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PAINTED DECORATION
FROM A VIMINACIUM TOMB*

DRAGANA ROGIC, Institute of Archaeology Belgrade
E-mail: rogic.dragana@gmail.com

ABSTRACT

This paper addresses the technological and iconographic aspects of the wall painting
of tomb 3130. The tomb differs from most tombs with preserved wall painting in Vi-
minacium by its vaulted architectural construction. During the conservation of the
wall painting in 2017, significant technological and iconographic conclusions were
reached. An attempt was made to identify the stone panels of the lateral sides and the
motifs on the frontal sides of the tomb by iconographic interpretation.

KEY WORDS: WALL PAINTING, TECHNOLOGY, MORTAR, PIGMENTS, STONE
PANELS, CONGLOMERATE, NUMIDIAN MARBLE, EDXRE, PEACOCK

* The article results from the project: Viminacium, Roman city and military camp - research of the
material and non material culture of inhabitants, using the modern technologies of remote detection,
geophysics, GIS, digitalisation and 3D visualisation (no 47018), funded by The Ministry of Educa-
tion, Science and Technological Development of the Republic of Serbia, as well as the project of the
Ministry of Culture: “Conservation and presentation of the wall paintings from archaeological sites:
Amphitheater, Facility with apse and Warehouse of oil - Viminacium’.
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INTRODUCTION

Most of the discovered examples of Roman wall painting from funerary mon-
uments in modern day Serbia come from the area of Viminacium.' The wall paint-
ing of tombs G-3130, G-5464, G-5 and G-5868 are exhibited at the archaeolog-
ical site of Viminacium itself, in Domus Scientiarium. “The tomb with cupids”
- G-160, was conserved and exhibited in situ, at the site of Pirivoj in Viminacium.
Frescoes from two Viminacium tombs, G-5517 and G-2624, are exhibited in the
National Museum in Pozarevac.

Tomb 3130 was discovered during archaeological research in 1983 (Fig. 1).
According to the archaeological data, it was dated to the second half of the 4
century. The tomb was constructed using horizontal brickwork bound by lime
mortar, and with a rectangular base. The outer dimensions of the grave are 260 x
205 x 80 c¢m, the wall thickness is 30 cm. The inner depth is 75.08 cm. The floor is
not preserved, but it had a brick covering. On the preserved upper wall gradient
the beginning of wedge-shaped mortar joints indicates that there existed a barrel
vault. The tomb was oriented west-east, with a deviation of 12° towards the south
in the western part but was, for the most part, destroyed in a looting. No artefacts
were found and the skeleton was not preserved.?

This grave is very specific because of its vaulted architectural construction. Of
the six tombs with preserved wall painting, three have a trapezoidal cross-section.
According to the data from 2007, of 29 graves and tombs, 17 have a trapezoidal
cross-section, 6 have a barrel vault, 3 have a rectangular cross-section and 3 have
a cross vault.’?

Two sides of this grave (west lateral and south frontal) were discovered and con-
served by the experts of the Republic Institute for the Protection of Cultural Heri-
tage, in Belgrade, from 1983 to 2009. These two units are displayed in the Domus
Scientiarum Viminacium, while the north and east side were conserved in 2017.

1 Also, a large number of examples of wall painting from various buildings: thermae, amphitheatres,
villas, basilicas etc, was discovered in Viminacium during archaeological research, in: Rogi¢ 2017,
153 - 157; Nikoli¢ et. al. 2017, 62 - 70; Rogi¢ 2014, 507-512.

2 Documentation of the Institute of Archaeology.
3 Kora¢ 2007, 29; Kitanov 2017, 98-99.
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Fig. 1. Photographs of tomb
3130, from the archaeologi-
cal research in 1983.




Fig.2. The back of the wall P T
painting before the works, i w‘ -
showing the overhang of the = T v

wall painting on the edge of

the support.

:-‘g-m' . T Y
Wi

During conservation works in 1983, the wall painting from the frontal (north)
side of the tomb was removed together with the bricks - that is, a part of the wall.
The conservation works on this wall painting in 2017 began with the removal of
bricks from the back of the wall painting. The brick layer was removed by chis-
els and a grinder. The plaster surface was very loose, since the lime had almost
completely lost its binding power, for which reason a gradual consolidation was
carried out, and the lacunas were consolidated with a new material. The first step
to follow the consolidation was the levelling of the plaster, i.e. making it thinner
by removing the majority of the arriccio (a coarser layer of plaster).

