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A CONTRIBUTION TO THE STUDY
OF THE JASON SARCOPHAGUS FROM VIMINACIUM

Abstract. — The integral programme communicated by the so-called Jason Sarcophagus from Viminacium includes the
depictions of Jason’s and Perseus’ heroic deeds on its front. and of a satyr and maenad in ecstasy on the sides. The significance

of this funerary programme is examined on two levels: that of the symbolism of individual scenes, and that of their

interrelationship and the whole they constitute as different expressions of triumph over death. The sarcophagus is viewed

with respect to a related repertory of themes in the arts as well as to the time and place of its creation.
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variety of mythological themes combined
into a single whole make the so-called Jason
Sarcophagus from Viminacium an outstand-
ing work. Its symbolism has already been outlined and
the fact emphasized that the known examples of
funerary art from the neighbouring provinces of the
Empire provide no direct analogies.! These interpreta-
tions constitute a significant contribution, but a better
understanding of the importance and meaning of the
entire programme conveyed by this sarcophagus re-
quires a more comprehensive study nonetheless.

The programme of the Jason Sarcophagus will be
examined on two levels: firstly, through understanding
the symbolism of its individual scenes, and secondly,
through looking into their interrelationship, which in fact
is what lends this sarcophagus its distinctive value. The
study will focus on viewing this funerary repertory with
respect to classical literature and the religious, philo-
sophical, social and cultural context in which the sar-
cophagus was created, and also with respect to other
thematically related imagery from the arts of the period.

JASON SARCOPHAGUS
FROM VIMINACIUM

Description: Lidless sarcophagus of sandstone, 2.28 x
0.92 < 1.13 m. The front bears a rectangular inscription tabula
bordered with Norico-Pannonian volute and flanked by niches
topped with saddle-shaped volutes. The left-hand niche shows
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Jason holding a lowered spear in the right hand, and the Golden
Fleece in the left one raised high above a small leafy tree with a
serpent twisted round it. The right-hand niche shows Perseus
holding in his left hand a harpe in the form of a sword with its
tip turned upwards, and lifting Medusa’s head with the right. A
gryphon is lying by his feet. Both lateral sides of the sarcopha-
gus are divided into three niches, each central niche showing a
rather damaged figure. The one on the left side contains a male
figure, a cloaked satyr. The objects in his hands cannot be
identified any more, but clearly there is a serpent twisted round
his left arm. The central niche on the right side shows a female
figure, a maenad. seen from the back. Although the relief is
damaged, it is clear that her right hand once held the himarion
that was sliding down exposing the upper body. She holds an
unidentifiable round object in her high-raised left hand. Each of
the two figures on the sides is flanked by kantharoi with vines
and grapes.

Location of find: Drmno. Viminacium, now at the Barutni
magacin Pecina, Lower Town. Belgrade.

Date: Second half of the 2nd century or first half of the 3rd.”

Literature: Kanitz F. 1868, 407-9, with a drawing;
Cumont F. 1894, 28, figs 5-7; Kanic F. 1985, 182-3. with a
drawing: Vasi¢ M. 1905, 156-7; Pordevi¢c M. 1989-90, 136-7,
drawings 8-10.

! The Jason Sarcophagus has not been the subject of compre-
hensive study. Different authors. dealing with other problems. have
oftered its description, a drawing or a photograph. pointing to the
general meaning of individual scenes: Cumont 1894, 28, figs 5-7;
Kanym 1985, 182-3, with a drawing; HBophesuh 1989-90. 136-7,
drawings 8—10. M. Vasic¢ (1905. 156-7). studying the iconography
of a bronze vessel in the shape of a young satyr from Viminacium,
touched upon the origin of the Jason Sarcophagus.
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The study into the symbolism of this sarcophagus
should be preceded by an overview of the basic features
of its scenes. The front niches contain simplified ver-
sions of Jason’s and Perseus’ heroic exploits (fig. 1).?
The two scenes are conceived as counterparts, and
their compositional arrangement also makes them a
single whole. Both heroes are turned, and raise the
objects of their respective triumphs, towards the inner
side of the sarcophagus.

The simplified composition in the left-hand niche
depicts Jason’s obtainment of the Golden Fleece (fig.
2).% This reduction is better understood if compared with
more complex types of the myth.> Such comparison
makes it clear that the Viminacium relief depicts the
moment immediately following the very act of obtaining
the fleece, itself reduced to its basic iconographic ele-
ments: Jason holding the fleece and the serpent twisted
round the tree of life.

The scene of the Perseus myth in the right-hand front
niche is reduced in a similar way (fig. 3). Common
attributes such as the winged sandals or a kibisis are
not shown. Central to the identification of the scene,
however, are Medusa’s head, the harpe, and the helmet
of Hades, now barely discernible. A peculiarity of the
Viminacium relief is a gryphon by Perseus’ feet.®

This penchant for reduction is also observable on
the sides of the sarcophagus. The satyr (fig. 4) and the
maenad (fig. 5) in a Dionysiac thiasos are depicted con-
ventionally.” Compositionally, the two sides of the sar-
cophagus may be seen as a whole, which conceptually
they are indeed, constituting the joint satyr and maenad
type from the rich iconography associated with the
Dionysiac cult.?

The relief of the dancing satyr finds many analogies
in the imagery of Dionysiac festivities. The iconography
of satyrs had not been entirely fixed and consistent from
Hellenistic times. On the Viminacium sarcophagus he
appears fully in human form with his usual goatskin
(nebris) indicating his rustic aspect.” Its folds show no
motif of fruits which, as an attribute of the personifica-
tion of autumn, would provide a more precise indication
of his connection with the very action of gathering gra-
pes and with Dionysus.!? Given the state of preserva-
tion of this figure, it is difficult to say whether he had
a horse’s ears, whereas the rest of the relief behind his
legs shows that he had a tail. Nor is it quite clear whether
the Satyr held any, and what, objects, though a serpent
twisted round his left arm is discernible.!! Although
uncommon in funerary art, such a representation of
satyrs is completely consistent with the Dionysiac cult,
of which something more will be said later on. The

serpent is a common element in Dionysiac scenes, but
shown emerging from a casket in their bottom part.'?
There are examples — though few other than a Late
Archaic terracotta showing the satyr holding a serpent!?

2 Nor has the date of the sarcophagus been the subject of
study in its own right. M. Djordjevi¢ (Bophesuh 1989-90, 143)
argues that it was made at the Viminacium workshop, active from
the 2nd century. R. Turcan (1978, 1727), studying occurrences of
the myth of Jason on sepulchral monuments, singles out its
particular popularity between 150 and 180 AD. Noric-Pannonian
volute decorating niches with reliefs and flanking the inscription
tabula was fashionable on sarcophagi in the province of Pannonia,
especially Lower Pannonia, between the mid 2nd century and the
turn of the 3rd and 4th centuries, as shown by V. RuSevljanin-
Dautova (1983, 104-7). From these data and its style, the
sarcophagus has been dated to the turn of the 2nd and 3rd centuries,
the period of Viminacium’s greatest prosperity, when monuments
of similar iconography and style were created.

3 The identification of the two heroes, Perseus with Medusa’s
head and Jason with the Golden Fleece, was first proposed by F.
Kanitz 1868, 407-8.

