC. 
Such seals inherently possessed many values, so in addition to the primary pur-
pose of stamping, they also marked the guarantees of presence, direct connections 
and served as means of recognition. The decorative or apotropaic power of glass 
seals is also evident in their jewellery application, especially as pendants, special 
gifts (doron) and dedicated votives – as recognizable gifts of the Macedonian 
aristocracy and diplomacy.15

Even though the same semiotic motif as the sign/symbol was used, the 
goats on the seal from Vičja luka are portrayed in their entirety, raised on their 
hind legs above the vessel (crater). Thus they are placed in a scene that can be 
iconologically interpreted in association with the worship of the god Dionysus 
(cf. Fig. 11) and in the context of Macedonian art production, on several different 
levels; as a special symbol of their art, jewellery and emblems of coins from the 
4th century onwards (Fig. 5.2).16 

On the contrary, the Osor plate is reduced in form, almost heraldically, 
in summarizing the presentation of the required theme, whose source and most 
related, though not identical, comparisons can be found in the same Macedonian 
cultural, artistic and mythical world of the final 4th and early 3rd century BC.

Namely, this rather rare decorative motif can for now be followed exclu-
sively on the lower parts of handles of metal vessels with which, like attachments, 
they were nailed to the body of the vessels, i.e. in a direct connection between the 
medium and the motif. The most significant find of two such plates is on a bronze 
jug with two handles, the so-called lagynos or “mushroom jug” from the famous 
tomb B of the Derveni necropolis, dated to the turn of the century (310–290 BC) 
(Figs. 6.1, 7.1).17 The jug was found together with other prestigious symposium 
dishes made of silver and bronze around the most luxurious volute, so-called 

14 Blečić Kavur, Kavur 2016, 248-249; Blečić Kavur, Kavur 2017, 99-100, fig. 2 – with 
earlier literature.

15 Blečić Kavur, Kavur 2016, 249; Blečić Kavur, Kavur 2017; cf. Ignatiadou 2013, 204-205.
16 The elevated goats above the vessel (crater) were interpreted as a reduced metaphor of 

the Dionysian troupe but also as a chthonic connection with Dionysus himself.; Touloumtzidou 
2011, 525-526; Ignatiadou 2013, 204-205; 214, 49; Blečić Kavur, Kavur 2017, 100; Tzanavari 
2016, 570-572.

17 Themeles, Touratsoglou 1997, 75, 176, B34, eik. 48: B34, Πίν. 85; Kottaridi 2004, 68, 
80, cat. 8; Barr-Sharrar 2008, 24, fig. 21; Touloumtzidou 2011, 528-529, Πίν. 63 γ-ζ; Tzanavari 
2016, 566-567, Πίν. 6; cf. Katsifas, Touloumzidou, Zachariadis 2019, 9, B34, fig. 2.
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Derveni crater that served as an urn. The purpose of this exceptional jug has not 
been fully clarified, but its origin, following other finds in the tomb, is dated to 
the end of the 4th century BC. It was assumed to have an Attic or even Corinthian 
origin in terms of the shape of the vessel itself, as we can find parallels as well as 
role models in this ceramic repertoire of the 5th century BC. Nevertheless, such 
vessels were in use until the 3rd century BC in Macedonia, which is confirmed 
by ceramic vessels, for example, from Ilida or the necropolis of Lete.18 A similar, 
though not identical, find of a bronze jug was also recorded in the Macedonian 
capital Pella.19 

In a formal sense, the plates on the jug from Derveni do not have a closed 
medallion shape, as the Osor plate does, but they are elaborated exceptionally 
plastically with accentuated hair that is wavy, falling in long straight strands 
from the side and under the heads of goats, thus emphasizing the dynamics of the 
motif (Fig. 7.1). The horns are short and horizontally ribbed, and rise vertically 
towards the handles, above horizontally fashioned ears. The upper part of the 
plate is additionally decorated with acanthus leaves, which merge with the body 
of the vessel. The heads have an “S” shaped profile of the muzzle, accentuated 
eyebrows, almond-shaped eyes and vertically raised hair above the forehead, 
which are all features of the goats on the Osor plate. Between the heads, there 
is a lowered triangular protrusion, which could end in a pointed or decorative 
shape in the form of acanthus leaves. The same is visible on other, most similar 
examples: a damaged plate from Rigio Didimotichou (Fig. 6.2) and the plate of 
the oinochoe handle from Naupaktos (Figs. 6.2, 7.3), also dated to the last quarter 
of the 4th century BC.20 

