WcTpaxyBauku ueHTap 3a kyntypHo HacnepctBo  Research Center of Cultural Heritage

MONUMENTA

MakepnoHcka akapemuja Ha Haykute n ymetHoctute  Macedonian Academy of Sciences and Arts

N
g (Too] 2
3 §
O Kopuua
: [aTpujaplumckm neyat Ha MaHactupot CB. Haym, XVII Bek
Ckonje/Skopje

cover
5,2020 Patriarchal seal of St. Nahum monastery, XVII century



MONUMENTA






AKAJEMUK BEPA BUTPAKOBA TPO3[JIAHOBA



MONUMENTA

FoanwHMK HA CTPAXXYBAYKMOT LIEHTAP 3A KYJITYPHO HACJIEACTBO |  bros 5, ropmta 2020

,» LIBETAH TPO3pAHOB” NP MAHY

3 Uspasay
el MAKEOOHCKA AKABEMUIJA HA HAYKUTE M YMETHOCTHUTE

Crome

rJ'IA;BEH YPEOHMK
F'oprv Mon-AtAHACOB

PepAKUMIA
Foiko Cysomik (Benreag)
AxcuHa Fyposa (Comna)
BosaH [vpuk (Tbvembana)
AHTE PEHIVMK MUoYEBMK (3ArPes)
Keronmn C. CrHasgnm ([ET36ver)
Cawo Liserkosckm (Crorie)

Anekcanapa Hukonocka (Crone)

TEXHWYKM YPEOHMLIM
Anekcangpa Hukonocka
CwvnsAHA BrAXEBCKA

EDITOR IN CHIEF
GJoral Pop-Atanasov

Epimors
Goiko SusoTIC (BELGRADE)
AxsINUA Diurova (SoFia)
BosaN Diuri¢ (LiusuANA)
ANTE RENDIC MIOCEVIC (ZAGREB)
CAROLYN S. SNIVELY (GETTYSBURG)
Sa$0 CVETKOVSKI (SKOPIE)
ALexsANDRA NIKOLOSKA (SKOPIE)

TECHNICAL EDITORS
ALEKSANDRA NIKOLOSKA
SILVANA BLAZEVSKA



MONUMENTA

COLPXMNHA

KPATEHKY / ABBREVIATIONS N

[MPYrogHm roBoPm BO YECT HA AKALEMUK BepA ButPAKOBA PO3LAHOBA / 10
OPENING REMARKS FOR ACADEMICIAN VERA BITRAKOVA GROZDANOVA

VLADO MATEVSKI

SILVANA BLAZEVSKA / ALEKSANDRA NIKOLOSKA

BusnvorrA®nIA HA AKADALEMUK BEPA BUTPAKOBA [PO3LAHOBA / 23
BiBLIOGRAPHY OF ACADEMICIAN VERA BITRAKOVA GROZDANOVA

l'eopru CTAPOENOB OTKPUBAHE HA HALLWOT NCKOH 43

Bnano KAMBOBCKM CBETOTO 1 MPO®AHOTO BO NMPUPOOATA HA NMPABOTO 49

[parn MUTPEBCKM KAPAKTEPOT HA MKEJIE3HOOOINCKATA KYJITYPA BO 85
OXPUACKO

DRraGI MITREVSKI THE CHARACTER OF THE IRON AGE CULTURE IN THE OHRID REGION

ALEKSANDRA Parazovska GEOMETRIC ELEMENTS IN THE IRON AGE MATERIAL 105
CULTURE

AREKCAHAPA [TANA30BCKA [EOMETPUCKIM ENEMEHTY BO MATEPVJANTHA KYJTTYPA HA MKENE3HOTO BPEME

MARTINA BLECIC Kavur  MEDIUM AND MOTIF: GOAT IN THE BESTIARY OF THE IRON 125
AGE CAPUT ADRIAE

MAPTUHA Bneunk Kasyr  MEanym 1 MOTUB: KO3ATA BO BECTUJAPUOT O *KESIE3HOTO BPEME
CAPUT ADRIAE

GORAN SANEV MOJABA VI KAPAKTEPUCTUKIA HA LIPHOOUTYPAJTHATA 151
KEPAMWKA BO OXPUOCKO-CTPYLUKHUOT PETMOH

loraH CAHEB THE EMERGENCE AND CHARACTERISTICS OF THE BLACK-FIGURE POTTERY IN THE

OHRID REGION



MONUMENTA

Nikos AKAMATIS

Hukoc AKAMATUC

DEspPINA IGNATIADOU

HEecnvHA UIrHATVIALY

STELLA DROUGOU

Crena Opyry

Yuri N. Kuzmin

Jypu H. Ky3muH

Pero JosiFovski

[MerPO JocnmoBCKM

[Macko Ky3amaH
Pasko Kuzman

ErFTiMuA PAvLOVSKA
EoTvmumia TABNOBCKA

ASPECTS OF RED-FIGURE POTTERY TRADE IN THE
MACEDONIAN KINGDOM AND BEYOND ITS NORTHERN
BORDERS

ACTEKTW HA TPTOBUJATA CO LIPBEHO®UTYPAITHATA KEPAMUKA BO
MAKEJOHCKOTO KPAJICTBO W 3A[] CEBEPHUTE FPAHULIM

THE ICONOGRAPHY ON GLASS SEALS IN CLASSICAL AND
HELLENISTIC MACEDONIA

VIKOHOTPAGUIATA HA CTAKIEHWTE MEYATN BO KNACUYHA U XENEHUCTUYKA
MAKEOOHWIA

REFLECTIONS ON THEATRE IN ANCIENT MACEDONIA
..."INSPIRED BY THE ANCIENT THEATRE OF AIGAI-VERGINA”
OCBPT HA TEATPUTE BO AHTUYKA MAKEOHWIA..., IHCMIPUPAHO Off
TEATAPOT BO ArA-BEPTVHA"

NOTES ON THE ANTIGONID COURT, ADMINISTRATION, AND
MILITARY COMMAND UNDER DEMETRIUS 11 (239-229 B.C.)
BENELWIKI 3A ABOPOT HA AHTAFOHWAWTE, AIMUHUCTPALINIATA 11 BOEHATA
yYNPABA BO BPEME HA JAEMETPS Il (239-229 1. P, H.E.)