The narrower, lateral edges of the wall painting were bent so that the painting
assumed the dimensions of a temporary support, a plank, rather than its original
dimensions (Fig. 2). The hanging edge was later straightened, allowing the actual
dimensions of the painting to be determined. New plaster was applied to the back
of the wall painting, which further consolidated and fortified the unit. Then, a
reinforced polyester support was constructed. Although aluminium honeycomb
panels have been used as supports for years in the conservation atelier in Vimi-
nacium, it was decided to use the polyester type of support this time, so as to
cohere the conservation methodologies applied on the two sides of the tomb, con-
served by the experts of IPCH.* The reinforced polyester supports are lightweight

4 Institute for the Protection of Cultural Heritage (of Serbia).
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and thin and paintings conserved this way can be hung on a wall. Any other type
of presentation, such as the one discovered in situ (in the object’s walls), would re-
quire a huge space for display,’ which would currently be impossible since a large
collection of conserved wall paintings already exists in Viminacium.

When the support was dry, the unit was turned face up and its original panels
and, afterwards, the facing, too, were removed. The painted part was covered with
a thick layer of dirt and salt. It was cleaned both chemically and mechanically. The
best effect was obtained by using the Mixture AB 57° then, after neutralisation,
the softened dirt layers were removed using scalpels. The red painted areas were
considerably worn. The consolidation of the painted layer was carried out using
3% Paraloid B-72 in acetone. The old putty fillings were removed, after which the
filling of the damaged areas was carried out, and then boarding and decorative
plaster was added. The decorative plaster was made in the same way as that used
by the experts of IPCH, with grey sifted sand used as the aggregate. The grey
colour of the decorative plaster is neutral and makes the painted content more
prominent. The dimensions of the north conserved unit are 68 x 147 cm.

The back of the plaster on the lateral (east) side of the tomb was levelled in
the conservation campaign of 2009, under the direction of M.A. Miroslav Stano-
jlovi¢,” on which occasion the consolidation of the back, together with the plaster
layers, was also carried out. During the project in 2017, a polyester “support” was
cast (as in the case of the north side). All the other conservation procedures were
carried out in an identical way to the front of the tomb. The dimensions of the
conserved lateral side are 79.5 x 204 cm.®

5 Cranojnosuh 1997, 59-60.
6 Mora, Mora, Philippot 1984, 342.
7 Conservator from IPCH.

8 The conservation and restauration were carried out by: Sanja Blagojevi¢, Mihajlo Mandrapa, Kris-
tina Ponjavi¢ and Dragana Rogi¢. The works on the conservation and restauration lasted for two
months.
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Fig. 3. The plaster on the
wall painting of tomb 3130.

Vivere Militare Est. From Populus to Emperors - Living on the Frontier

TECHNOLOGICAL CHARACTERISTICS
OF PLASTER AND PIGMENTS

The plaster of this tomb’s wall painting has two layers. The arriccio is composed
of slaked lime and fine sand, about 2-3cm thick while the intonaco contains a high
percentage of ground brick (of very fine granulation), the thickness of this layer
being 0.5 to 1 cm. This was covered with a thin layer of whitewash, onto which
the painting was applied using the fresco technique. Intonaco with brick powder
filler and whitewash was also identified on the wall painting of tombs 5517,° 2624
and 5464 (Fig. 3).

The pigments of the wall painting were processed using the pEDXRF' (por-
table energy dispersive X-ray fluorescence) analytical technique. This analytical
technique was chosen because it is non destructive and is especially suitable for
work with archaeological artefacts." The elemental composition of all the inor-
ganic materials is obtained using this type of analysis. Its important characteristic
is the possibility for it to be applied outside the laboratory, i.e. directly on archaeo-
logical sites, in museums, on cultural heritage artefacts, etc.'> The pigments of the

9 Cranojnosuh 1992, 57.

10 Portable EDXRF spectrometer, used for the analyses shown in this paper, was developed in the
Laboratory for Chemical Dynamics and Permanent Education (060), at the Vinca Institute in Bel-
grade.