A relatively recent finding of the plate of the oinochoe, excavated in a 
female tomb of the Lete necropolis and dated to around 270/260 BC, was also 
compared with described decorative lower parts of the handles (Figs. 6.3, 7.4).21 
It is an example that, although of identical motif and formal artistry, does not ex-
hibit a plastic style of decoration and the liveliness of the presentation of details 
as the other listed examples in a more expressive relief. With the creation of the 
upper part of the plate, the way the horns, ears and acanthus leaves are placed, 
this one from Lete seems to represent a much flatter, i.e. simplified copy of the 
plate from Naupaktos. The latter, also of a younger date, could be attributed to 
the first third of the 3rd century BC.22

18 Touloumtzidou 2011, 527-528, Πίν. 63 η; Tzanavari 2016, 575-577, Πίν. 13.
19 Themeles, Touratsoglou 1997, 75; Barr-Sharrar 2008, 24.
20 Another similarly decorated plate from Corfu is also mentioned; Touloumtzidou 2011, 

524, 529, Πίν. 63α-β; Tzanavari 2016, 568-570, ex. 1; Πίν. 7-8.
21 Tzanavari 2016, Πίν. 7-8.
22 Tzanavari 2016, 569-570.
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However, all these jug decorations have already been associated and ana

lysed in detail in recent Greek literature, most notably by A. Touloumtzidou and 
K. Tzanavari. Research has focused mostly in the direction of interpreting their 
creation and possible production ateliers, all the way to the symbolic and semantic 
evaluation of this rare iconographic concept in the undoubtedly Macedonian 
toreutics of the already Hellenistic artistic style.23 The same thinking, in much 
earlier studies and applied to other examples of vessels from the Italian area, 
was promoted also by Cl. Rolley. Considerable attention of the profession was 
then focused on the hydria explored in Milan’s Palazzolo di Paderno, a tomb 
that, according to other finds, dates to the last decade of the 1st century BC (Fig. 
8).24 It is an unique find in the area of northern Italy, and the context of the tomb 
is both remarkable and deceptive. Namely, it is well known that the hydria was 
obtained through victory in the Roman athletic competitions and that it held 
the cremated remains of an athlete, just as cremated remains were deposited in 
the Derveni crater and the silver hydria from Vergina, which actually served as 
an urn.25 For this reason, and for a long time, the production of the hydria was 
considered Roman, created under Hellenistic-influenced prototypes, and used 
until the Augustan period. 

However, different arguments were presented, especially addressing the 
manner, style and individual solutions of the design of the vessel itself, advocating 
that it is much older, absolutely a symbolic object in the grave.26 After all the 
offered interpretations regarding the workshop and the time in which the hydria 
was created, M. Bolla finally ascribed its origins to the artistic centres of ancient 
Macedonia at the end of the 4th century BC as the most probable toreutic origin.27 
The application under the handle of the hydria with two confronted goats’ heads 
best confirms this. It was realized in a rather “baroque” rendering of other well-
known examples from Greece and Macedonia, especially the hair and the upper 
part that connects to the handle, so the ribbed smaller horns are barely recognizable 
amid the lush floral motif. The plate is also not a closed-form of a medallion like 
the Osor plate, but an open lower part in the centre of which, between the heads 
of the animals, is placed a larger palmette. However, the characteristics of the 
figures of the confronted goats are much less expressive or almost minimalist 
mostly in the depiction of eyes, nose and muzzle, while eyebrows - so specific 
in emphasizing the character traits of goats from other compared plates - are 

23 Touloumtzidou 2011, 528; Tzanavari 2016, 574-575.
24 Bolla 1993, 76-78, Pl. XLV-XLVII; Bolla 1994, 71, cat. 80, Pl. LXXII-LXXIII; Bolla 

1995, 10, figs. 2a,b-4– with earlier literature; cf. Tzanavari 2016, 570.
25 Andronicos 1987, 213-214, fig. 183; Bolla 1993, 76.
26 Rolley 1987, 352; Rolley 1991, 6; Bolla 1993, 76.
27 Bolla 1995.