FINDS AND CIRCULATION OF COINS OF KINGS PHILIPV AND
PERSEUS IN THE REPUBLIC OF NORTH MACEDONIA

Haomom v LMPKYNALIMIA HA MOHETUTE HA KPANEBUTE Oununn V v MEPCE) BO
Penysnvka CeBEPHA MAKELOHMIA

AHTUYKATA HEKPOITOJIA HA CAMOWITIOBATA TBPONHA /
LIUTAOEJIA BO OXPW1A
THE ANCIENT NECROPOLIS ON THE SAMUEL’S FORTRESS / CITADEL IN OHRID

THE COINS OF MACEDON FROM SAMUEL'S FORTRESS, OHRID
MoHETU HA KPANCTBOTO MAKEAOHWMIA 0ff CAMOWIIOBATA TBPOMHA, OXPu

169

203

22/

24]

2/9



MONUMENTA

SILVANA BLAZEVSKA
CunBAHA BIAXKEBCKA

Dimitar NikoLovski

OumntAP HKONOBCKM

Branka MiGoTTI
BranHKkA Murotn

BoJyan DJuric¢
bosaH ['yPuk

ALEKSANDRA NIKOLOSKA
AREKCAHIPA HMKONOCKA
PERIKLES CHRISTODOULOU
[Mepukne Xeuctoayny
GocEe PAvLovski

['ouE MMABNOBCKM
SLAVICA BABAMOVA

Cnasuvua bAsAMOBA

RELIEF MOLDED KRATERS FROM VARDARSKI RID
PebE®HO KANANEHW KPATEPY Of, BAPOAPCKM Puyia

ROMAN JEWELRY IN FUNERARY CONTEXT: FEMALE
ADORNMENT IN LATE 2"° CENTURY STOBI

PUMCKI HAKUT BO ®YHEPAPEH KOHTEKCT: MKEHCKIM HAKWT BO IOLIHVOT 2
BEK Of H. E. BO CTOBM

SOCIO-CULTURAL ASPECTS OF FEMALE FASHIONS IN
ROMAN SOUTHERN PANNONIA
CoLVO-KYITYPHUTE ACMEKTV HA XKEHCKATA MOZA BO PYMCKA JYXHA TAHOHVIA

MIGRATING MOTIF BETWEEN SALONA AND SIRMIUM
Mwurpvpaukn MOTVB MEFY CANIOHA 1 CrPMrYM

MORE ON THE SCULPTURE OF THE GODDESS FROM
SUVODOL
['OBEKE 3A CKY/INTYPATA HA BOXMLATA o, CyBogon

“HERMERACLES: ON THE ICONOGRAPHY OF A FUNERARY
ALTAR FROM THESSALONIKI

XEPMEPAKJIE: 3A MKOHOTPAGUIATA HA EAEH HALTPOBEH »KPTBEHWUK Off
ConyH

MASON'’S MARKS AT THE THEATRE AT STOBI
O3HAKM HA SULAPWTE HA TEATAPOT BO CTOBY

SOCIAL DIVERSITY ON THE FUNERAL MONUMENTS IN THE
NORTHERN PART OF PROVINCIA MACEDONIA

COUVIATIHA PA3HONIMKOCT HA HAZITPOBHUTE CMTOMEHWLIM BO CEBEPHUOT
AEN HA MPOBUHLIMJA MAKELIOHWIA

351

369

383

409

429

445

471

49/



MONUMENTA

LENCE JovaNOvA MANIFESTATIONS OF ROMAN STATE PROPAGANDA FROM 511
THE EARLY SEVERAN PERIOD IN SCUPI
JIEHYE JOBAHOBA MAHUOECTALIMM HA PUMCKATA [IPXXABHA MPOMATAH/A Off PAHVOT MEPVIOL,

HA CeBEPUTE BO CKynu

MAPYHA OHYEBCKA TPATV O MUTPALINJATA BO EMOXATA HA 543
TonoPOBCKA MPECEJIBATE: YEPHAXOB KYJTITYPATA BO CKYIN
MPEKY AKLIEHT HA OUBYTN
MARINA ONCEVSKA MIGRATION TRACES IN THE EPOCH OF RESETTLEMENT: THE CHERNYAKHOV
TODOROVSKA CULTURE IN SCUPI BASED ON FIBULAE
DArINA GErAsIMOvskA  THE RISE AND FALL OF THE RESIDENTIAL COMPLEX OF 567
PERISTERIA AT STOBI
IAOUHA TEPACUMOBCKA  T1OAEMOT 1 MALOT HA CTAHBEHWOT KOMIMIEKC HA [EPUCTEPUIA BO
Crosu
VESNA KALPAKOVSKA, DEATH ELEGY ADDITIONALLY INSCRIBED UPON 583

OLIVERA JANDRESKA AN HONORARY MONUMENT IN STYBERRA
BecHA KANMAKOBCKA, [MOCMPTHA ENETVJA OOMOMHUTENHO BPEXAHA HA MOYECEH

OnmBEPA JAHIPECKA CnoMEeHVK of CTUBEPA
Buviktopnia Cokonoscka OBAA 3A WAEHTU®UKYBAHE HA KAJIE - BUHNLA CO 505
AHTUYKA XAPMOHWJA

VIKTORIJA SOKOLOVKSA  ATTEMPT TO IDENTIFICATION OF KALE-VINICA WITH ANCIENT HARMONIA

VikToR LiLcHiks Abams  FORTRESS FUNCTIONS: VRV BRIKUL, VILLAGE 609
LUKOVICA AND KALE VILLAGE OF SEDLAREVO, IN THE
CONTEXT OF THE PROVINCIAL BORDER AND THE
SIGNALIZATION BETWEEN THE REGIONS OF SKOPJE
AND PELAGONIA IN THE EARLY BYZANTINE PERIOD
BukTopr JTvunk AnAMc — DYHKUMKUTE HA KACTENUTE: BPB BrPukyn, JIYKoBULIA 1 KATE,
CEQNAPEBO BO KOHTEKCTOT HA MPOBUHLIMCKATA TPAHULIA U
CUTHAJTHATA TPAHCMUCWIA ofi Ckomncko KoH MENArOHMIA
BO PAHOBV3AHTVCKMOT MEPVO/