11 Desnica 2012, 187-196.
12 Gaji¢-Kvascev et al. 2012, 1025-1033.
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Fig.4. A detail of the analyti-
cal process of identifying the
green pigment, carried out
by applying the pEDXRF
technique

A tseaeiium G-3030, CRVENE partij . .
“ui T T T T T r r - - Fig. 5. Comparative spec-

_::: m..": trums scanned on the red
w00 ——ladatien il areas of the painted layer
of the frescoes from tomb
1
P \ 1 G-3130
|
| f J
¥ e n =

wall painting of tomb 3130 were analysed in the Domus Scientiarum Viminacium
(Fig. 4). The painted layer of the west side of the wall painting was analysed in
eight spots, while the painted layer of the south side was analysed in six spots.
Tables 1 and 2 show the results of these measurements: the detected elemental
composition in the examined spots and, based to that, the identified pigments."

13 Le. the predominant elements, those present in a moderate percentage, and those present in trace
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The palette of the pigments used for painting the frescoes from the tomb is limit-
ed to the usage of earth tones: green earth, red and yellow ochre. On certain red
areas of the painted layer on the fresco of the south wall an intense peak of lead
was detected. By the hue of the examined area, the use of lead oxide (Fig. 5), which
was probably mixed with red ochre, can also be presumed. The applied analytical
technique cannot yield the data that would make precise identification of the pig-
ment used on the black areas of the painted layer possible.™*

The results of the qualitative EDXRF analysis:
Table 1. Elemental composition of pigments, G-3130

Spot of Colour of the | Detected chemical . .
. Identified pigment(s)
analysis analysed spot | elements
1 Ochre Ca, Fe, Sr Yellow ochre
Ca, Fe, Sr, K, Hg,
2 Red 4 ? i & Red ochre
Pb, Ti, Mn
3 Green Ca, Fe, S1, K, Ti, Mn | Green earth
4 Ochre Ca, Fe, Sr Yellow ochre
5 Ochre Ca, Fe, Sr Yellow ochre
6 Brown Ca, Fe, Sr, Mn, Ti, Red ochre
Precise identification
i t
7 Black Ca, Fe, Sr, K s no‘ )
possible using the
applied technique
8 Ochre Ca, Fe, Sr Yellow ochre

amounts only.

14 T would like to thank Dr Maja Gaji¢-Kvasc¢ev and Velibor Andri¢, experts at the Vinca Institute

of Nuclear Sciences (Laboratory for Chemical Dynamics and Permanent Education (060) Dept. of

Chemical Dynamics) for the scanning and identification of the pigments.
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Table 2. Elemental composition of pigments, G-3130

Spot of Colour of the Detected chemical . .
. Identified pigment(s)

analysis | analysed spot elements
R hre,

1 Red Ca, Pb, Fe, 5, Ti, K | ~ed ochrer
Red lead-minium

2 Green Ca, Fe, St, K, Ti Green earth

3 Green Ca, Fe, Sr Green earth

4 Red Ca. Fe, Pb, St, Ti Rejd.ochre, Red lead-
minium

5 Red Ca, Fe, Sr, K, Ti Red ochre
Red ochre,

R 3 P bl F b bl T.
6 ed Ca, Pb, Fe, Sr, Ti Red lead-minium
ICONOGRAPHIC ANALYSIS

The wall painting was preserved only in the lower zone of tomb 3130; since the
tomb was vaulted, there probably existed some kind of painted ceiling decoration
as well.

Completely symmetrical iconographic patterns (Fig. 6) are visible on the re-
mains of the wall painting of the lateral walls (west and east) of tomb 3130. Two
identical quadrilateral fields with panels are presented. The background of the
wall painting is white and while, in one field, diagonal orange stripes were painted
(on the left side), in the other they are green and blue (on the right). Over them, in
the form of a drawing, there are brown ellipsoids and circles. The larger ellipsoids
are inclined to the left, while the smaller ones and small circles fill in the space
around them. The ellipsoids are painted very precisely, with a thin brush and in
brown paint, evidently by an expert painter. The frames are also precise, as if for
that purpose a ruler was used. A quadrilateral frame was rendered as a thick black
line, then another, smaller and thinner one, was drawn, its outer edges connected
to the inner edges of the larger one by diagonal black lines. These frames seem to
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imitate the slanted and treated stone edges. The frames with ellipsoids are bor-
dered by an ochre area, while a red vertical border in the middle of the painting
divides it into the right and left side. The painting also has a red horizontal border,
about 40 cm from the lower edge of the wall painting. Both the red and the ochre
border are 10 to 15 cm wide.