4 In an exhaustive study on Jason and Medea on sarcophagi
under the Empire, V. Gaggadis-Robin (1994, 74-94) defines different
types of the scene in terms of the number and choice of personages:
Jason, certain Argonauts or Medea.

5 Such are, among others, the examples from the Basilica
Porta Maggiore or a relief in the Louvre. In both cases the serpent
obviously embodies the monster and is shown twisted round the
same tree from which the fleece is hanging. Jason is shown taking
the fleece while on the other side of the tree stands Medea holding
a vessel with the serpent bending above it, see Gaggadis-Robin
1994, figs 55 and 56.

% Gryphon as Perseus’ attendant also occurs in a marble
sculpture presently in a museum in Copenhagen, see Jones Roccos
1994, cat. no 61b. F. Cumont (1894, 28) believed, however, that it
was a dolphin, while F. Kanitz (1985, 182) defined it as one of the
monsters born to Typhon by Euchidna, daughter of Chrysaor, who
in turn had sprung from Medusa’s head. On this unusual
iconographic element, see below.

7 The identification of these scenes as showing a satyr and
maenad was first made by F. Cumont (1894, 29); F. Kanitz (1868,
408-9) believed they showed Heracles fighting with a serpent, i.e.
the Lernaean hydra, and Victoria.

8 Within the multilayered and iconographically rich theme of
Dionysiac thiasoi satyrs and maenads are also shown individually,
as a maenad, a satyr and maenad, or maenads in thiasoi, cf. LIMC
VIII, 1997, s.v. Mainades, nos 134—-143.

9 Dorcey 1992, 100.

10 This satyr type rarely occurs independently. They are more
frequently shown as attendants of the Horae where they personify
the season. They occur in monumental painting, but are not common
as free-standing statues. For these examples and the iconography of
satyrs, male personifications of the seasons and silvani, see Holden
1997, 127-47.

I Tt was the serpent that led F. Kanitz (1985, 18) to interpret
the relief as Heracles struggling with a serpent.

12 The serpent is shown in connection with the satyr on a sar-
cophagus from Lyon. It emerges from a casket beneath the satyr’s
feet and rises towards him, see Reinach 1912, 227, no 2.

13 Walters 1914, 174, cat. no 615.
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Fig. 1. Front of the Jason Sarcophagus from Viminacium, now in Barutni magacin »Pecina«,
Lower Town, Belgrade (photo 1. Stanic)

Ca. 1. Ipegra cwpana Jaconosol capxopaia 13 Bumunauujyma, bapyimnu matayun »Iefiune,

Homtt ipag, Beoipag (¢otio Citianuh H.)

— in which serpents twist round the arms of ecstatic
maenads. Thus a relief, which is now in the Uffizzi,'*
shows an ecstatic maenad with serpents twisted round
her legs. In a relief depicting the dancing maenads, in
the Verona Museum, !> the one leading the dance has a
serpent twisted round each arm. In the Viminacium
relief the serpent is twisted round the satyr’s arm. but
its meaning, consistently with the mystic and ecstatic
cult of Dionysus, would be the same.

It is impossible to make out whether the satyr held
an object in his right hand and, if so. what it was. From
what has survived of the relief, however, it may be
assumed that he held a serpent, as suggested by F.
Cumont,!© or rather. one of his usual attributes, or cult
objects,!” the shepherd's crook or a sickle. perhaps of
the type for cutting grapes falcula vineatica, as in the
mosaic of Sta Costanza in Rome showing the harvesting
and treading of grapes.!8

The maenad is shown as usually. dancing, himation
sliding down her back. The right arm being rather dama-
ged, her exact gesture cannot be established. From com-
paring it with other reliefs showing this maenad type,!”
she appears to have held the himation falling freely from
her hand. It remains unclear, however, whether the Vimi-
nacium relief once showed her holding a torch, as argued
by Cumont,?” or perhaps a thyrsos, this maenad type’s
frequent attribute. In her raised left hand she holds a
round object, not clearly discernible today. The rusticity
of the relief, its three-dimensional quality and an accen-
tuated depression indicate that it is not a tambourine
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(tympanon), as argued by Cumont?’ and as inferable

from the object’s position in the scene and the way in
which the maenad is holding it. The described proper-
ties of this relief would rather indicate a basket (cala-
thos), her usual attribute, or perhaps the crown of immor-
tality (corona immortalis), as suggested by Kanitz.??

14 Reinach 1912b, 35, no 1.

15 Reinach 1912b. no 2. At Ohrid, a dancing figure with the
serpent twisted round her body has been found. The serpent, snaking
up from the left knee and over the upper leg and waist. leans its head
against the dancer’s right nipple. The statuette is dated to the Roman
imperial age. see Rnjak 1979, 126, no 146. Without going deeper
into connections with Mithraic iconography, the existence should be
noted of figures with serpents twisted round them. A Mithraic relief
from Vienna shows a winged male figure with a serpent twisted
round it. from legs to head, see Reinach 1912, 308, no 2. A serpent
is also twisted round the Mithraic figure of a genius or Pan, see
Reinach 1912b. 61. no 1.

16 Cumont 1894, 29.

17 His common attributes are the pipe (svrinx). the shepherd’s
crook (pedum). the sickle (falx) or the thyrsos, see Oswald & Davies
Pryce. 1920, nos 1-6.

18 T. Popovi¢, in her study on antigue tools (1988. 76-7), points
to various forms of the sickle in art. The fulx occurs in different monu-
ments, among other things as an attribute of Saturn, but also of the
personification of summer or Dionysus, as well as in vintage scenes.

19 Reinach 1912, 25. no 3: 123. no 4: Reinach 1912b, 359. no 2.

" Cumont 1894, 29.

21 Cumont 1894, 29.

22 Kanitz suggested it was a wreath, but identified the female
figure as Victoria rather than a maenad and insisted upon it even after
Cumont put forward a different opinion, namely that it was a maenad
with the tympanum. cf. Kanitz 1868, 409: Kanuu 1985, 183.
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Fig. 2. Jason with the Golden Fleece, relief,
left front niche of the Jason Sarcophagus
(photo L. Stanic)

Ca. 2. Jacon ca saaiinum pyHos. Pevedh y aegoj
Huwu pegre clupare JacoHosol capkogaia
(poito Cuianuh H.)

Comparison with other types of maenads in thiasoi,
however, is of no help to a more precise identification,
because the position of these objects in her hand in the
Viminacium sarcophagus is quite different.”3
Analysis of the meaning of this funerary repertory
will start from the front of the sarcophagus. Both
scenes exemplify outstanding heroic exploits. Jason's
deed. as well as that of Perseus, symbolizes triumph
over evil. of life over death,?* which may be the basic
idea communicated by this side of the sarcophagus.

Fig. 3. Perseus with Medusa'’s head, relief,
right front niche of the Jason Sarcophagus
(photo 1. Stanic)

Ca. 3. Ilepcej ca iaasom Megyse. Pewed v gecnoj
Huwu fpegre cipare Jaconosol capkogaia
(pouio Cianuh H.)

A better understanding of the relief of Jason and
the Golden Fleece calls for a reference to the fact that
classical texts lay different emphases on his role and
Medea’s assistance in his obtainment of the fleece.
Some state that Jason killed the monster, while other

23 For examples of maenads holding a basket, see: Reinach
1912, 25. no 4: 127. no 1; Reinach 1912b, 424, no 2; and for those
with a garland: Reinach 1912b, 35, no 1.