MONUMENTA

IaByA CniacoBA EOQHA MNMEYKA 3A TPAOEXHA KEPAMUKA O 623
OKTUCHU, CTPYLLKO

Davea Spasova A KILN FOR CONSTRUCTION CERAMICS FROM OKTISI, STRUGA REGION

CAROLYN S. SNIVELY ECCLESIASTICAL ARCHITECTURE IN THE LATE ANTIQUE 635

PROVINCE OF DARDANIA
Keponud C. CHAJBIN LIPKOBHA APXUTEKTYPA BO JJIOLHOAHTUYKATA MPOBUHLIMIA [ APAAHMIA

RutH KoLARIK PINECONE FOUNTAINS IN EARLY CHRISTIAN MOSAICS 657
Pyt Konapuik MOTVBOT HA ®OHTAHA BO BWJ LLINLLAPKA HA PAHOXPUCTUJAHCKUTE
MO3AULIN
SANJA BITrRAK COINS FROM THE PLAOSHNIK BAPTISTERY, OHRID 677
CarbA BuTpPAK MoHEeTV of, KPCTUNHNULATA HA TTnAowHmK, Oxpug
EmiLio MARIN THE DALMATIAN AND CROATIAN TRADITION OF SAINT
HELENA 70]
Emunno MAPuH JANMATVHCKATA 1 XPBATCKA TPAAVILIMIA 3A CBETA ENEHA
Envua MAHEBA EOEH ,3ATNOH” 3A MHCUTHNCKA HAMETKA O/ 71
LJTAOWHUK” - OXPUA
ELicA MANEVA A ‘ZAPON’ (AGRAPHE) FOR INSIGNIA CLOAK (TUNIC) FROM

‘PLAOSHNIK' — OHRID

/29

JINCTA HA YYECHWLM / LIST OF PARTICIPANTS



10

MONUMENTA |



YOK: 673.1:7.042"638"(497.57)

Martina Blecic¢ Kavur

MEDIUM AND MOTITEF: GOAT IN THE BESTIARY
OF THEIRON 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 4 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

Ancrtpakr

CkpuwieHuol poz Ha Amanitieja clliaHaNM UKOHOZpahCKU U3gop Ha poZolli Ha u3obuncitisollio
(cornucopia), cumbon Ha eeyHuol, boxeciliseH Xugolli 80 Pa3HU MequiliepaHCKU Kyniypu.
OceeH (ioq, Ko3ailia, kako Amaniteja (boxuya wilio XpaHu), cliaHana cumbon Ha ocHoe-
Hallia gewxeyKa cuia eo cekoja husuyKa U MUctiuyHa 3aMucia - 0g aHIluyKatla dpeky
ucltiopuckailia go MogepHailia yMelliHoc. AmbueaneHilieH 80 0gHOC Ha Ko3ailia, japeyoill
claHas IYHAPHO U, KOHEYHO, WPAZUYHO YKUBOWHO, U08p3aHO €o JUOHUC U Co Hezogullie
Gpocnasu. Toj ja cumbonusupan Moklia Ha XusollHalla cuna u Ha (NogHUOW 02aH W0
KalpuyuosHo, MHozy 6pey ce meHyea 80 Helipegaugnuau gaposu og bozoill. Toa e egeH ac-
lieKiU, coogeellieH 3a Hezoaailia 21aeHa, yMeliHUYKA hopMa, UMeHo, lipazegujala.
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CoogeelliHo, Moltiugolli Ha Ko3aillia u/unu Ha japeyoll e dpucylieH 80 yMeliHUYKule dpu-
Ka3u Ha KnacuyHallia jy»HobaskaHcka eputliopuja, gogeka 6o UeHpanHulle u 6o 3a-
tlagHulle genosu Ha bankaHol, Wioj peliko ce Uojasyea. Ciliygujailia e hoKycupaHa Ha
UKOHOZpachcKOWio U Ha ceMUOUYKOULIO WoMKyeare Ha Molliuguilie Ha KO3ailia Ha HeKOTKY
JIYKCY3HU cagosu, 0g gUHOC-Kpaillep go cully/iu u pasHu tulosu easu U HUBHU MetloHUMUU
KaKo Wwitio ce gpugypasiHuilie OpHAMeHIIU Wil yKpaceHullie YuHuU. Bo pasnuyeH epemeHcKu
u tpocitiopeH KoHilieKcl, (iue ce (iosp3aHu co bozailiu Z036u Ha Kou 8UHOWIO U gpyzuilie
QIKOXOMHU dujanayu ce Meware u ce cyxerne 8o WieKoll Ha pasHU UpoghaHu u pultlyanHu
{ipocnasu, yepemoHuU U ceeyeHociu. OcobeHo sHUMAHUe Ke U buge loceellieHo Ha 6poH3e-
Hailia geKopaliusHa YyuHuja og Ocop, Ha ocltiposoill Lipec, 8o KeapHepckuoit 3anus. [Mopagu
udonowkuilie u cluwicKultie 0gnuKu, iaa e galiupaHa 8o [V eek p. H. e. - lepuogoill Koza
MaKegoHcKulle pabolliuHUYuU MacoeHo lpoussegysare yKCy3HU pegmeliu u 2u guciipu-
6yupane Ha Cesep. Osa, 21asHo, ce 0gHecysa Ha BpOH3eHUlie cagosu, Ko, 80 CeKoja CMUCTA,
2u ogpasysane KOMyHuUKayujaltia u dpodaZaHgailia Ha oZawHaa enulua.

Knyyru 360poeu: Ceseper JagpaH, xenesHo epeme, xeneHu3am, malliepujasiHa Kyniypa, Mo-
{tius Ha Ko3a, iopeylluKa, ecllelliuka, UKoHozpachuja, cemuoltiuxa

Universality of motif

onstitutive for man’s articulation of reality in any contemplation are the
Csigns 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.' 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 Trebenista and Gevgelija (Fig. 1). These are miniature bronze sculptures that
were decorative elements on the shoulders of large luxury vessels, the so-called

"Eco 1979; cf. Vaupoti¢ 2016.
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dinos-craters, a hybrid form very popular in Macedonia.” 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 6™ century BC. By marking the archaic imports of prestigious values into
northern parts of the Hellenic cultural space of that time,’ 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 5" and 4™ 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.*

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 7™ to the 3" century BC.?

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 4™ 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
~ 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 4™ and the beginning of the 3 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.

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,’ 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 narration® 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).” 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 4" century BC."°
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

¢ Moris 1975.