MEDIUM AND MOTIF: GOAT IN THE BESTIARY OF THE IRON AGE CAPUT ADRIAE

133
completely absent. Finding such an object in the much younger grave of an 
“athlete” further emphasizes its value both as an exotic and as an older and 
precious object in the grave.

The second bronze vessel is the so-called oinochoe from Boston supposedly 
originating from Rome (Fig. 9). Its handle also ends in a decorative relief plate 
depicting the same motif – the confronted goat heads. For a long time, a southern 
Italian (Tarentine) origin was supposed, mostly based on comparisons with the 
motifs of confronted ram heads, since examples from Greece, except the jug from 
Derveni, were not yet known. It was dated broadly, i.e. interpreted in terms of 
the decorative art of the Hellenistic period.28 Currently, just like the most related 
oinochoe from a private collection (Gorny-Mosch),29 based on the typology of 
the vessel, the closest parallel being the silver oinochoe from Vergina,30 we also 
consider it as a work of Macedonian ateliers, whose extraordinary and luxurious 
toreutic performance was “signed” with the heraldic emblem of the two confront-
ed heads of goats. 

Although the Osor decorative plate does not have a direct “sister” exam-
ple, the features of expressive relief and contrast, vividness and indentation of 
the surface, composition and dynamics, and anatomical precision in depicting 
the animals (Fig. 4.2) are very indicative for the aesthetic aspect of Macedonian 
toreutic production in the early Hellenistic style. Therefore, it seems pragmatic 
and affirmative, although the circumstances of its discovery remain completely 
unknown, to consider the production of the plate from Osor in this artistic and 
cultural concept. It certainly had a distant echo in the eastern part of Caput Adri-
ae, especially with the presence of luxury bronze vessels, which, in every sense, 
were a reflection of the communications and propaganda of the elite of that time.31 

Aesthetic and pragmatic value of motives

Each piece of art is a cultural and historical phenomenon whose values 
depend on its original context, but also on how it is experienced. Since our sen-
sitivities, reactions and views on the importance of values and aesthetic experi-
ences in the hierarchy of these recognized values are constantly changing, it is 
accepted that in ancient times aesthetic worth was, and had to be, an integral part 

28 Pfrommer 1983, 240-241, fig. 2; Pfrommer 1987, 15-269; cf. Touloumtzidou 2011, 
524-525.

29 Touloumtzidou 2011, 505, Πίν. 58α; cf. Tzanavari 2016, 569-570.
30 Andronicos 1987, 152-153, fig. 115; Kottaridi 2004, 74, cat. 1; Touloumtzidou 2011, 

506, Πίν. 58β-γ; Kottaridi 2013, 248.
31 Blečić Kavur 2012; Blečić Kavur 2015; Blečić Kavur 2021.





MEDIUM AND MOTIF: GOAT IN THE BESTIARY OF THE IRON AGE CAPUT ADRIAE

135
to play the role of a medium, because the essence of art as an aesthetic object 
was not so much in its aesthetic autonomy as in its communicative function. 
That is why a certain “metalanguage” was installed, which enabled them to rec-
ognize communication codes as clear and unambiguous signs of the exchange 
of meanings within a work of art.35 Thus, for example, Amalthea’s broken horn 
became the iconographic origin of the horn of plenty (cornucopia), a symbol of 
eternal, divine living in various Mediterranean cultures. Moreover, the goat, as 
Amalthea (nourishing goddess), became the symbol of a prime mover in any 
physical and mystical conception – from the ancients through the historical to the 
modern art.36 Nevertheless, ambivalent to the goat, the he-goat became a lunar 
and finally tragic animal associated with Dionysus and his festivity (Fig. 11). It 
symbolized the power of vital force and fertile fire, which capriciously and very 
quickly turned into unpredictable gifts of god. This is also the true aspect of his 
main art form – for tragedy.37 