24 Toynbee 1977, 407.
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Fig. 4. Satyr, relief, left side of the Jason Sarcophagus
(photo 1. Stanic)

Ca. 4. Camiup. Peseq) na aesoj 6ounoj ciapanu
Jacornosoi caprogpaia (oo Cianuh H.)

emphasize that Medea had put the monster to sleep so
as to give Jason the time to steal the fleece.” In the
arts, the roles of Jason or Medea are emphasized diffe-
rently depending on whether they are depicted
together or independently. The Viminacium sarcopha-
gus would thus be closer to those texts and iconogra-
phic types that underscore Jason’s rather than Medea’s
role.

The underlying idea of this relief is expressed
through two basic iconographic elements. One is the
serpent twisted round the tree. Although in this context
the monster may be understood as a symbol of evil, F.
Cumont warns that the serpent is a complex symbol,
the one twisted round something being a symbol of
immortality. He also points to its similarity with the
same motif as it occurs in icons of the Thracian horse-
man.’® The other element is the Golden Fleece. J.
Campbell sees it as a symbiosis between innocence
embodied in the lamb and the ultimate treasure embo-
died in gold, which may be the reason for understan-
ding the quest of the Golden Fleece as a pursuit of
spiritual illumination, ultimate identity and regained
immortality.?” Thus interpreted, Jason’s success may
be seen as the attainment of immortality and rebirth. V.
Gaggadis-Robin emphasizes that the winning of the
fleece in itself is not as important as the very venture
of journeying and overcoming dangers, carried out in
the spirit of great initiation rites.2® In addition to this
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Fig. 5. Maenad, relief, right side of the Jason
Sarcophagus (photo 1. Stanic)

Ca. 5. Menaga. Pewegh na gecroj bounoj ciapanu
Jaconosoi capxogpata (ouio Caianuh H.)

basic. funerary. context of the myth, K. Schefold,
exploring its iconographic aspects, suggests that it may
also symbolize pietas.?’

The depiction of Perseus with Medusa, as has
already been said, expresses triumph over death. The
better to understand this relief on the Jason Sarcopha-
gus, we should clarify the meaning of an unusual ico-
nographic detail, the gryphon by Perseus’ feet.

5 Roscher Lexikon 11 (2482-2515, s.v. Medea) distinguishes
two different traditions. Jason’s role is emphasized in Hdt. fr.,
53-53. Jacoby: Naupactica fr. Jacoby: Pherecydes. 3F51 Jacoby:
Pind., P. 1V. 443-445; Eur., Medea, 480-482, while Medea’s role is
also seen as important in Antimachos. fr. 65 Wyss: Apoll. Rh., Arg.
IV, 87-88, 114-166. Medea’s assistance is emphasized in Latin
writers as well: Ov., Her. VI, 13; XII, 49, 101-108; Sen., Medea,
471,703, 912; Val. F,, Arg. V, 230-258; Gaggadis-Robin 1994, 80.
The poet of the Orphic Argonautica (v. 890-1019), however, brings
a different version where Medea’s role is secondary and the mission
headed by Orpheus. Philostrates also features Medea, Jason and
Orpheus aboard after the fleece was obtained, Phil.. Mag., 11.

26 The tree as a detail in some representations of the Thracian
horseman is usually seen as a symbol of pristine nature, where the
throne of the deity is located, see Cumont 1942, 88. 393-394, note
6, 437-438, note 6.

27 Campbell Cooper 1986, 192.

28 Gaggadis-Robin 1994, 82.

29 Corroborating this opinion by the central scene in the frieze
on a sarcophagus showing Medea with the rénie of a priestess and
a basket with offerings standing in front of the sacred tree. where
the altar is indicated, see Schefold 1961, 192.
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Fig. 6. Front of the sarcophagus from the Catacomb of Praetextatus, Rome (Turcan 1999, fig. 15)

Ca. 6. I[Ipegmwa ciiipana caprogaia u3 kaimiaxombe Hpeitiexciga, Puv (Turcan R. 1999, sl. 15)

Gryphons are generally associated with Apollo. but
they are also known as attendants of Dionysus or Arte-
mis.30 In addition to being guardians and a symbol of
divine strength and vigilance,3! their function as psycho-
pomps>? is also significant. R. Turcan believes that
gryphons, just like Medusa®? on Dionysiac sarcophagi,
symbolize the passage from the world of the living to
Oceanus.** If thus understood, the gryphon by Perseus’
feet in the Viminacium relief would highlight the posi-
tive aspect of Perseus’ triumph over mortality. Both the
gryphon and Medusa on the front of the sarcophagus
are closely associated in their symbolism with the
ideas expressed by the Dionysiac theme on the sides of
the sarcophagus.

The sides of the sarcophagus show the satyr and the
maenad respectively. Although there is no epiphany,
Dionysus’ presence pervades the scenes. It is felt in
wine-induced frenzy associated with him by poets and
philosophers. and obvious in the depicted followers,*
as well as in the kantharoi with vines and grapes flan-
king the central satyr and maenad reliefs. Although
they do not define a theme, iconographic elements or
cult objects used in Dionysiac festivities3® may serve
as a more precise indication of its character, but due to
the Viminacium example’s poor state of preservation
the character of the scene is difficult to identify fully.
Essential to its elucidation therefore are two icono-
graphic elements: the serpent twisted round the satyr’s
arm and the object the maenad holds in her left hand.

The serpent, albeit one of the satyr’'s well-known
attributes,?’ is not commonly depicted in this way in
art. J. Campbell believes that the serpent functioning

as a belt or bracelet expresses the perpetual succession
of the seasons, which is fully in accordance with the
nature of the Dionysiac cult.® It should also be noted

30 Cpejosuh & Lepmanosuh-Kysmanosnh 1979, 99.

31 Cpejosuth & Ilepmanosuh-Kysmarosuh 1979, 99.

32 The stucco decoration on the vault of the mausoleum known
as Valerii on Via Latina shows the gryphon as a psychopomp. A net
of medallions surrounds the pairs of maenads and satyrs, and
nereids and tritons or sea monsters. while the gryphon in the centre
carries the shrouded deceased to heaven. Although dated to 160 BC,
this stucco conveys the same values as imperial sarcophagi, cf. Turcan
1999, 13, 113-114. Also, on a sarcophagus bearing the imago
clipeata it is the gryphon that takes up the soul of the deceased, cf.
Cumont 1942, P1. VII/2.

33 Tn addition to her apotropaic function. ascribed to Medusa
by Pseudo-Lucian who says that she protects from danger. intimi-
dates the enemy and brings victory, she also marks the border
between the world of the dead and that of the living. and in that case
she may also symbolize the passage to the world of amors, satyrs or
maenads, cf. Fuchs 2001, 79, 82.

3 Turcan 1999. 10.

35 R. Turcan (1966. 35) indicates that such orgiastic dances on
Dionysiac sarcophagi are difficult to identify with precision because
Dionysus himself is absent.