7E.g. Frie 2020.

8 Zaghetto 2007; 2018; Perego 2013; Eibner 2018.

° Mihovili¢ 1996, 19, 49, fig. 20, P1. IV: 68, att. 5; Mihovili¢ 2013, fig. 191.
19 Mihovili¢ 2001, 106; Mihovili¢ 2013, 266.
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Situla art of the 2" phase. Still, it is still connected with the Hallstatt tradition of
the Dolenjska cultural area,' 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 19"
century,'? it soon experienced its re-promotion, but as a Roman decorative “fibula
with two masks” (Fig. 4.1).!* 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,

" Mihovili¢ 2013, 266.

12 Lo8injski muzej — Arheoloska zbirka Osor, inv. no. 1875, length 6.9 cm, width 6.2 cm,
thickness 0.4 cm.

Y Klodi¢ 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 Vic¢ja luka necropolis, on
the island of Brac¢. 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)." 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 4™ 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.'

Even though the same semiotic motif as the sign/symbol was used, the
goats on the seal from Vicja 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
4™ century onwards (Fig. 5.2).'¢

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 4™ and early 3™ 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)." The jug was found together with other prestigious symposium
dishes made of silver and bronze around the most luxurious volute, so-called

14 Ble¢i¢ Kavur, Kavur 2016, 248-249; Ble¢i¢ Kavur, Kavur 2017, 99-100, fig. 2 — with
earlier literature.

15 Ble¢i¢ Kavur, Kavur 2016, 249; Blec¢i¢ 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; Bleci¢ Kavur, Kavur 2017, 100; Tzanavari
2016, 570-572.

17 Themeles, Touratsoglou 1997, 75, 176, B34, eik. 48: B34, Iliv. 85; Kottaridi 2004, 68,
80, cat. 8; Barr-Sharrar 2008, 24, fig. 21; Touloumtzidou 2011, 528-529, ITiv. 63 y-(; Tzanavari
2016, 566-567, Iiv. 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 4™ 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 5" century BC. Nevertheless, such
vessels were in use until the 3™ century BC in Macedonia, which is confirmed
by ceramic vessels, for example, from Ilida or the necropolis of Lete.'® A similar,
though not identical, find of a bronze jug was also recorded in the Macedonian
capital Pella."

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 4™ century BC.?°

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).*!
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 3 century BC.?

18 Touloumtzidou 2011, 527-528, ITiv. 63 1; Tzanavari 2016, 575-577, ITiv. 13.

1 Themeles, Touratsoglou 1997, 75; Barr-Sharrar 2008, 24.

20 Another similarly decorated plate from Corfu is also mentioned; Touloumtzidou 2011,
524, 529, Iiv. 630-P; Tzanavari 2016, 568-570, ex. 1; ITiv. 7-8.

2 Tzanavari 2016, ITiv. 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.”® 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 1* century BC (Fig.
8).2* 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.” 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.?® 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 4™ century BC as the most probable toreutic origin.?’
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

2 Touloumtzidou 2011, 528; Tzanavari 2016, 574-575.

24 Bolla 1993, 76-78, Pl. XLV-XLVII; Bolla 1994, 71, cat. 80, P1. 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.

2 Rolley 1987, 352; Rolley 1991, 6; Bolla 1993, 76.

27 Bolla 1995.
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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.?® Currently, just like the most related
oinochoe from a private collection (Gorny-Mosch),” based on the typology of
the vessel, the closest parallel being the silver oinochoe from Vergina,*® 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.*!

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.
2 Touloumtzidou 2011, 505, ITiv. 58a; cf. Tzanavari 2016, 569-570.

3% Andronicos 1987, 152-153, fig. 115; Kottaridi 2004, 74, cat. 1; Touloumtzidou 2011,
5006, Iiv. 58B-y; Kottaridi 2013, 248.
31 Ble¢i¢ Kavur 2012; Bleci¢ Kavur 2015; Ble¢i¢ Kavur 2021.
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of the artistic excellence of individual objects.’ Vessels that were decorated in
any way with scenes, symbols, motifs or signs were undoubtedly at the core of
their creation and practical application had a distinct aesthetic value of recognized
works of art of that time — just like today. In the diachronically different artistic
and craft productions of arts presented here, the permeation of medium (vessels)
and motifs (goats) was not accidental and/or randomly selected. Their pragmatic
value resided precisely in the magical synthesis of their meanings as a message
and/or metaphor, narration or the style of those objects that are more difficult to
define outside their communication environments.

In the iconological interpretation, telling why this particular motif was
selected and why it is presented in such a way(s), the vessel itself contributes
exceptionally to the interpretation of both the meaning and its value. All the ves-
sels listed here, from dinos-crater to situla and different types of jugs and their
metonymies such as figural ornaments or plates, in different temporal and spatial
proportions, are actually associated with lavish table services in which wine and
other intoxicating (alcoholic) elixirs were mixed and served during various pro-
fane and ritual, holy banquets, ceremonies and festivities. The banquet and sym-
posium emphasized the “internationally accepted” ritual of alcohol consumption,
whose role in promoting commercialism, in the exchange of hospitality and the
dynamics of power in the last millennium BC was well known (Fig. 10).>* As a
kind of medium, all these forms of vessels used to promote a) ritual consumption
of sophisticated drinks during elite activities such as processions and libations, b)
wearing iconographic decoration as images and their metaphors that could be and
were understood within the system of communication values and representation
of the elites, and c) their embodiment as a sign/symbol and/or attribute in the
art of their regional cultural-historical circumstances. Essentially, all the vessels
were also luxury exotic products, either as directly imported objects (miniature
sculpture of goats from TrebeniSte, Gevgelija or Piran, plate from Osor) or as
local reproductions of foreign models (Situla art). They should therefore be under-
stood in terms of prestigious status symbols that showed a complex and coherent
relationship between culture of drinking as a social dimension, adopted foreign
objects/protocols and (toreutic/situla) art itself as an “iconic language”, as on the
Venetian Situla art example argued by E. Perego.**

The selected luxury dishes were iconographically marked by a common
motif of goats in various symbolic (ideological) compositions. In addition, it had

32 Dziemidok 1988.

33 Cf. Kottaridi 2004; Zaccaria Ruggiu 2004; Iaia 2006; Boroffka, Boroffka 2012/2013;
Bleci¢ Kavur 2012; Ble€i¢ Kavur 2021; Perego 2013; Bleci¢ Kavur, Kavur 2020.