In this context, the he-goat motif as a sign/symbol that reflected the recog-
nizable symbolic (ideological) concepts of the mythical and real world of that time 
is easier to interpret and recognize within Laconian and Hellenistic art. His direct 
connection with a “young God” is definite and clear, either as his identification 
or as his attribute (Fig. 11). Because, in addition to the bull, the goat, as a symbol 
of vital force and fertility of a predominantly lunar character, was his favourite 
offered sacrifice during various ritual festivals.38 After all, Dionysus himself was, 
among other things, the God of numerous plants, mostly ivy and grapes, and of 
course wine.39 Associated with this, during manic rites and ecstatic drunkenness 
of religious ecstasy, he presented himself as a God of liberation and relaxation of 
instincts, to purify souls in the process of personality decay and rebirth, all under 
the dynamics of circulation of all nature.40 However, perhaps its symbol, precisely 
during the drunkenness of various ceremonies, banquets and festivals, played the 
role of a reminder of how every pleasure, intemperance and exaggeration can turn 
from power and domination into a real nightmare, into a fatal tragedy. 

Situla art, on the other hand, had a strong visual impact and can, at the 
level of analysis of the “image” and the archaeological object as the bearer of 
that “image”, be credibly interpreted. We can therefore understand it banally, as 
an “image” that has no transmitted meanings, messages, metaphors, but is only 

35 Bučan 2016, 53.
36 Tresidder 2004, 91; Werness 2006, 197.
37 E.g. Chevalier, Gheerbrant 2006, 258-259; Seaford 2006, 88-91.
38 Hoffmann 1997, 97; Seaford 2006, 24.
39 Seaford 2006, 15-18.
40 Burkert 2011, 249-257; Bottini 1991; cf. Seaford 2006, 21-25; Isler-Kerény 2009; 

Tzanavari 2016, 573-574; Filser 2017, 183-185, fig. 58a.
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there to stimulate reaction and certain emotions, i.e. to feel, encourage, wonder 
and connect with each other, that is, especially in the late style, it had a purely 
decorative effect with precisely defined symmetries and rhythmizations.41 Howev-
er, with the cognitive approach to understanding the art of the past as well as the 
multivocality of each work regarding each human mind, we thus remain deprived 
both in a more complete reading and in a more complete understanding of this 
conscious “art”. Alternating repetitions of different and constant motifs are dec-
orative and standardized elements of situlae design as interpreted by L. Koch.42 
Yet all of these, we might say, “typified” motifs in the figural of that art estab-
lished a dynamic like time and language, i.e. a precious narrative that was much 
more complex than a flat or purely descriptive-decorative image, especially in the 
classical phase of the Situla style.43 It was precisely Situla art as a “image” that 
managed to improve the mere description, as some authors interpreted it,44 with 
the disposition, i.e. the skill of arranging within the frame, a skill that ultimately 
represents the artistic substitute for narration.45 Such a set of semiotic-semantic 
signs, presented for a certain reason and with a certain logic, required a more 
“enlightened” reader and interpreter from the archaic society of that time.46 It 
was not, nor could it be the Biblia pauperum of the wider community of Iron Age 
individuals, so the circumstances of finding such monuments, if we have them, are 
immensely important because they indicate that the context of their deposition, 
particularly in graves, must have been special and different, but not at the same 
time the richest. With the contexts available to us, it must become clear that even 
then the prestige of materiality was inferior to the prestige of symbols, which 
just like the “international symposium”, was the “international metalanguage” of 
communicative and cognitive values of their time. With the same interpretation, 
we can recognise Hellenistic symposium vessels which, despite the lack of more 
eloquent narration, repetitive scenes and different acts, have only a precisely 
chosen motif as a sign/symbol of defined pragmatic value.

From the iconographic aspect, it can be said that the principle of dualism is 
evoked on almost all vessels of the Situla art, including those from the late phase 
with a single frieze of composition and combination of figures visible on the 
non-action situla. On the one hand, the procession of animals suggests a consistent 
and balanced passage to the underworld by the maturing of death,47 which might 