36 Many and varied are the Dionysiac cult objects. Those most
frequently occurring in the arts include: the thymiarerion, the krater,
the hydria. the serpent emerging from a casket, the kantharos or
rython, cf. Turcan R. 1966, 538. Maenads’ usual attributes are the
tympanum, the serpent, the thyrsos, the doe, the torch etc. see Cpe-
josuh & Hepmanosuh-Kysmanosuh. 1979, 257. Satyrs® attributes
are the serpent, grapes, fruit baskets, wine jugs and the double pipe.
cf. Campbell Cooper 1986. 148.

37 Campbell Cooper 1986. 148.

3% Campbell Cooper 1986. 194. In the so-called Belvedere
relief, Dionysos Mystes is depicted with a serpent in one hand and
a rooster perched on the other, cf. Turcan 1966. 548.
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that the serpent twisted round the arm is a symbol of
the Thracian god Sabazius, often equated with
Dionysus.3 Sources inform us that bands of Sabazius’
followers performed ecstatic dances with serpents in
their hands.*® In funerary art the serpent more often
occurs round the maenad’s arm, but round the satyr’s
in the Viminacium relief it retains the same symbolic
meaning.

The other cult object is in the maenad’s high-
raised hand. If interpreted as a basket, calathos,
although with no fruits in it, it is a symbol of Dionysus,
the giver of fruits and agriculture.*! R. Turcan speci-
fies that the calathos, just like the rympanon, identifies
Dionysus Sabazius, the chthonic and paternal incarna-
tion of Bacchus.*? The basket may also be understood
through its other function, for sifting out the wheat,
parallel to the one used in the Sabaziac mysteries.*3 If
the object in the maenad’s left hand is interpreted as
the corona immortalis, which is more likely, the scene
assumes a different, markedly triumphal character.*4
This form of crowning is especially associated with
the iconography of Dionysiac festivities, but the act is
not performed by maenads but by Victoria herself. In
addition to being shown crowning generals or carrying
the imago laureate, Victoria is also frequent in scenes
showing Dionysus’ entourage where, just as satyrs or
centaurs, she supports a clipeus or even bestows a
wreath on Dionysus himself.*> Such iconographic
features indicate a connection between heroic triumph
and apotheosis with virtus and the deceased’s
participation in the joy of a thiasos.*® If we accept that
the side of the Viminacium sarcophagus shows a
corona immortalis, then this iconographic element,
Just like the heroic themes on its front, would favour
the deceased’s successful military career, as suggested
by F. Kanitz.*

Despite the iconographic elements that may
indicate an association with the Sabaziac cult, such as
the serpent round the satyr’s arm, the reliefs on the Jason
Sarcophagus are hardly interpretable in those terms.
As far as we know, this deity was not particularly
popular in Upper Moesia. The cult has been attested by
an inscription from Ravna,*® and the god’s name has
also been found inscribed on a circular marble fragment
from Viminacium.*” The closest examples of the exi-
stence of this cult are a bronze hand from Sase, Dalma-
tia,’Y and two inscriptions from Dragoman and Pirot,
Thrace.”' Given the frequent equation of Sabazius and
Dionysus,>? and the fact that the cult was not wide-
spread in Upper Moesia, the serpent twisted round the
satyr’s arm is to be understood in the context of the
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general iconography of the Dionysiac cult rather than
as a symbol of the Sabaziac cult.’® To see it as a
reflection of the Sabaziac cult may perhaps be too bold
a solution, which nevertheless should not be completely
ruled out given that the owner of the sarcophagus may
have been of Thracian or oriental origin.’*

From the analysis of individual scenes we should
proceed to the next level of the meaning of the program-
me, which derives from the interrelationship of the
themes depicted and their functioning as a whole.

The front scenes showing Jason and Perseus
exemplify heroic deeds accomplished with the help of

3 Cpejosuh & Ilepmanosuh-Kysmanosuh 1979, 375.

40 Demost., De Coron. XVIII, 259 ff: Aristoph., Aves, 875;
Vespae, 9; Lys., 387 ff. Zeus in the form of a serpent united with
Persephone who born him Sabazius. Diod. Sic., IV, 4,1; Ael., Nar.
An. XI1I. 39.

41 Diod. Sic. 11, 63. 3; V. 4. |-2. Cf. Turcan 1966, 522, note 8.

42 Turcan 1966, 496.

43 Also confirmed by Demosthenes, Cor-. 260. Cf. Turcan 1966,
387, note 6.

4 The multiple use of wreaths ranged from crowning guests
at a feast and the symbolism of the athletic or »triumphal« wreath
to the crowning of mystae in the rite of initiation. In funerary art.
the corona had an apotropaic function, indicating that the deceased
would surely overcome death, see Turcan 1966, 503, note 8, 630.

4 Turcan 1999, 108-109.

46 R. Turcan (1999. 109) points to a series of sarcophagi with
these themes, expressed in a variety of iconographic patterns, from
the Antonine period to the end of the 3rd century.

47 Kanwu 1985, 183.

48 Petrovic 1995, 71, no 13. with earlier bibliography.

49 Mirkovi¢ 1986, 79, no 39. with earlier bibliography.

0 Imamovi¢ 1977. 440, cat. no 214, with earlier bibliography.

31 Domaszewsky 1886, 238-239, nos 2 and 3; the Sabaziac
thiasos at Pirot was probably a well-organized religious community
with their temple, priests, administration and all the ritual arrange-
ments proper to the cult. The names of its members are Greek, Roman
and Thracian, cf. Kojic 1988. 183.

2 The earliest indications of their equation are found in the
Hellenistic period when, among others, the 3rd-century-BC traveller
Mnaseos of Patrae points to their father and son relationship. Later on.
Cicero in his De natura deorum (3.23) refers to their being identical.
After him. there are many works dealing with this question. On the
identification of Sabazius with Dionysus in classical sources, see
Ricl 1995, 43-44.

33 Inastudy on the attitude towards sin held in Anatolian cults
in Roman times, M. Ricl (1995. 43-44) suggests that Sabazius was
often identified with Dionysus because of similarities in their rituals,
but also that the followers of the two cults in Thrace and Asia
Minor, the areas of the Dionysiac cult. differed in their beliefs and
practices and. also. that the two cults did not become fused despite
the similarity. The inscriptional evidence from Thrace always
shows Sabazius and Dionysus as two separate deities.

3% Thracian as well as oriental names have been attested in the
Viminacium inscriptions both for militaries and for civilians, see
Mirkovic 1986, 58-59.
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Fig. 7. Jason with the Golden Fleece and
Personifications of the seasons, relief, centre of the
front of the sarcophagus from the Catacomb of
Praetextatus, Rome (Gaggadis-Robin 1994, fig. 18)

Ca. 7. Jacou ca 3aailinum pyHom u Hepcoruqpuxauuje
foguitrwux goba, pesedh Ha UeHTPAIHOM geay Hpegre
cttipane capxkogalia uz kamiakombe Ipetmexcita, Pum
(Gaggadis Robin V. 1994, sl. 18)

gods.?> The very overcoming of obstacles leading both
Jason and Perseus towards the accomplishment of their
goals may in a way prove to be more important than the
final act. As in the rites of initiation, the overcoming of
obstacles and difficulties comes to be crowned with
the passage to the next life stage.’® However, Perseus
raising Medusa’s head is shown as so-called Perseus
Triumphans. Jason also raises the object of his triumph
thereby emphasizing the principal idea expressed on
the front of the sarcophagus as triumphus.>’

Contrary to the front of the sarcophagus exempli-
fying virtus, its sides show a different choice: an escape
from the transience of human life through the mystic
and ecstatic Dionysiac cult. Its adherents yielded them-
selves to religious ecstasies and orgiastic revels releasing
their souls from the prison of their individual bodies
and replacing their weak worldly selves with a higher,
divine one.>® The soul became united with the divine
conceived of as the eternally creative power of nature.