31 Perego 2013; cf. Eibner 2018; Nebelsick 2018.
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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.>* 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.*® 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.*’

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.*® After all, Dionysus himself was,
among other things, the God of numerous plants, mostly ivy and grapes, and of
course wine.** 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.* 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

3 Bucan 2016, 53.

36 Tresidder 2004, 91; Werness 2006, 197.

37 E.g. Chevalier, Gheerbrant 2006, 258-259; Seaford 2006, 88-91.
3 Hoffmann 1997, 97; Seaford 2006, 24.

3 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.*' 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.*
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.*® It was precisely Situla art as a “image” that
managed to improve the mere description, as some authors interpreted it,* with
the disposition, i.e. the skill of arranging within the frame, a skill that ultimately
represents the artistic substitute for narration.*® 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.* 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,*” which might

41 Koch 2003, 363-364.

4 Koch 2003, 352, 362.

4 Zaghetto 2018; Nebelsick 2018.

4 E.g. Boardman 1971; Brendel 1995, 182; Huth 2005.
4 Bucan 2016, 62.

4 Osborne 1998.

47 Terzan 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.*® 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.*

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.>® 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.

4 Terzan 1997; Terzan 2007, 85.
4 Gould 1996, 10-12, 48.
S0 E.g. Boroftka, Boroffka 2012/2013; Nebelsick 2018.
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Mapuuuna baeyuk Kasyp

MEINYM N MOTHB: KO3ATA BO BECTUJAPOT
O KETE3HOTO BPEME CAPUT ADRIAE

Pe3sume

Bo pa3uu MeauTepaHCKU KyITYpH, CKPIIEHHOT POT Ha Amalreja cTaHal
HMKOHOTPa()CKU M3BOP HA POTOT Ha M300WMIICTBOTO (cornucopia), cuMO0a Ha
BEYHHUOT, OOKeCTBEH KUBOT. OCBEH TOa, Ko3ara Kako AmanTteja (OOKHIa MITO
XpaHM), CTaHaJla CUMOOJI Ha JIBUKEUKATa CUJIa BO CEKOja (pM3MYKAa U MUCTHYKA
IpeTcTaBa — OJf aHTMYKa IPEeKy MCTOPUCKA, €€ J0 MOJIepHATa YMETHOCT.
AMOUMBAJICHTEH KOH K03aTa, japeloT CTaHaJl JIyHAapHO W, KOHEYHO, TPATUIHO
KHUBOTHO TIOBP3aHO cO JIMOHKC U CO HETOBUTE MPOCIIABH.

Toj ja cumbonu3upa MOKTa Ha BUTAJIHATa CUJIA U HA TUIOJHUOT OTaH IITO
HOCH HENpeABUUINBU, Op3U MPOMEHH BO 1apoBUTe Ha OoroBute. Toa mpeTcraByBa
BUCTHMHCKH aCIIEKT 32 HEroBaTa IJJaBHa yMEeTHHUKa opma, Tpareaujara. Ctynujara
ce poKycHpa Ha UKOHOTpa(CKOTO ¥ HA CEMUOTHUYKOTO TOJIKYBamk€e Ha MOTHBUTE 3a
K03aTa Ha HEKOJIKY JIYKCY3HH CaJI0BH, Ol AMHOC-KpaTep JI0 CUTYIIH U Pa3HU TUTIOBU
Ba3W U HUBHUTE METOHUMMUU KaKo (PUTypaH| OpHAMEHTH WITH IEKOPHUPAHU YNHHH.
Bo paznuueH BpeMeHCKH ¥ IPOCTOPEH KOHTEKCT, THE ce MOBp3yBaJie co Oorarure
TPIE3u Ha KOM BUHOTO U JIPYTUTE OINOJHU IHUjaalll Ce MEILaJie U Ce CIIyKele 3a
BpeMe Ha mpodaHu ¥ Ha 0OpeHU MPOCIaBy, iepeMoHuu U dectuBanu. Tokmy
YMETHOCTa Ha MEIUTEPAHCKHOT KyITypeH Kpyr, oa Mcrounnor Menutepan 10
rpyKaTa U eTpypckara KjJacHyHa YMETHOCT, TO 3eMa MOTHBOT 3a KO3aTa WU 32
JapernoT, ¥ jacCHO TO MPUKAKyBa MKOHOTPA(PCKU U CEMAHTHUKH, & U OJUTYYHO
ro TOJKYBa BO PaMKHTE Ha OJPEACH YMETHHUYKU KoHIenT. dokycupajku ce Ha
JOCTaITHUOT PEIrepToap Ha MPEAMETH CO YMETHHYKA BPETHOCT, MOXKE J1a KaKeMe
JIeKa JKeJe3HOI0ICKaTa yMETHOCT O HICTOUHHUOT jien Ha Caput Adriae yMeTHUUKA
IO 3aI10CTaBUIIa MOTUBOT 3a Ko3aTa. Moxe 1a ce U3/1B0jaT caMO HEKOJIKY IIPeIMETH
IITO HEIBOCMHUCIICHO TO MPUKAKYBAaaT OBA KUBOTHO BO PA3IMYHH MEIUYMH,
HO CEeKoram co 0co0eH cuMOOMMUKH moteHIujan. OcBeH, YCIOBHO TOBOPEjKH,
CKYJIIITypaTa IITO NpeTcTaByBa ko3a o [TupaHn, kojamro e yBe3eHa, yMETHUUKUOT
M3pa3 Ha KO3UTE € Hajmo0po Mo3HaT mpeKy OpoH3eHute canoBu. Ho, oBoj mar
CTaHyBa 300p 3a MO3HaTaTa yMETHOCT Ha CUTYIIH O]l PAHOTO KEJIE3HO BPEMeE O]
Cesepna Mranuja u o1 MICTOYHUOT AJITICKH M CEBEPHUOT JajipaHcku PernoH, ox
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paHUTE MOYETOIH, ¢¢ J0 3aJe30T Ha OBOj MHOTY Ba)KEH YMETHHUUYKH KOHLIEOT O]
CEIMHOT J0 TPETUOT BEK P/ HOBATa epa.