It is very difficult to determine what kind of panels were actually simulated
here; panels of this kind are commonly referred to as marble panels in bibliogra-
phy, but geologists and petrologists would not consider this terminology correct.
Marble, as one of the most durable and luxurious materials, was widely used as a
wall covering, for entire walls (in the Hellenistic period) or just for the lower wall
zones in Late Antiquity. This material, besides being exceptionally decorative, also
served as an insulation material and was easy to maintain.

Pliny notes that marble is cut with sand and a saw, so that the saw push-
es the sand and disperses it. The luxurious marble interiors and the ex-
ploitation of marble were considered useless, decadent and pretentious
by Pliny, because of the difficulties with its transportation from the re-
mote parts of the Empire and the disruption of the balance of nature.

After the defeat of Egypt in the thirties BC, the Romans “discovered” a whole
new spectrum of polychromatic marbles. Marble was imported from Egypt, as
well as from Attica, Euboea, Chios, Phrygia, Teos, Paros, Scyros and Numidia.

The choice of marble did not only convey an economic and exotic message, it
also revealed information about the political situation and the territory which be-
came Roman, whereby different kinds of marble were called: Phrygian, Sidonian,
Numidian, etc. In the Augustan Age, every respectable monument or tomb had
marble panels.

Although marble covered walls looked magnificent, the look of different types
of marble was often mimicked in painting throughout the Empire. The reason for
this lies not only in its precious nature, but also in the fact that it was very difficult
to obtain marble from remote parts of the Empire.

As the most popular motif, marble was mimicked everywhere in tem-
ples, basilicas, villas, porticos, public baths etc. Certain patterns were vivid-
ly coloured, imitating the exotic stone. Sometimes these imitations even had
a three-dimensional effect, where engraved and cut stone was mimicked.
The imitation of marble and stone is very frequent in the lower zones of funerary
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painting in Late Antiquity. These imitations are simplified and schematised and
often cannot compare with the more realistic works from the earlier periods.
Searching for analogies in petrology, it was premised that the panels of some
types of sedimentary rocks, such as conglomerates and breccia, were depicted
on the painted surfaces of tomb 3130. Conglomerates (Latin Conglomerare — ac-
cumulate, Fig. 7) are made of round rock segments. These ellipsoid and round
shapes are actually pebbles and can occur in a uniform or random pattern. The
round shapes are connected by an adhesive, that is, the “cement”. Conglomerates
can be of various colours, most often white, grey or red. Granites and other types
of igneous rock can give completely spherical shapes. The roundness of the frag-
ments is the result of transport and these are mostly fragments of less durable
types of rock.” Breccia (Latin Breccia — crushed rock, Fig. 8) is, unlike conglom-

15 Terzi¢, Obradovi¢, Aleksi¢ 1967, 113-115; ITporuh 1984, 34-58.
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Fig. 6.

a. The lower zone of G-3130,
the east side (the original
wall painting)

b. A reconstruction of stone
panels from tomb 3130,
painted by D. Rogi¢
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Fig. 7 A sample of
conglomerate from the
collection of the Faculty of
Mining and Geology,

in Belgrade.

erate, composed of coarse fragments of rock of the same or various kinds of stone

and the adhesive, the “cement”. The size of fragments and their relationship with
the adhesive vary. Usually, the cement has the same composition as the breccia
itself, but there are also cements with a different composition.'® Because of its an-
gled fragments, breccia will not be taken into consideration as a possible pattern
for the examples examined further in the paper.

In the examples from the bibliography focused on the identification of panels
in the painting of Villa A of Poppaea, a similar type of representation is defined
as “marmor numidicum’, i.e. giallo antico."” The examples of Numidian marble
from Villa A of Poppaea are very different from one another, which was probably
as a result of the artists who rendered these paintings. Numidian marble, which
came from a quarry in the ancient town of Simitthus'® in Tunisia, is ochre to al-
most white, with dark yellow, reddish or brown veins.” Diocletian produced a
list of 19 kinds of marble, of which pavonazzeto and giallo antico are the most
expensive. This was data from the 4" century, and in the Augustan Age the prices

16 Terzi¢, Obradovié, Aleksi¢ 1967, 115-116.
17 Malacrino 2010, 28.

18 The Roman Simitthus was founded as a Berber town of Chemtou near Mount Chemtou (Djebel
Chemtou), from where the precious Numidian marble was extracted.