The occurrence of Dionysiac scenes and heroes such
as Jason and Perseus in a single funerary programme is
an unusual iconographic configuration that raises a
number of questions. On the first level, as already noted,

two different paths to salvation may be distinguished,
which were corresponding and coexistent at the time
the sarcophagus was made. On the other hand, the
depicted objects of triumph emphasize the triumphal
aspect of the entire programme.

In order to understand this programme better, we
should also point to the Jason—-Dionysus and Perseus-
—Dionysus relationship, though with no intention of
interpreting it as the maker’s original idea.

Classical sources pay little attention to the
relationship between Jason and Dionysus except for
citing that it was through the god’s mediation that
Acetes approved of the marriage of Medea and
Jason.® In funerary art, however, the connection
between the two personages is more significant. V.
Gaggadis-Robin, analyzing the sarcophagus from the
Catacomb of Praetextatus (fig. 6),%0 indicates a
connection between the portrayal of Jason with the
Golden Fleece and the Dionysiac theme. Above the
central scene showing Jason runs a frieze with the
personifications of the seasons, on Dionysiac sarco-
phagi of the second half of the second century usually
depicted above the central clipens motif (fig. 7). On
the Praetextatus Sarcophagus the clipens was replaced
by Jason and the Golden Fleece. The role of the imago
clipeata, symbolizing the ascent of the soul from matter
(hyla) and its elements into the highest heaven
(0gdoas),®! was taken over by Jason with the Golden
Fleece which, as an expression of the striving for
immortality, becomes complementary to the Diony-
siac theme.

On the other hand. classical sources do not refer to
any particular event linking Perseus and Dionysus,
except Pausanias®? who relates about their conflict at

33 Jason obtains the Golden Fleece with the help of Medea’s
love., whose heart he had won with the help of Eros and Aphrodite,
Apoll. Rh. Arg. II1. 7 ff: Val. F. Arg., V, 329 ff; Perseus prevails over
Medusa with the aid of Hermes and Athena, Apd. Bibl. 11, 4, 2;
Athena was the protectress of the greatest Greek heroes; besides
Jason and Perseus, she also protected Heracles and Theseus, and all
of their offspring, cf. Cpejosuh & Ilepmanouh-Kysmanosuh
1979. 62.

36 Jones Roccos 1994, 348: Gaggadis-Robin 1994, 82.

57 E Kanitz (1985, 183), however, saw Jason on the front as
the personification of foolishly brave and successful eaterprise, and
Perseus as a man endowed with divine powers bridling the wild and
uninhibited forces of nature.

38 Foucher 1981, 689-693.

59 Dracontius, Poet. lat. V, 192 ff.

60 Gaggadis-Robin 1994, 27-28, no 12, figs 16-23.

61 Gerke 1973. 11.

62 Paus.. 11. 20.4: TL. 22.1: 11, 23.7-8.
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Fig. 8. Perseus with Medusa’s head between satyrs,
painted volute krater from Taranto (Wuilleumier
1933, fig. 3)

Ca. 8. Ilepcej ca iaasom Megyze uzmeby camiupa.
Caukanu kpatiiep ca soayitiama u3 Tapanima
(Wuilleumier P. 1933, sl. 3)

Argos, emphasizing that following their reconciliation
the Argives built a temple to Dionysus. This enmity of
Perseus towards Dionysus is interpreted by R. Graves®?
as conservative resistance to the extravagant conduct
of maenads and to the spread of the wine cult prior to
its official recognition.

Their joint representation in art® being as rare as
the sources referring to their relationship, it seems
appropriate to cite the examples. An antique amphora,
now in New York, shows a young man with a kibisis,
and on the other side Dionysus between two satyrs.%?
Similar is a krater from Rome depicting a young man
with a kibisis next to maenads and satyrs in a thiasos.®®
In both cases, the young man is holding the kibisis,
which suggests his identification as Perseus. However,
closer to the Viminacium programme is a volute krater
from Taranto,%” a unique example of the two myths
occurring together, though on the opposite sides of the
vessel (fig. 8). The Bacchanalia are depicted on one
side, while the other shows two compositions: dancers
with baskets in the lower zone, and in the upper —
Perseus Triumphans raising Medusa’s head in one
hand and holding a harpe in the other, as on the

CTAPHUHAP LITI-LIV/2003-2004.

Viminacium sarcophagus, though here in company
with five satyrs.

This exceptionally important scene cannot be seen
as a simple illustration of the cited literary source.
Examining the origin of the symbiosis of the two com-
positions, P. Wuilleumier refers to a possible connec-
tion with Pausanias’ text, though observing that there
is nothing horrifying about Medusa and that the satyrs
are holding thyrsoi and dancing rather than carrying
arms. Hence the suggestion of the possible reason for
this unusual combination of the two compositions:
firstly, the satyrs may be Perseus’ attendants, a role in
which they are shown with Heracles or some other hero
in accordance with their connection in literature;®8
secondly, P. Wuilleumier finds their attitude derisive
rather than hostile, and therefore sees this symbiotic
scene as echoing Aeschylus’ satyr plays connecting
this genre with the story of Perseus.%

For a better understanding of the programme com-
municated by the Viminacium sarcophagus, Wuilleu-
mier’s reasons for this symbiosis should be borne in
mind even if not literally applied. It should also be
noted that the iconography of maenads associates them
only sporadically with Heracles or Eros.”?

Given all the cited connections of Jason and Perseus
with Dionysus, both in literature and in art, the pro-
gramme of the Viminacium sarcophagus can hardly be

63 Perseus, just as Pentheus, exhibited hostility towards the
Dionysiac cult spreading from Thrace to Athens, Corinth, Sicyon,
Delphi and other civilized cities. Periander and Cleisthenes, tyrant of
Sicyon, as well as the Athenian tyrant Peisistrates, chose to sanction
the cult. In the late 7th and early 6th centuries BC the cult was finally
recognized and official Dionysiac feasts were instituted, cf. Grevs
1992, 98.

64 C. Gasparri (1986, cat. nos 791-803) cites the scenes with
Perseus and Dionysus within a thematic whole dedicated to Perseus
and his enemies such as Pentheus, Lycurgus or Telephos; Perseus was
also depicted with Apollo and, perhaps not as often, with Heracles,
where he embodies the »ephebian ideal of responsible heroic
conduct, cf. Jones Roccos 1994, 347.

65 Gasparri 1986, 514, cat. no 800.

66 Reinach 1912b, 200. no 1.

67 Wuilleumier 1933, 3-89; Gasparri 1986, 514, cat. no 800.

8 This symbiosis between Heracles or some other hero and
satyrs on painted vases is certainly inseparable from their associa-
tion as portrayed in Greek tragedy, cf. Wuilleumier 1933, 9, note 3.
For more on the relationship between Heracles and Dionysus in
Greek tragedy, as well as on that between Heracles and satyrs both
in satyr plays and in the arts, see Galinsky 1972, 69, 81-100.