Bo Bpcka co Toa, TeKCTOT 00paboTyBa CUTYJA O] UCTAPCKUOT KYATYpEH
PETHOH, CO NMPHKa3 Ha (pUrypasieH MOTUB O] AOLIHUOT CTHUJI Ha YETBPTUOT BEK NpeJt
HoBata epa. OCBeH Toa, ITOJIETAITHO CE aHAIM3HUPA eJHa [ToMaJIa IEKOPAaTHBHA TII04a
CO CIPOTHBCTaBEeHH Ko3ju I1aBu o1 Ocop, Ha ocTpoBOT Llpec, BO KBapHEPCKUOT
KyJITYpeH perroH. HeroBute popmanHu KapakTepUCTUKHU, UCTO Taka, M punaraar
Ha JIeKopanyjara Ha JIyKCy3HH CaJIOBH IITO, ITIABHO, CE MIPaBeJie M Ce KOPHCTEIe
BO TEKOT Ha PAHOXEJICHUCTHYKUOT IIEPHOI, BO 00JIaCTUTE HA aHTHYKa MakenoHuja
U Ha aHTUYKa [prMja, KOH KpajoT HA YETBPTUOT M MOYETOKOT HA TPETHOT BEK
Ipes HOBaTa epa — BO MEPHOAOT Kora MAaKeJTOHCKUTE PAOOTHIIHUII MAaCOBHO
MPOM3BElyBaJIe JyKCY3HH TNPEAMETH M TM JUCTpuOyupaie KoH cegep. OBa
HajMHOTY c€ OJJHeCyBa Ha OpOH3EHUTE CaJJOBU KOU, BO CEKOja CMHCIIa, Ouiie oapas
Ha KOMyYHHKaIlijaTa ¥ Ha MpoIarayiaTa Ha elIuTara BO T0a BpeMe.

Otramy, nako mpercraByBaar 30up Ha (JOPMaTHO U CTHIICKH Pa3iINdHU
KOHLIETITU Ha MPAaWCTOPUCKAaTa YMETHOCT OJ PAHOTO JKEJIE3HO BpeMe, O]
eHa CTpaHa, M KJJaCHYHATa YMETHOCT, O]l Ipyra CTpaHa, THE Ce MOBP3aHU CO
MaHudecTanyjaTa Ha MOTHBOT (K03a) 1 Ha MeanyMot (cax). Co KIIaCHYHHOT
apXeoJIOIIKU METOJl Ha cropenda, CTUIICKA aHaIM3a U KOHTEKCTYaJIHH JOKa3H,
ce pa3mieayBa MOKHOTO TOJIKYBarm€ Ha MPEIMETH M MOTHUBU KaKO CHCTEM Ha
3HAIIM, O/ CEMHOTUYKH M €CTETCKU aCIeKT, 0COOCHO 3HAYUTEITHUOT e(PEeKT Ha
€/IeH 3HAKOBEH CHCTEM BpP3 JPYT, IPU U3BECHA CHHTAKCAa Ha KOMyHHUKallMjara.
buyejkn 40BEeKOBHOT AyX M KPEATHBHHUOT HAIOP 3aBUCEIIE O]l OBOj CUCTEM KaKoO
HOCHTEJI Ha 3HAUCHETO, IPEHECYBAKHETO HAa KOIUPAHNUTE CUMOOIN TaKa CTaHAJIO0
YOBEKOBO MTOCPE/IHO OJTHECYBAE.



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

BIBLIOGRAPHY

Andronicos 1987. Andronicos M., Vergina: The Royal Tombs and the Ancient City, Athens 1987.

Barr-Sharrar 2008. Barr-Sharrar B., The Derveni Krater: masterpiece of classical Greek
metalwork, Princeton 2008.

Blec¢i¢ Kavur 2012. Bleci¢ Kavur M., Novovinodolski ,,lav*: specifi¢an subjekt stamnoidne situle
makedonske toreuticke umjetnosti, VjesAMuzZagreb XLV (2012), 149 — 172.

Bledi¢ Kavur 2015. Bleci¢ Kavur M., Povezanost perspektive: Osor u kulturnim kontaktima
mladeg zeljeznog doba/A coherence of perspective: Osor in cultural contacts during the Late
Iron Age, Koper—Mali Losinj 2015.

Bleci¢ Kavur 2021. Bleci¢ Kavur M., Mladi lavovi: simboli reprezentacije budvanskog
anti¢kog drustva, in Puraskovi¢ L. (ed.), Anticka Budva, Zbornik radova sa medunarodnog
multidisciplinarnog naucnog simpozijuma po pozivu “Anticka Budva”, 28.129. 11. 2018,
Budva (in press).

Bleci¢ Kavur, Kavur 2016. Bleci¢ Kavur M., Kavur B., Pars pro toto. A World in a small place
— The example of Iron Age grave goods from Vi¢ja luka, in Sirbu V., Jevti¢ M., Dmitrovi¢
K., Ljustina M. (eds.), Funerary practices during the Bronze and Iron Ages in Central and
Southeast Europe, Proceedings of the 14th International Colloquium of Funerary Archaeology
in Cacak, Serbia, 24th— 27th 09. 2015, Beograd—Cagak 2016, 237 — 256.

Blec¢i¢ Kavur, Kavur 2017. Bleci¢ Kavur M., Kavur B., Many shades of translucent. amphoriskos-
shaped glass beads from Vi¢ja luka, VjesDal 110.1 (2017), 93 — 112.

Blec¢i¢ Kavur, Kavur 2020. Bleci¢ Kavur M., Kavur B., Live long and prosper! Rhyta as a symbol
of wealth and infinity, in Ton¢ini¢ D., Kai¢ 1., Matijevi¢ V., Vukov M. (eds.), Studia honoraria
archaeologica, Zbornik radova u prigodi 65. rodendana prof. dr. sc. Mirjane Sanader, Zagreb
2020, 31 —42.

Boardman 1971. Boardman J., A southern view of Situla Art, in Boardman J., Brown M.A.,
Powell T.G.E. (eds.), The European Community in Later Prehistory. Studies in honour of
C.F.C. Hawkes, London 1971, 123 — 140.

Bolla 1993. Bolla M., Il vasellame in bronzo in eta augustea: osservazioni sulla base di reperti dall’
ager mediolanensis, Rassegna di Studi del Civico Museo Archeologico e del Civico Gabinetto
Numismatico di Milano LI-LII (1993), 71 — 97.