19 Malacrino 2010, 28.
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were probably even higher.*® Consul M. Lepidus (year 676 from the founding of
Rome) is the first person to have a numidian marble threshold in his house.”' Also,
a combination of porphypy and giallo antico marble was identified on an example
of a wall painting from France (Fig. 9, Soissons, rue Paul Deviolaine, salle XIII).*
However, since the analogous examples from Italy and France have decorations
with reddish ellipsoids on a yellow background, which is defined as giallo antico,
they will not be taken into consideration as possible models for the examples from
Serbia, since they are rendered in a different colour scheme.

Analogous representations of panels from Serbia can be seen in the wall paint-
ing from tomb no. 4 (the tomb with an anchor) at Naissus* (Fig. 10) and a tomb
from Beska* (Fig. 11 and 12). If we compare the wall painting of these three tombs
(the tombs from Viminacium, Beska and Naissus), they can all be connected by
the ellipsoid motifs, in all three fields of the lower zone of the north wall in Beska,
two fields on both the west and the east side of tomb 3130 from Viminacium, and
in one field of the tomb with an anchor from Nis.

In the lower zone of the west wall of tomb no. 4 from Ni$ (end of the 4" - mid-
dle of the 5™ century),” a grey marble frame is painted and the panel is inside it. It
was concluded that the panel from Nis is conglomerate,* in which a reddish-or-
ange area can be seen, which would be the “cement”, with ochre and umber ovoid
motifs. In the tomb from Nis there are no diagonal lines and representations of
slanting stone edges.

The tomb from Beska (4™ century) contains three fields in the lower zone of
the north side, i.e. panels with a pattern of ellipsoid shapes. The panels are inserted
into black square frames, which are, as in tomb 3130 from Viminacium, bordered
by another, larger frame; they are connected by diagonal lines, which look like
supports (?). Unlike the representations from Viminacium, these have the frames

20 Fant 2007, 339; Malacrino 2010, 30.
21 Plin. NH. XXXVT, 2, 6.

22 Allag, Monier, 2003, 361.

23 Paxonuja 2009, 94-95.

24 Marijanski - Manojlovi¢ 1987, 23.
25 Paxonuja 2009, 87 - 88

26 I am grateful to Dr. Violeta Gaji¢, Dr. Nebojsa Vasi¢ and Dr. Predrag Vuli¢, professors at the
Faculty of Mining and Geology, for their help in the interpretation of the stone panels in the wall
paintings of Viminacium, Naissus and Beska.
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Fig. 8 A sample of breccia
from the collection of the
Faculty of Mining and
Geology, in Belgrade.



Fig. 9 After: Allag, Monier,
2003, 361, ﬁg 10 Cliché J.- F.
Lefevre, CEPMR.

Fig. 10. After: Paxonuja
2009, fig. 27.
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Fig. 11. A field on the
right side of the tomb in
Beska, after: Marijanski -
Manojlovi¢ 1987, 23.

Fig. 12, The middle
field, after: Marijanski -
Manojlovi¢ 1987, 23.



connected not only by diagonal lines in the corners but also by three straight lines
at right angles on each of the longer sides. The fields on the left and right side have
the same painted content - on the white plaster background, ellipsoid motifs of
various sizes are painted and outlined in brown. Over the patterns with pebbles,
thicker ochre, green and blue lines are painted. These patterns of round and ellip-
soid shapes with diagonal lines (Fig. 11) are the most similar to the patterns from
Viminacium tomb 3130. The middle field of the north side of the tomb from Bes-
ka contains irregular shapes that resemble ellipsoids (Fig. 12). These shapes are
outlined in red and the space around them is decorated with red curved lines. The
inside of the ellipsoids is filled with ochre, but in such a way that the white mortar
background is visible between the red line and the ochre. Again, the analysis of
this example shows that this could be a representation of conglomerate.