41 Koch 2003, 363-364.
42 Koch 2003, 352, 362.
43 Zaghetto 2018; Nebelsick 2018.
44 E.g. Boardman 1971; Brendel 1995, 182; Huth 2005.
45 Bučan 2016, 62.
46 Osborne 1998.
47 Teržan 1997, 659-660; Turk 2005, 36; cf. Frie 2020.
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perhaps be interpreted as a “tragedy” of Situla art. However, this impression is not 
definitive and fatal, but ambivalent, because different floral motifs will give both 
hope and faith in eternal circulation, i.e. in the cycle of renewal, rebirth and thus 
return.48 That is why, the last and/or individual friezes of (horned) animals, despite 
the impression, are not a tragic but a positive final act that combines the work of 
art and the dialectic of the “narrative” with the mission of restoring optimism in 
the most difficult moments. In this respect, dying and rebirth of nature presuppose 
the rebirth of the deity of spring, in fact, his return from the underworld, which 
is a necessary image of consciousness for the beginning of the year. The effect of 
circular movement, predetermined by the shape of the vessel, i.e. the medium, 
and the concept of the decorative frieze, which symbolizes endless circulation and 
eternal renewal, and crucially, that the use of this symbol does not destroy, but 
purifies, certainly contributes to this “rhetoric”. All this is in complete harmony 
with the iconographic representation of the Dionysian concept and/or the idea of 
immortality because the image of the world at that time was based on the exact 
cyclical repetition of time.49

The analysis of motifs clearly shows how the meaning of signs is estab-
lished over time and stabilizes in a certain area, but also their transmission from 
one cultural environment to another, where it reflects the same or somewhat 
adjusted values of their original meaning.50 In no context chosen here, the motif 
of a goat not only signified a zoomorphic representation of a deity but also repre-
sented a cosmological value as a mediator of the cosmic forces embodied in that 
figure. In this way, he kept both people and gods (universe) in a mythical state of 
consciousness, so his symbolism in consciousness may represents divine power, 
and the show itself was by no means transcendent to the world but immanent to 
nature and to the abundance, it offers and enables. The symbol of the antithetical 
goats from the Osor decorative plate, with distinctive symbolical potential, does 
not merely mediate meaning. With respect to its semiotic aspect, it should be in-
terpreted just like the Iron Age Situla art, in the fluidity action of one sign system 
on another in the syntax of various forms of production, circulation, acceptance 
and communication of the cultures of the old world.

48 Teržan 1997; Teržan 2007, 85.
49 Gould 1996, 10-12, 48.
50 E.g. Boroffka, Boroffka 2012/2013; Nebelsick 2018.
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МЕДИУМ И МОТИВ: КОЗАTA ВО БЕСТИЈАРОТ  
ОД ЖЕЛЕЗНОТО ВРЕМЕ CAPUT ADRIAE

Резиме

Во разни медитерански култури, скршениот рог на Амалтеја станал 
иконографски извор на рогот на изобилството (cornucopia), симбол на 
вечниот, божествен живот. Освен тоа, козата како Амалтеја (божица што 
храни), станала симбол на движечката сила во секоја физичка и мистичка 
претстава – од античка преку историска, сè до модерната уметност. 
Амбивалентен кон козата, јарецот станал лунарно и, конечно, трагично 
животно поврзано со Дионис и со неговите прослави.

Тој ја симболизирал моќта на виталната сила и на плодниот оган што 
носи непредвидливи, брзи промени во даровите на боговите. Тоа претставува 
вистински аспект за неговата главна уметничка форма, трагедијата. Студијата 
се фокусира на иконографското и на семиотичкото толкување на мотивите за 
козата на неколку луксузни садови, од динос-кратер до ситули и разни типови 
вази и нивните метонимии како фигурални орнаменти или декорирани чинии. 
Во различен временски и просторен контекст, тие се поврзувале со богатите 
трпези на кои виното и другите опојни пијалаци се мешале и се служеле за 
време на профани и на обредни прослави, церемонии и фестивали. Токму 
уметноста на медитеранскиот културен круг, од Источниот Медитеран до 
грчката и етрурската класична уметност, го зема мотивот за козата или за 
јарецот, и јасно го прикажува иконографски и семантички, а и одлучно 
го толкува во рамките на одреден уметнички концепт. Фокусирајќи се на 
достапниот репертоар на предмети со уметничка вредност, може да кажеме 
дека железнодопската уметност од источниот дел на Caput Adriae уметнички 
го запоставила мотивот за козата. Може да се издвојат само неколку предмети 
што недвосмислено го прикажуваат ова животно во различни медиуми, 
но секогаш со особен симболички потенцијал. Освен, условно говорејќи, 
скулптурата што претставува коза од Пиран, којашто е увезена, уметничкиот 
израз на козите е најдобро познат преку бронзените садови. Но, овој пат 
станува збор за познатата уметност на ситули од раното железно време од 
Северна Италија и од источниот Алпски и северниот Јадрански Регион, од 
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раните почетоци, сé до залезот на овој многу важен уметнички концепт од 
седмиот до третиот век пред новата ера.