Bolla 1994. Bolla M., Vasellame romano in bronzo nelle Civiche Raccolte Archeologiche di
Milano, Rassegna di Studi del Civico Museo Archeologico e del Civico Gabinetto Numismatico
di Milano, Supplemento 11, Milano 1994.

Bolla 1995. Bolla M., Il vasellame in bronzo in eta augustea: due tombe dell” ager mediolanensis,
in: Mols S.T.A.M., Gerhartl-Witteveen A.M., Kars H. (eds.), Ancient Bronzes, Acta of the
12th International Congress on ancient Bronzes, Nijmegen 1992, Rijksdienst voor het
Oudheidkundig Bodemonderzoek, Nijmegen 1995, 7 — 13.

Boroftka, Boroffka 2012/2013. Boroffka N., Boroffka R., Auf, singet und trinket den kdstlichen
Trank!, in von Carnap-Bornheim C., Dorfler W., Kirleis W., Miiller J., Miiller U. (eds.), Von
Sylt bis Kastanas: Gedanken zur Darstellung von Festen in der Ur- und Friihgeschichte,
Festschrift fiir Helmut Johannes Kroll zum 65. Geburtstag. Offa — Berichte und Mitteilungen
zur Urgeschichte, Frithgeschichte und Mittelalterarchdologie 69/70, 171 — 188.

Bottini 1991. Bottini A., Appunti sulla presenza di Dionysos nel mondo italico, in Berti F., (ed.),
Dionysos. Mito e Mistero, Atti del Convegno internazionale, Comacchio, 03.-05. 11. 1989,
Ferrara 1991, 157 — 170.

Brendel 1995. Brendel O., Etruscan art, New Haven — London 1995.

Budan 2016. Bucan J., Metajezik slikarstva — semiotika i geometrija kao lingua franca tumacenja
slikarskih djela, Zbornik radova Akademije umetnosti 4 (2016), 52 — 65.

141



142

MONUMENTA | Martina Bleci¢ Kavur

Burkert 2011. Burkert W., Griechische Religion der archaischen und klassischen epoche,
Stuttgart 2011.

Chevalier, Gheerbrant 2006. Chevalier J., Gheerbrant A., Slovar simbolov. Miti, sanje, liki,
obicaji, barve, stevila, Ljubljana 2006.

Dziemidok 1988. Dziemidok B., Umetniske in estetske vrednosti umetnosti, Vestnik Instituta za
marksisticne Studije 9.2 (1988), 101 — 114.

Eco 1979. Eco U., 4 Theory of Semiotics, Bloomington — London 1979.

Eibner 2018. Eibner A., Motiv und Symbol als Ausdrucksmittel der Bildsprache in der
eisenzeitlichen Kunst, Przeglqd Archeologiczny 66 (2018), 77 — 136.

Filser 2017. Filser W., Die Elite Athens auf der attischen Luxuskeramik, Image & Context vol.
16, Berlin — Miinchen — Boston 2017.

Frie 2020. Frie A.C., Parts and Wholes: The Role of Animals in the Performance of Dolenjska
Hallstatt Funerary Rites, Arts 9.53 (2020), 1 —25.

Gould 1996. Gould S.J., Time's arrow, time's cycle: Myth and Metaphor in the Discovery of
Geological Time, Cambridge — Massachusetts — London 1996.

Hoffmann 1997. Hoffmann H., Sotades. symbols of immortality on Greek vases, Oxford.

Huth 2005. Huth C., Situlenfest, in Beck H., Geuenich D., Steuer H. (eds.), Reallexikon der
Germanischen Altertumskunde 28 (2005), 522 — 527.

Taia 2006. Iaia C., Servizi cerimoniali da “simposio” in bronzo del Primo Ferro in Italia centro-
settentrionale, in von Eles P. (ed.), La ritualita funeraria tra eta del ferro e orientalizzante in
Italia, Atti del Convegno Verucchio, 26-27. 06. 2002. Pisa 2006, 103 — 110.

Ignatiadou 2013. Ignatiadou D., diapaviic valog yio v apiotorpotio g apyoios Moxedovic/
Colourless glass for the elite in ancient Macedonia, Anpociedpara 13, Thessaloniki 2013.

Isler-Kerény 2009. Isler-Kerény C., Dionysos in classical Athens: an understanding through
images, Leiden — Boston 2009.

Katsifas, Touloumzidou, Zachariadis 2019. Katsifas C.S., Touloumzidou A., Zachariadis
G.A., Compositional study of bronze vessels from the Derveni tombs of central Macedonia
of the fourth century BCE using energy-dispersive micro-X-ray fluorescence (EDuXRF)
spectrometry, Archaeometry 61 (2019), 1313 — 1332.

Kern, Guichard, Cordie, David 2009. Kern A., Guichard V., Cordie R., David W. (eds.), Situlen
— Bilderwelten zwischen Etruskern und Kelten auf antikem Weingeschirr. Schriften des kelten
romer museums manching 2, Manching 2009.

Klodi¢ 1885. Klodi¢ A.R., Die Ausgrabungen auf Ossero, Mittheilungen der KK-Central
Commision XI, I — VII.

Koch 2003. Koch L.C., Zu den Deutungsmoglichkeiten der Situlenkunst, in Veit U., Kienlin T.L.,
Kiimmel Ch., Schmidt S. (eds.), Spuren und Botschaften: Interpretationen materieller Kultur,
Tiibinger Archédologische Taschenbiicher 4, 347 — 367.

Kottaridi 2004. Kottaridi A., The Symposium, in Pandermalis D. (ed.), Alexander the Great:
Treasures from an Epic Era of Hellenism, New York, 65 — 87.

Kottaridi 2013. Kottaridi A., Aigai: The Royal Metropolis of the Macedonians, Athens 2013.

Mihovili¢ 1996. Mihovili¢ K., Nezakcij, nalaz grobnice 1981. godine/Nesactium, The Discovery
of a Grave Vault in 1981, Monografije i katalozi 6, Pula 1996.

Mihovili¢ 2001. Mihovili¢ K., Nezakcij, Prapovijesni nalazi 1900.—1953./Nesactium, Prehistoric
finds 1900—1953, Monografije i katalozi 11, Pula 2001.

Mihovili¢ 2013. Mihovili¢ K., Histri u Istri/The Histri in Istria, Monografije i katalozi 23, Pula
2013.