9 Only fragments of Aeschylus’ satyr play Fishermen witha Net
have survived where Danaé and little Perseus are hauled out from the
sea by satyrs. The first to suggest a possible connection between this
play and the Taranto crater was P. Wuilleumier 1933, 8, notes 1 and 9.

70 Walters 1914, 440. cat. nos E 67 and 336, cat. no D 201.
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a reflection of Pausanias or Aeschylus. As has already
been said, it should be understood rather as a complex
expression of triumph over the transience of life.

Analogies for the unique repertory shown in the Jason
Sarcophagus can only be found at the level of indivi-
dual scenes. Although not an infrequent subject in
funerary art, Jason's triumph finds no analogies in
Upper Moesia and the neighbouring Roman provinces.
The relief of Perseus with Medusa, as far as we know, is
also the only example from this province. Yet the occur-
rence of the theme in Pannonia is attested by two figures
of Perseus, from the areas of Mursa and Bassiana.”!

However, other examples of this myth in funerary
art are more complex. J.M.C. Toynbee mentions three
examples from Pannonia where, in addition to Perseus
and Medusa, is also Athena holding a shield.” Al the
three show the moment prior to Perseus’ triumphant
pose from the Viminacium relief. Certain iconographic
parallels can be observed in the sarcophagus from the
Bardini Museum.”? In this case, the side niches contain
Athena and Perseus, in the middle being the central motif
of Gorgoneion. The figure of Perseus is considerably
damaged. but the type is identifiable as Triumphans,
just like the Viminacium one.

The satyr and maenad on the sides of the sarcopha-
gus, although belonging to a theme that was not only
popular but also iconographically very rich, find no
closer analogies in the territory of Upper Moesia and
the neighbouring Roman provinces. The satyr’s closest
analogies are either examples made in other media or
those of a later date.”* Its closest analogy, in terms of
geography and date, was found by M. Vasié¢ in a bronze
vessel coming from a grave at Viminacium.”> There is
also a cast bronze weight (pondus) from Stepojevac
showing the bust of a faun on the profiled base.”® The
maenad is similar to other examples of this dancing fol-
lower of Dionysus: a fragmented figure from Mursa,’’
a figure from Carnuntum, and the reliefs from Celeia’®
and Aquincum.”’

Close in conceptual terms, although within a com-
pletely different iconographic whole. are the reliefs in
the Tomb of the Ennii.’" The left-hand side shows a
Satyr trying to seize the cape from a nymph. This relief,
flanked by panels filled with acanthus ornaments,
forms part, as the Viminacium one, of a complex whole.
in this case consisting of the myths of the pursuit of
Europa and Ganymede. Although the satyr and maenad
are quite different from the Viminacium ones, their

occurrence within a single iconographic programme
along with two mythological compositions relates this
relief, and therefore the sepulchral monument, to the
Viminacium one.

The Jason Sarcophagus, that is its overall icono-
graphic programme, has no direct analogies in the
known examples of funerary art, either in Upper
Moesia or in Illyricum. It is, therefore, important to
point to related iconographic programmes, such as the
sarcophagus from the Catacomb of Praetextatus or the
Ennian tomb in Sempeter. The abovementioned pain-
ted vases, although of a different date and in a different
medium, are rare and thus important examples of the
symbiosis of mythological themes occurring in the
Viminacium sarcophagus. The very structure of the
sarcophagus with the tripartite division of its front side
— the inscription tabula in the middle flanked by two
niches with reliefs and a volute in the upper part — is
characteristic of Lower Pannonian sarcophagi, and
especially of their production at Sirmium and Mursa.8!

71 The statue from Mursa, although a considerably damaged
and rough piece of work, clearly shows a naked hero with a chlamys
fastened at the right shoulder. He holds a dagger in his bent right
arm, and Medusa’s head in the lowered left hand. The Perseus from
Bassiana probably decorated a shrine or a small chapel. the statue’s
backside being very roughly executed. It is a naked young man with
long wavy hair. Phrygian cap and a cloak fastened at the left shoulder.
There is a harpe in the form of a sword in his right hand, and Me-
dusa’s head in the left. cf. Dautova-Rusevljanin 1989, 117, P1. 34/1.

72 Toynbee 1977, 402.

73 Schefold 1961. no 63.

74 The statues from Mediana date to the 3rd or 4th century, cf.
Tomovic¢ 1992, 111. cat. no 159, fig. 41.5; 113, cat. no 166, fig.
21.4. On the fragment of a slab from Taurunum bearing the
depiction of Liber and Pan-Silvanus there is a thick-haired satyr
turning to the left and cutting a grape cluster with the pruning knife
in his right hand. ¢f. Dautova-Rusevljanin 1989, 89. An intaglio
from Doclea is carved with a satyr holding a pedum in his right hand
and fruits in the left, ¢f. Popovi¢ 1992, 23, cat. no 15.

75 Vasi¢ 1905, 156.

76 Kpyuuh 1997, 247, cat. no 394.

77 Although the figure is considerably damaged, it clearly is a
young woman seen from the back and facing right. with the upper
body bent to the left. Carved from Upper Italian marble, this figure
is most likely a 2nd-century import from the south, cf. Dautova-
Rusevljanin 1989, 121, P1. 36/3.

78 The Carnuntum one is dancing with her himarion sliding
down, while the Celeia relief shows two dancing maenads clad in
long belted Aimations and holding wands. ¢f. Dautova-Rusevljanin
1989, 121.

79 Her pose in this relief is quite similar to that of the Vimina-
cium maenad and she also is holding a round object in her left hand.
and the double pipe in the right one, cf. Ferri 1933, 208, fig. 249.

80 Klemenc 1961, 4243, fig. 36.

81 Dautova-Rusevljanin 1989, 96-97, nos 40, 41, 168 and 169.
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As far as the style and craftsmanship of the Jason
Sarcophagus is concerned. it falls among the best achi-
evements of funerary art, and not only in Upper Moesia.
The three-dimensional quality of relief carved in deep
niches combines with the knowledge of anatomy and
well-balanced composition to reach the highest stan-
dards of work drawing upon Hellenistic traditions.

There are no data that could indicate the owner of
this supreme work. As in most sarcophagi of the type
trom Lower Pannonia, the front inscription, likely to
have been painted, has not survived.?2 Despite this fact,
the owner may be presumed to have come from wealthy
and, quite probably, cultured circles, given that he was
able to understand and accept, if not to think out, the
very complex programme of the sarcophagus. The
question remains open as to whether the affinity for
triumphal and heroic themes of this, doubtless affluent,
citizen of Viminacium, is also indicative of his military
career, as suggested by F. Kanitz, who believed the
sarcophagus had belonged to a »soldier of great
valour«.33 On the other hand, the affinity for such a
funerary repertory may have derived from the crafts-
men, probably Greek, who made the sarcophagus.’*
Regardless of whose role was decisive, the Jason
Sarcophagus certainly confirms that the owner
belonged to the city’s higher socioeconomic stratum,5?
and that the craftsmen he hired were very skilled and
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well-acquainted with the highest achievements of
funerary art.

The presence of such a sumptuous sarcophagus at
Viminacium should certainly be understood in the
context of the city’s prosperity, both economic and
cultural, in the second half of the second or early third
centuries.%¢ Seen in that light, the Jason Sarcophagus
belongs to a group of outstanding works of funerary art
made in the territory of the city and transcending in
importance the provincial boundaries within which
they were made.’’