In other countries in this region, various examples that are reminiscent of con-
glomerate can be observed in tombs, with examples from Bulgaria, Greece and
Hungary. On the lateral sides of tomb 7 from Serdica (Bulgaria),”” three rectan-
gular fields are observed, and here, the left and the right one are important for
the current research (Fig. 13), since they contain deformed smaller and larger
ellipsoid forms, outlined in dark red, while the inside areas are ochre, but there is
some space between the red outer line and inner ochre colour where the colour
of the background is visible (as in the case of the middle field of the tomb from
Beska). The fields with red and green backgrounds containing ellipsoid forms are
also seen in the lower zone of The Burial Chamber of the “Jug” (Sopianae, mod-
ern Pecs, 4™ century),” next to the niche. A strikingly similar motif, which can be
compared to conglomerate, is an example from the Early Christian mausoleum
in Pecs (4™ century, Fig. 14),”” where the frames with panels are on the north and
south wall. A Christogram is painted on the east wall. *°

In Thessaloniki tombs and graves from the period of Late Antiquity (no. 20,
49, 53, 78, 91, 94 and 99), stone panels are a common motif in the lower zones,
and marble, conglomerate and breccia are the most frequently depicted types

27 Pandurski in Pillinger et al. 1999, 67, Tafel 68, Abb. 133.

28 Magyar 2009, 113-114, fig 6.

29 “Early Christian Mausoleum” along St. Stephen’s Square - just one component of Pecs, Hungary.
30 Filep, Bachman, Pintér 1988, fig. XVL
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Fig. 13. Serdica, tomb 7,
watercolour painting of
the east side, (photo by K.
Sestakov-A. Michailov),
after: Pillinger, et al. 1999,
Tafel 68, Abb. 133.

Fig. 14. Early Christian
mausoleum in Pecs, after:
Fiilep, Bachman, Pintér
1988, fig. XVI.
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Fig. 15.

a. South “frontal” side
b. A detail of the north
frontal side

Fig. 16. Theoretical
reconstruction of the
frontal side of tomb 3130,
painted by: D. Rogi¢

Vivere Militare Est. From Populus to Emperors - Living on the Frontier
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of stone.” Various kinds of conglomerate can be seen in “Stasovski” tomb from
Kerch.”> Most of the described tombs with stone panels contain paradisiacal mo-
tifs, i.e. floral and bird motifs, in the upper zones.

The representations of panels from the Viminacium tomb are considered a
type of conglomerate; however, what makes them different from conglomerate
are the diagonal lines, which cannot be seen in the natural stone. Taking all of the
illogicalities of these explanations into consideration, it might be better to rely on
the artistic imagination, which fuses together dissimilar elements and produces
specific examples like these. The above mentioned tomb is the only one with a
depiction of conglomerate at Viminacium.

THE NORTH AND SOUTH SIDES

A quadrilateral entrance to the tomb probably existed on the north or south
side, and it could have been placed in the upper zone. These two “frontal” sides
had identical iconographic representations, judging by their remains. A large bird
surrounded by fruits or floral motifs (?) was painted inside a “frame” of red and
ochre borders. On both sides, only the lower portion of the painting is preserved,
and only a pair of bird’s legs (of a dark brown colour), as well as red heart-shaped
fruits - or flowers, are visible. The fruits are similar to apples and there are two
small leaves in each of the upper gaps. In all likelihood, the frontal, vaulted side
was decorated with a large representation of a peacock, judging by the size of the
bird’s legs, and its tail was depicted on the vaulted part. A part of the bird’s body,
i.e. its blue stomach, is preserved. Other peacocks from the funerary objects of
Viminacium, where they are represented in pairs or individually, are also painted
in blue. Their tails are most often depicted in a reddish hue, which served as guid-
ance in the reconstruction.

The red fruits are preserved only at the level of the bird’s legs (Fig. 15). The
fruits possibly surrounded a large representation of a peacock in the lower zone,
and probably ornamented the ceiling as well (Fig. 16). Fruits of a similar shape

31 Mapxij 2006: Tomb no. 94, 178; Tomb no. 49, 143, 144; Tomb no. 53, ITivakag 19, 174, 175; Tomb
no. 91, 177; Tomb no. 78, 176; Tomb no. 20, 157; Tomb no. 99, ITivakag 21, 178.