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

Moris 1975. Moris C., Osnove teorije o znacima, Beograd 1975.

Moser 2014. Moser S., Alcune osservazioni su un capro in bronzo dall‘Istria del Civico Museo
di Storia ed Arte di Trieste, AttiMemlIstria LXII (2014), 109 — 124.

Mutafchieva 2018. Mutafchieva Y., The Bronze Vases from Trebenishte, in Ardjanliev P.,
Chukalev K., Cvjeti¢anin T., Damyanov M., Krsti¢ V., Papazovska A., Popov H. (eds.), 100
Years of Trebenishte, Sofia 2018, 87 — 96.

Nebelsick 2018. Nebelsick L., Daidalos in Padova, the transfer of myths and iconography between
the Near East and the Eastern Alps, in Gediga B., Grossman A., Piotrowskiego W. (eds.),
Inspiracje i funkcje sztuki pradziejowej i wezesnosredniowiecznej, Biskupin — Wroctaw, 351
—374.

Osborne 1998. Osborne R., Archaic and Classical Greek Art, Oxford — New York 1998.

Pfrommer 1983. Pfrommer M., Italien—Makedonien—Kleinasien: Interdependenzen spétklassischer
und frithhellenistischer Toreutik, Jdl 98 (1983), 235 — 285.

Pfrommer 1987. Pfrommer M., Kopie oder nachschopfung. Eine Bronzekanne im J. Paul Getty
Museum, GettyMusJ 15 (1987), 15 — 26.

Perego 2013. Perego E., The Other Writing: Iconic literacy and Situla Art in pre-Roman Veneto
(Italy), in Piquette K.E., Whitehouse R.D. (eds.), Writing as Material Practice: Substance,
surface and medium, London 2013, 253 — 270.

Rolley 1987. Rolley Cl., Les bronzes grecs: recherches récentes, R4 2 (1987), 335 — 360.

Rolley 1991. Rolley Cl., La vaisselle tardo-républicaine en bronze, in Feugere M., Rolley CIl.
(eds.) , La vaisselle tardo-républicaine en bronze, Actes de la table-ronde CNRS organis¢ a
Lattes du 26 au 28 avril 1990 par IUPR 290 (Lattes) et le GDR 125, Dijon 1991.

Seaford 2006. Seaford R., Dionysos, New York 2006.

Stibbe 2000. Stibbe C., The Sons of Hephaistos: Aspects of the Archaic Greek Bronze Industry,
Rome 2000.

Stibbe 2003. Stibbe C., Trebenishte: the fortunes of an unusual excavation, Rome 2003.

Terzan 1997. Terzan B., Heros der Hallstattzeit. Beobachtungen zum Status an Griabern um das
Caput Adriae, in Becker C., Dunkelmann M.L., Metzner-Nebelsick C., Peter-Rocher H.,
Roeder M., Terzan B. (eds.), Xpovog — Beitriige zur prdhistorischen Archdologie zwischen
Nord — und Siidosteuropa — Festschrift fiir Bernhard Hdnsel, Internationale Archéologie,
Studia honoraria 1, Espelkamp 1997, 653 — 669.

Terzan 2007. Terzan B., Pripoved situlske umetnosti z Magdalenske gore pri Smarju, in Miiller
J. (ed.), Smarska knjiga. Jubilejna monografija ob 500-letnici Solstva v Smarju, Smarje-Sap
2007, 81 —90.

Themeles, Touratsoglou 1997. @¢ueing I1., Tovpdtooyrov 1., Or dapor tov Aepfeviov, Athens
1997.

Touloumtzidou 2011. Toviovutlidov A., Metdlivo ayyeio Tov 4ov — 200 at. w. X. omd TOV
EMadko ydpo, Doctoral dissertation, Aristotle University of Thessaloniki, Thessaloniki 2011.

Tresidder 2004. Tresidder J., 1001 simbol: ilustrirani vodnik skozi svet Simbolov, Notranje Gorice
2004.

Tsimbidou-Avloniti 2005. Toymidov-AvAinvitov M., Makxedovikoi tapor atov Poiviko kar oTov
Ay1o ABovaoio Ocaoalovikns. Zoufoln atn LEAETH THS EIKOVOYPAPIOS TWV TAPIKDY UVHUEIWY
¢ Maxedoviog, Athens 2005.

Turk 2005. Turk P., Podobe zZivijenja in mita, Ljubljana 2005.

Tzanavari 2016. Tlavapapn K., Xdakiveg owvoyoeg eAANVICTIKGOV Xpdvev amd T0 VEKPOTUQELD
g apyaiog Anmg, in INavvorodrov M., Karivn Xp. (eds.), Tiuntixog topog yio t 2téiio
Apovyov, nyadw 1, ABfva 2016, 558 — 578.

143



MONUMENTA | Martina Bleci¢ Kavur

144
Vaupoti¢ 2016. Vaupoti¢ A., Semiotika in realizem, Primerjalna knjizevnost 39.2 (2016), 101

—119.

Werness 2006. Werness B.H., The Continuum encyclopedia of animal symbolism in art, New
York 2006.

Zaccaria Ruggiu 2004. Zaccaria Ruggiu A., I banchetto omerico e gli stili di vita dell’aristocrazia.
L’esempio delle situle, in Fano Santi M. (ed.), Studi di archeologia in onore di Gustavo
Traversari, Archaeologica 141.2, Roma 2004, 963 — 993.

Zaghetto 2007. Zaghetto L., Iconography and Language: The missing link, in Lomas K.,
Whitehouse R., Wilkins J. (eds.), Literacy and the State in the Ancient Mediterranean, London
2007, 171 — 181.

Zaghetto 2018. Zaghetto L., Il metodo narrativo nell’ Arte delle situle, ARIMNESTOS, Ricerche
di Protostoria Mediterranea 1 (2018), 239 — 250.



Fig. 1. Bronze goats from Macedonia 1) Trebenista (George Ortiz Collection, after Stibbe 2000), 2) Trebenista, tomb 1,
3) Gevgelija (after Mutafchieva 2018)

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



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

Fig. 5. Glass seals from 1) Vi¢ja luka, grave 4 (after Bleci¢ Kavur, Kavur 2017), 2) Olynthos, MG 9 (after Ignatiadou 2013)



3 4

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. 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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