These considerations of the reliefs on the Jason
Sarcophagus have not only suggested the possible
meaning of its individual scenes, but also their
interrelatedness and therefore the programme of the
sarcophagus as an integrated whole. Although on the
surface the reliefs may appear to express different
paths towards the immortality of the soul, they in fact
depict the realization of goals and represent a complex
expression of triumph over death, attesting that the
owner was a distinguished citizen of Viminacium and
perhaps suggesting his military career. The study of
these compositions is but one of the possible ways
towards the understanding of the importance and
meaning of the Jason Sarcophagus, a piece whose
outstanding qualities will undoubtedly continue to
draw the attention of researchers.

82 On a good part of the Upper Moesian sarcophagi with
tripartite fronts — the inscription tabula flanked by niches containing
reliefs — the inscriptions were written in paint and now are missing,
ct. Dautova-Rusevljanin 1989, 97.

8 Kanuu 1985, 182.

54 The issue of the origin of these craftsmen is a very complex
one. F. Cumont (1894, 28) believed that the sarcophagus had been
made somewhere in Greece and thence transported to Upper Moesia,
and M. Djordjevi¢ (1989-90, 142) has referred to Greek craftsmen
active in Viminacium workshops. A different view was held by M.
Vasi¢ (1905, 156-157), who emphasized arguments in favour of the
importance of Upper Moesian workshops.

85 The epigraphic evidence indicates that there was at Vimi-
nacium a class of very rich citizens making considerable donations
to the municipal coffers on various occasions, cf. Mirkovi¢ 1986.
48, nos 22, 42.56 and 61.

8 Tt was under Septimius Severus (193-211) and Caracalla
(211-217) that Viminacium was at the peak of its prosperity. For
more, see: Mirkovi¢ 1986. 48 ff.

87 To be singled out from the Vininacium funerary monuments
of the same date are certainly the marble stelae of Marcus Valerius
Speratus (/MS 11 110) and Gaius Cornelius Ruphus (/MS [T 73). To
be noted as well are many painted tombs. of which chronologically
the closest to these monuments is a cruciform memoria. now mostly
ruined, containing fragments of red fresco plaster and dating to the
early second half of the 3rd century, cf. Kora¢ 2000, cat. no 5035.
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ABBREVIATIONS:

Vjesnik hrvatskog arheoloskog drustva, Zagreb.
Archdéologisch-epigraphische Mittheilungen aus
Osterreich, Wien.

Aufstieg und Niedergang der romischen Welt,
Berlin—New York.

Inscriptions de la Mésie Supérieure 1, 11, 11I/2, 1V, VI,
Beograd 1976-1995.

Revue d’etudes latines, Bruxelles.

Lexicon Iconographicum Mytologiae Classicae, 1I-VIIL, ~
Ziirich, Munich, 1981-1997.

Revue archéologique, Paris.

Rocher W.H., Ausfiihrliches Lexikon der griechischen
und romischen Mythologie.
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Pezume:

CABA ITMJTUIIOBHR, Baakauonouiku Uacturyr CAHY, beorpan

IIPHJIOI ITIPOYYABAIDLY
JACOHOBOTI CAPKO®AT'A U3 BUMHHAILINIYMA

Jaconos capkodar n3 Bumunauujyma, nanac y Bapytaom ma-
ranuny »Ilehnne« y Jowem rpany y Beorpany, cBojHM HKOHO-
rpachCKUM MPOTPaMOM. Kao H CTHJIOM Y KOME j€ U3BEZIeH, YUHH
JEOHHCTBEHO NEJIO HE CaMO Ha NPOCTOPY MPOBHHLIMjE Y KOjOj je
HacTao. 3Hayaj Kao U 3Hauere OBOT capKodara ce 3aTo MOXKe
OMTH IOBOX Pa3IMYMTHM HCTPAXKUBAMMA, Of KOJUX JENHO CBa-
KaKO YMHN carjiefaBatbe MPUKA3AHUX MUTOJOMKHX KOMITO3H-
uyja. Iopen 3Havema OBHX KOMMO3MIMjA KaoO MOjeAMHAYHHX
tyHepaIHuX TeMa, noceGHOCT OBOr capkodara yrnpaBo YUHU
IBUXOBA KOpelalija U QyHKUHOHUCAEKE Y OKBUPY IIEJHHE KOJY
caynmbaBajy.

Ha npenmoj cTpaHu Cy Tako IpeNCTAB/bEHH, K0 jeIHO-
CTaBHHjH NKOHOTPa(hCKU TUTIOBHU, H3Y3€THU XePOjCKY MOABU3HU:
JacoH ca 3matHum pyHom kao u [lepcej ca Menysom. OHu 03Ha-
yapajy nobeny Hal 3JI0M M 5KUBOTa Hall CMphy LITO MOzKe da Oyne
Y1 OCHOBHO 3Hayeme 0Be CTpaHe capkogara. Ilepcej koju ap:xu
BHCOKO nonurnyty Meny3sy kao Perseus Triumphans aHaJIOroH
je Jacony, koju Takohe BUCOKO MoNMzKE NPENMET CBOT TpUjyMda.
JennHy ocoOEHOCT YMHH TI0jaBa rpucoHa, yoGHuajeHOT MpaTu-
oua dnonuca umu Apremune, nopen Ilepcejesiix Hory. Ilopen
TOTa WITO Cy CHMOOJIH OOKAHCKE CHATE M CTaHE OyAHOCTH, 3Ha-
YajHa M BHXO0BA yJora ncuxonomna. OHH, Kao 1 Meay3e Ha cap-
koha3nma ca IHOHHCHjCKIM TeMaMa, O3Hauyapajy rpejas w3
cBeTa skMBHX Ka OkeaHy. Ako Ou ce rpudoH nopes Iepcejepux
HOTY pa3ymeo Ha OBaj HAUMH OH O OHJIa HATJIAMIABAO NO3UTH-
BaH acrekT [lepcejeBor Tpujymda Han cmphy.

Ha 6ounum crpanama capkodpara je Menanun 1 CaTupon
OprujacTHUKII Iutec. JJMOHUCOBO MPUCYCTBO, HAKO HeMa enuda-
HHje, IPOKMMA CLIeHY U OIJIeNa ce Y Kapy BUHa KojuM cy CaTup
1 Menana o0y3eTu, kao ¥ y KaHTapOCHMa ca BHHOBOM JIO30M
KojuM cy ¢aanukpanu. [ToceGHOCT OBUX pesbeda unHU NpHKa3
3MUje yBHjeHe OKo caTHpoBe pyke. OHa je uermhe npHKasHBaHA
oko MeHanuHe pyke, Ilie ce TyMadyHya Kao M3pa3 excrase I 3a-
Hoca. IbaBeposaTHHjE je 1 0BIE NPEACTABLEHA Y CIIMYHOM KOH-
TEKCTY NoKa3yjyhu BeUMTO cMewHBame 1004, MITO je MOTIYHO Y
CKJIamy ca oiyMKama Kyiata Jlionnca. Takohe je BaskHO ykasa-
TH J1a je 3MHja yBMjeHa OKO pyKe jenaH o cumoosa CabasujeBor
KyJITa 11 J1a Cy TPyIle HeroBHX NPUCTAIMLA 1rpale y 3aHOCYy ca
3mMujama y pukama (Demost., De Coron., XVIII, 259 u name;
Aristoph.. Aves, 875; Vespae. 9: Lys., 387 u name). Cabasuje je
wecTo norcropehmBaH ca JIMOHUCOM. a C 0O3UPOM 13 FETOB KYJIT,
HakKo MOCBENOYEH, HMje OO MOCeOHO H3PAXKEH Ha NpPOCTOpPY
BumuHaiujyMa oBaj UKOHOrpahcky enemMeHar Ha ce MIak Te-
IIKO MOJKE Pa3yMETH Ka0 kheroBa NUPeKTHa pediiekcHja.