32 Logdacheva et al. 2011, 201, 202.
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can be seen in the ”Stasovski” tomb from Kerch,* and their spatial distribution
is random, they are placed in the upper zones and on the ceiling, around all the
representations, but do not appear on the “floor”. Heart shaped forms can also be
seen in a tomb from Thessaloniki.** Peacocks combined with a variety of other
motifs: floral, vines, other birds, garlands, wreaths etc., appear in Thessaloniki
tombs, but only those representations of peacocks which can be connected to rep-
resentations of stone panels will be taken into consideration here. In tomb 94, a
peacock with a floral background is painted in a lunette, while stone panels are
depicted in the lower zone. A peacock and a peahen are painted in the lunette of
tomb 91, and below them there is a frieze with grapevine motifs, while the lower
zones are decorated with representations of stone panels. A panel with conglom-
erate is presented in tomb 20, where the other sides of the tomb are decorated by
bird and floral motifs. *>

In the upper zone of the vaulted, frontal side of the tomb in Silistra,* two pea-
cocks flanking a kantharos, surrounded by red flowers on green leafy stems, are
painted. In addition, a tomb from Iznik* has a painting of two peacocks facing
each other in a flower garden.

A peacock as an iconographic motif was very common in the funerary art of
the period of Late Antiquity, both pagan and Christian. It represents a symbol of
the victory over death.*®

As has already been mentioned, peacocks were used to decorate the walls of
the following Viminacium tombs: G-5517, G-5464, G-5313, G-2624 and G-160.
In tomb G-5517, on the west “frontal” side, a Christogram in a laurel wreath is
painted, while on the east side there is a representation of the Garden of Eden -
two peacocks flanking a kantharos (Fig. 17). The lateral sides are decorated with
hunting scenes.” On the west side of tomb G-2624 there is a waist up painting of
a woman, which is one of the most beautiful Late Antique representations, while

33 Rostovtzeff 1919, 148-149.

34 Mapxi 2006, fig. 59, 127.

35 Mapxt; 2006: Tomb no. 94, 178 (fig. 132); Tomb no. 91, 177 (fig. 131); Tomb no. 20, 157.
36 Atanasov 2007, 451.

37 Barbet, Selcuk Sener 1999, 213.

38 Andelkovi¢, Nikoli¢, Rogi¢ 2011, 233-238.

39 Kora¢ 2007, 41.
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Fig. 17. The east side of
tomb G-5517,
Photo by: M. Kora¢

on the east side there is a servant with offerings. Large greyish-blue peacocks with

a kantharos, turned towards a female figure (Fig. 18)* are painted on the lateral
sides. In tomb G-5464, two peacocks facing each other with an amphora between
them are placed on the west “frontal” side (Fig. 19). The peacocks are painted in
light blue. The other sides of the tomb are decorated by stylised vine motifs. Tomb
G-160 is referred to as “The tomb with Cupids”. The scene on the west frontal wall
is indistinguishable but, according to analogies, it can be presumed that this side
was dedicated to the deceased. A representation of two Cupids is painted on the
east side. The iconographic content of the south and north wall is almost identi-
cal. Standing figures in an “offering (procession)” scene are painted inside large

40 Andelkovi¢ Grasar, Tapavicki Ili¢ 2015, 18; Andelkovi¢ Grasar 2015, 271-272.
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Fig. 18. The lateral
side of tomb G-2624,
Photo by: M. Kora¢

Fig. 19. The west
frontal side of
tomb G-5464.

Photo by: M. Kora¢

Vivere Militare Est. From Populus to Emperors - Living on the Frontier

frames. On the north wall, there is a male figure in a short blue robe. A female fig-
ure is depicted in a larger frame on the south wall. Grapevine motifs ornament the
upper frieze of the north and south wall. Below, there are two smaller frames with
painted peacocks surrounded by flowers and kalathoi (Fig. 20). In the next frame
(closer to the west wall) there are two birds flanking a bowl filled with flowers. *!

41 Korac¢ 2007, 125-140; Andelkovi¢ Grasar, Nikoli¢, Rogi¢ 2013, 73-100.
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Fig. 20. One of the
frames on a lateral
side of tomb G-160.
Photo by: M. Korac.

In tomb G-5313, a peacock is painted inside a trapezoidal field (Fig. 21) of the
east frontal side, but the painting is damaged to a large extent.*> On the south and

north side there is a representation of hortus conclusus.

The greatest number of vaulted tombs is actually located in Bulgaria, and
vaults of tombs no. 6, 7 and 8* from Serdica have floral decoration. Tomb no. 7
from Serdica has an almost square base, is vaulted and has a square entrance on
the north side, in the vaulted part. It is maintained that this tomb’s lower part was
below ground level while its upper half was above ground. Floral decoration is
painted on the vault. The lateral sides contain representations of stone panels. The
panels from the lower zone, as well as the floral motifs on the vault, could serve
as inspiration in the reconstruction of the decorative repertoire of tomb G-3130.