Во врска со тоа, текстот обработува ситула од истарскиот културен 
регион, со приказ на фигурален мотив од доцниот стил на четвртиот век пред 
новата ера. Освен тоа, подетално се анализира една помала декоративна плоча 
со спротивставени козји глави од Осор, на островот Црес, во кварнерскиот 
културен регион. Неговите формални карактеристики, исто така, ѝ припаѓаат 
на декорацијата на луксузни садови што, главно, се правеле и се користеле 
во текот на ранохеленистичкиот период, во областите на античка Македонија 
и на античка Грција, кон крајот на четвртиот и почетокот на третиот век 
пред новата ера – во периодот кога македонските работилници масовно 
произведувале луксузни предмети и ги дистрибуирале кон север. Ова 
најмногу се однесува на бронзените садови кои, во секоја смисла, биле одраз 
на комуникацијата и на пропагандата на елитата во тоа време.

Оттаму, иако претставуваат збир на формално и стилски различни 
концепти на праисториската уметност од раното железно време, од 
една страна, и класичната уметност, од друга страна, тие се поврзани со 
манифестацијата на мотивот (коза) и на медиумот (сад). Со класичниот 
археолошки метод на споредба, стилска анализа и контекстуални докази, 
се разгледува можното толкување на предмети и мотиви како систем на 
знаци, од семиотички и естетски аспект, особено значителниот ефект на 
еден знаковен систем врз друг, при извесна синтакса на комуникацијата. 
Бидејќи човековиот дух и креативниот напор зависеле од овој систем како 
носител на значењето, пренесувањето на кодираните симболи така станало 
човеково посредно однесување.
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Fig. 1. Bronze goats from Macedonia 1) Trebeništa (George Ortiz Collection, after Stibbe 2000), 2) Trebeništa, tomb 1,  
3) Gevgelija (after Mutafchieva 2018)

Fig. 2. Bronze goat from Piran, Slovenia (© Museo d’Antichità J. J. Winckelmann, Trieste,  
https://museoantichitawinckelmann.it/la-capra-istriana/  25.8.2020)



Fig. 3. Bronze situla no. 68 from Nesactium, Croatia (elaborated after Mihovilić 1996; Mihovilić 2013)

Fig. 4. Bronze decorated plate from Osor, Croatia (1 after Klodič 1885; 2 Lošinjski muzej, Arheološka zbirka Osor, photo by author, M 1:1)

Fig. 5. Glass seals from 1) Vičja luka, grave 4 (after Blečić Kavur, Kavur 2017), 2) Olynthos, MG 9 (after Ignatiadou 2013)



Fig. 6. Bronze oinochoe from Greece 1) Derveni, B34, 2) Naupaktos, 3) Lete (after Tzanavari 2016)

Fig. 7. Decorated plates with goats from 1) Derveni, B34 (after Themeles, Touratsoglou 1997), 2) Rigio Didimotichou  
(after Touloumtzidou 2011), 3) Naupaktos (after Touloumtzidou 2011), 4) Lete (after Tzanavari 2016)



Fig. 8. Bronze hydria from the grave Tomba dell’Atleta in Palazzolo di Paderno, Milan, Italy (after Bolla 1994; photo by author)

Fig. 9. Bronze oinochoe from Boston (Rome) (© Museum of Fine Arts Boston 
https://collections.mfa.org/objects/153084  20. 8. 2020)



Fig. 10. Symposion and kylikeion from the tomb Aghios Athanassios, Thessaloniki (after Tsimbidou Avloniti 2005)

Fig. 11. Dionysos between two standing goats by Oltos painter. Red-figure cup (kylix) 520–510 BC (Kopenhagen, 
Ny Carlsberg Glyptothek, 2700, Beazley no. 200529; after Filser 2017, 58a-b)
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