Ha ciieneheM niaHy 3a pa3yMeBambe OBOT Mporpama je Io-
TpeOHO yka3aTu Ha ognoce Jacon-Huonnc uan Ilepeej-Inonnc
KA4KO y KJIACHYHIM HU3BOPHMA TAKO U Y (PYHEPasHOj YMETHOCTH.
3uavajHuja Besa usMehy Jacona 1 Jyonuca ce Hajbome MOKe
BUIETH Ha NpuUMepy capkodara u3 katakombe ITperexcra. Ha
0BOM capkodary je JacoH ca 31aTHUM PYHOM TIPHKA3aH 3djeIHO
ca JUOHHCH]CKOM TEMOM Ha MECTY Ille ce YOOHUajeHO HAIa3HO
clipeus. MHT 0 JacoHy 1 371aTHOM DYHY jé OBJIE KaO H Ha BUMH-

HalHjyMcKoM capkorady, uspaxabajyhu Texmwy ka OecCMpTHO-
CTH, KOMIUIEMEHTAPaH ca IHOHUCH]CKOM TEMOM.

Onnocy Ilepceja u JnoHNca KIaCHYHH M3BOpH Takohe He
MOKJIamajy nocebHy naxkmy, ocuM Ilaycanuja (Paus. II, 20, 4;
I1, 22, 1; 11, 23, 7-8) xOj1 roBOpH O BLUXOBOM HEIIPHjaTE/bCTBY.
OHO MoOsKe 1a ce MpOTYMady U Kao KOH3ePBATHBAH OTIIOP €KC-
TPaBaraHTHOM TTOHAINAKY MeHana 1 iiHpewsy BHHCKOT KYJITd Mpe
YCTAaHOBJbABAKA 3BAHHYHHX JIHOHMCOBUX ro36u. Haj3navajHu-
JjU TIPUMEP HWHXOBOT 3ajeIHMYKOT, HHAYE BEOMA PETKOT, MPHKa-
31BaKa y YMETHOCTH TIPEACTaB/ba KpaTepa ca BoJayTama u3 Ta-
panTa. Ha memy je, nopen cuene baxananmja, npukasas u3mMehy
catupa Ilepcej ca Memyzom. CatvpH, Kao M Ha BUMUHALIV]YM-
CKOM pebedy. He Hoce opyskje Beh cBoje yooudajere atpudyre
Il [ieuy 300r 4era ce TEIKO MOKE TOBOPUTH O WIYCTpalMjH
HUXOBOT HETpHjaTe/bCTBA. HbiX0B MoApyI/bUB, TIPe HETO HENPU-
jaTesbekH, cTaB Moxe aa Oyne u onjek Ecxunose catupuune
npame, Pubapu ca MpeskoM, KOja craja oBaj :KaHp U IIpUdy O
Tlepcejy. OBakba pasmui/bara ce MOTY IIPUMEHUTH H Ha T1po-
TpaM BHMMHAIMjyMCKOT capkocara 6e3 TeX|me Ja ce nocma-
Tpajy Kao UCKJbYUYMBU ITyTEBH 3& HETOBO Pa3yMEBame.

Carnenasajyhu niporpam JacoHopor capkodara 13 Bumu-
HalMjyMa Kao jeIIMHCTBEHe LieIHHE Ha NIPBOM Iiafy je moryhe
YBUIETH IIa OH H3pakaBa ABa PasjHyHTa MyTa CTHIAEka BEYHOT
OnaxkeHcTBa. HacynpoT npumepimMa virtus-a Ha NPenmwoj CTpa-
HM capkodara Ty je M MyT KOjH BOIM KPO3 MUCTUYKO-eKCTaTHY-
HU KyJT JJuonuca, 6ora npupiiofie Koja ce HENPECTaHo MooMJIa-
hyje. MehyTuMm, nasx/bUBHjHM NPHCTYNIOM yBMha ce na cy oBU
NyTeBH KPYHHCAHHM YCTIEXOM H J1a AKLEHAT OBOT MporpamMa yrpa-
BO YHHE NOGEOHOCHO Y3MIHYTH IIPEAMETH TpHjyMda unnehn
TporpaM OBOTr capkogara KOMIUIEKCHUM M3pa3oM Tpujymba
Han cMphy. JlaHac Huje no3HATO KO je 6MO Hapy4HOH OBOT Ie-
S, aJTH je CUT'YpHO TIOTHIIA0 U3 00pa30BaHOr U BeoMa umyhHor
€0ja CTAaHOBHMIUTBA. M3paskeHa HaKJOHOCT TpeMa TpHjyM-
danHuM, XepojCcKUM, MUTOJIOIMIKEM TeEMaMa MOXKIa MOXKe 1a
YKa’Ke U Ha HBETOBY BOJHUYUKY KapHjepy.

JacoHoB capkodar, OIHOCHO BeroB LIeJIOKYTIaH UKOHOrpad-
CKM IIporpaM HeMa OUPEKTHUX aHaJOoTHja y A0Caia no3HATUM
UpUMEpPUMA CerlyJIKpaJiHe YMETHOCTH, He caMo MPOBHHLM]E
I'opwe Mesnje Beh u Wnmpukyma. 360r Tora je BaKHO Harta-
CHTH TIOCTOjame OMIHCKHX MKOHOTPACKHX MPOrpaMa Uako ce 3a
BUX He Mozke pehn. ocHM 3a capkodar u3 karakombe [Ipertexc-
Ta, Ia cy Hactann y nepuony UapcTtsa, unu na y msBeneHH y
uctom maTepujany. HaseneHe ciavkane Base cy UIak, KOJIUKO je
IO IaHAC MO3HATO. HA]OIHAKH IPUMEPH CMOM03€ MHUTOJIOIIKUX
TeMa NpHKA3aHIX H HA BUMHHAIHjYMCKOM capkodary. Mehy-
THM T10 [IHTA4kbY TPHMAPTUTHE MONEJIE MPEAKE CTPAHE U KOMIIO-
3MLIMOHE OPTaHH30BaHOCTH pesbedha y NyOOKUM HHINaMa ca
CTpaHa HATMHCHOT NOJbE M YITOTPe6H MOTUBA ITAHOHCKE BOJYTE,
JacoHoB capkodar uspakasa cBojy 6:1MCKOCT ca capkodasuMa
Home [Manonuje. Ilopen HaBeneHux aHajoruja oBaj capkodar
CBaKaKo Tpeba pa3yMeTH U Kao HajoobU U3pa3 KyaTypHO-eKOo-
HOMCKOT YCTIOHa Tpajia y BPEME HeroBOI HaCcTaHKa.