A floral repertoire with garlands, kalathoi and birds is painted on the vaults
and vaulted sides of tomb 2007.03 and the “Tomb of Chrysanthios’, in Sardis.**
According to all the information about the wall painting of the above mentioned
tombs, it is highly probable that the vault of tomb G-3130 from Viminacium was
ornamented by some other motifs as well.

42 Kora¢, 2007, 23 - 24; Andelkovi¢, Nikoli¢, Rogi¢ 2011, 231-248.

43 Mustes 1925, Serdica, tomb 5, 35-44 (Fig. 12 and 13); Serdica, tomb 6, 45-54 (Fig. 17 and 18);
Serdica, tomb 7 55-67 (Fig. 20); tomb 8, Kitanov 2014, Abb. 1 and 2.

44 Rousseau 2014, 193, 194, fig. 2, 4 and 5.
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Fig. 21. Presumed
reconstruction of the
frontal side tomb G-5313,
painted by: D. Rogi¢

Fig. 22. Scheme of the
distribution of wall
paintings in tomb G-3130
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CONCLUSION

Through the work on the conservation of these wall paintings, a number of
technological and iconographic conclusions were reached. The intonaco of tomb
G-3130 contains a high percentage of ground brick and is covered with a thin lay-
er of whitewash on which the painting was rendered, as in tombs G-5517, G-2624
and G-5464. According to the technological details, such as the composition of
the plaster and the white lime background for the painting, it could be concluded
that the wall painting of the above mentioned tombs comes from artists from
the same painting atelier, with established technological regulations. Pigments in
earth tones and red lead paint were used in the decoration of tomb G-3130, a fact
which was determined by the application of the pEDXRF analytical technique.

Since this tomb was vaulted, in all likelihood, the upper zones and the vault itself
probably had a rich iconographical content. On the remains of the painting of the
lateral sides (west and east) of tomb G-3130, a completely identical iconographic
pattern is seen. On each side there are representations of two identical quadrilat-
eral frames with imitations of stone panels. Similar representations of panels can
be seen on the wall paintings in tomb no.4 from Naissus and a tomb from Beska
(in Serbia). All of these paintings differ in colour, pattern and size of the ellipsoids.
Also, it can be deduced that they do not represent imitations of natural stone, but
that the painters were focused on details which they multiplied, and these details
closely resemble conglomerate. However, in the cases of tomb G-3130 and the tomb
from Beska, the painters combined the conglomerate details with veins of marble,
thus creating very original results. Certain researchers mention the possible use of
catalogues which itinerant painters used in their painting. The extent of the suc-
cess of copying these motifs depended on the individual artist. Since the desire for
change is in an artist’s nature, it would be natural to rely on the artistic imagination,
which is always vivid and tends toward modification. The extent to which copying
was faithfully carried out depended on the artist. It seems that it was not required
to imitate a certain type of marble and that the choice of colours was more liberal. If
we bear this in mind while studying the examples of panels from Viminacium, then
they could represent a fusion of conglomerate and marble.

In other nearby countries, analogous examples which come from tombs can be
seen among finds from Bulgaria, Pecs and Thessaloniki. In tombs from the period
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Fig. 23. Presumed
reconstruction

of tomb G-3130,
painted by: D. Rogi¢

.’,—.‘ Vi"i" "”-? \f'ii
;—!’5,%3_ V"# ﬁ* 4%
b* u%w‘u‘a ¥
g a;,%i?,f’ et 32

e e Ey i': :

XY L A
/ ( 47 )

of Late Antiquity, the motif of stone panels is common in the lower zones, while
the upper zones contain representations of birds and floral motifs.

On the north and south side (of tomb G-3130) the lower zone contained a
painting of a peacock surrounded by red fruits. Since the available elements were
insufficient for an accurate reconstruction, the visual representation was recon-
structed according to analogous examples and logic (Fig. 23). The representation
in the lunette could not be reconstructed; it might have been a representation of
an amphora, grapevine, wreaths, Christogram etc., which would make it possible
to determine this tomb as pagan or Christian.

Translated by Jelena Miti¢
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