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CUVANT iNAINTE

S-au implinit mai bine de sase decenii de
la descoperirea intdmplatoare la Constanta,
in primavara anului 1962, a unui depozit de
sculpturi antice compus din 24 de piese. Deosebita
lor valoare istorica si artistica i-a determinat pe
specialisti sa-1 numeasca Tezaurul de sculpturi
de la Tomis, denumire sub care s-a consacrat
in literatura de specialitate. Dintre artefactele
scoase la lumina, doud dintre ele se detaseaza nu
doar prin caracterul lor de unicitate, ci si prin
madiestria tehnicii de realizare: grupul statuar
Tyche /Fortuna cu Pontos si $arpele Glykon.

Statuia divinitatii feminine, purtdnd pe bratul
stang Cornul abundentei, a fost interpretata ca
reprezentare a zeitei Tyche (Fortuna in mitologia
romand), personificare a norocului si avutiei. In
plan secund apare reprezentat Pontos, zeul Marii
Negre, iesind din frunze de acant, care simboli-
zeaza valurile marii. El poartd pe cap o coroand
murala, element interpretat de specialisti ca fiind
proiectia miniaturala a zidului de incinta al ceta-
tii Tomis, cu intrarea flancatd de doud turnuri.
Pentru cei din antichitate, zeita Tyche/Fortuna
reprezenta norocul si neprevazutul, cetatile ridi-
candu-i adeseori statui si chiar temple. Probabil
cd nici vechii tomitani nu au ficut o exceptie,
grupul statuar fiind considerat o reprezentare a
divinitatilor protectoare ale orasului si portului,
carora locuitorii le adresau rugaciuni si invoca-
tii. Existenta neintreruptd de peste 2500 de ani
a acestei agezari ne convinge de faptul ca zeii au
ascultat invocatiile, protejand orasul de-atatea ori
greu incercat de-a lungul timpului.

In jurul statuii sarpelui fantastic s-au emis, de
asemenea, diferite ipoteze, specialistii concluzio-
nand cd este vorba de o reprezentare a Sarpelui
Glykon, al carui cult era foarte raspandit in seco-
lul al II-lea si inceputul celui de-al II-lea p.Chr.
in provinciile orientale ale Imperiului Roman.
Statuia, a cdrui enigma provoacd incd, a devenit
in timp nu doar un simbol al descoperirii, ci si

FOREWORD

More than six decades have passed since the
discovery by chance in Constanta, in the spring of
1962, of a deposit of ancient sculptures composed
of 24 pieces. Their exceptional historical and
artistic value led experts to call it Tomis Sculptures
Treasure, a name under which it has become
well-known in specialized literature. Among the
artifacts brought to light, two of them stand out
not only for their uniqueness, but also for the
mastery of the technique of realization: the group
of statues Tyche / The Fortune with Pontos and
the Glykon Serpent.

The statue of the female divinity, carrying the
Cornucopia on her left arm, has been interpreted
as a representation of the goddess Tyche (Fortuna
in Roman mythology), personification of luck
and wealth. In the background is Pontos, the god
of the Black Sea, emerging from acanthus leaves
symbolizing the waves of the sea. He wears a
mural crown on his head, an element interpreted
by specialists as a miniature projection of the
enclosure wall of Tomis, with the entrance flanked
by two towers. For the ancients, the goddess
Tyche/Fortuna represented good luck and the
unforeseen, and fortresses often erected statues
and even temples to her. The ancient Tomitans
were probably no exception, as the group of statues
was considered a representation of the protective
deities of the city and the harbor, to whom the
inhabitants addressed prayers and invocations.
The uninterrupted existence of this settlement for
more than 2500 years convinces us that the gods
listened to the invocations, protecting the city so
many times over the centuries.

Various hypotheses have also been put forward
about the statue of the fantastic serpent, with
specialists concluding that it is a representation of
the Glykon Serpent, whose cult was widespread
in the 2" and early 3" centuries AD in the eastern
provinces of the Roman Empire. The statue,
whose enigma still provokes, has over time



al Muzeului de Istorie Nationald si Arheologie
Constanta, dand masura valorosului patrimoniu
arheologic adapostit in prezent de institutie.

Din primévara anului 1962 si panad in prezent,
piesele componente ale Tezaurului de sculpturi
de la Tomis s-au aflat intr-o expunere permanenta
in salile muzeale, numdrul mare de vizitatori
reprezentand un barometru fidel al interesului
pe care publicul il manifestd in continuare
pentru aceasti descoperire. In ultimele doui
decenii, o parte din artefacte au fost integrate
temporar si unor expozitii internationale,
dintre care amintim Tezaure arheologice din
Romdnia. Rdddcini dacice si romane (Madrid,
septembrie 2021 - martie 2022) si Dacia. Ultima
frontierd a romanitdtii (Roma, octombrie 2023-
21 aprilie 2024), manifestari care au contribuit
foarte mult la cresterea vizibilitatii lor pe
plan extern.

Implinirea, in primavara anului 2022, a 60 de
ani de la descoperirea Tezaurului, a impus pe plan
institutional o regandire a modului de promovare
a acestor artefacte, astfel incat publicul larg sa
aiba acces la o informare facila, moderna si in
pas cu provocdrile actuale. Asa s-a nascut ideea
proiectului cu co-finantare nerambursabild a
Administratiei Fondului Cultural National,
Reverberatii culturale actuale: Patrimoniul
tomitan intre trecut si viitor, desfiasurat de
muzeu in perioada ianuarie-noiembrie 2024. Una
din activitatile specifice din cadrul proiectului a
vizat digitizarea integrald a pieselor ce fac parte
din Tezaurul de sculpturi de la Tomis si realizarea
unei galerii virtuale, pusd la dispozitia publicului
larg din tara si din strainatate.

De asemenea, unul din obiectivele proiectului
este realizarea prezentului catalog, prin care
s-a urmdrit inclusiv actualizarea informatiei
stiintifice referitoare la piesele descoperite.
Desigur, lucrarea Tezaurul de sculpturi de
la Tomis, publicatd in 1963 de catre Vasile
Canarache, Andrei Aricescu, Vasile Barbu si
Adrian Radulescu, riméne punctul de referinta in
cercetarea acestei extraordinare descoperiri, dar
trebuie sa mentionam ca ulterior si alti specialisti

become not only a symbol of the discovery, but
also of the National History and Archaeology
Museum of Constanta, giving the measure of the
valuable archaeological heritage currently housed
by the institution.

From the spring of 1962 to the present day, the
pieces making up the Tomis Sculptures Treasure
have been on permanent display in the museum
halls, with the large number of visitors being
a faithful barometer of the public’s continuing
interest in this discovery. In the last two decades,
some of the artifacts have also been temporarily
included in international exhibitions, of which we
mention Archaeological Treasures of Romania.
Dacian and Roman Roots (Madrid, September
2021 — March 2022) and Dacia. The Last Frontier
of Romanity (Rome, October 2023 - April 21,
2024), events that have greatly contributed to
increasing their visibility abroad.

The celebration, in the spring of 2022, of
the 60" anniversary from the discovery of the
Treasure, has imposed on the institutional level a
rethinking of the way of promoting these artifacts,
so that the general public has access to easy,
modern and up-to-date information, in step with
current challenges. Thus, it was born the idea of
the project with non-reimbursable co-financing
of the National Cultural Fund Administration,
entitled Current Cultural Reverberations: the
Tomitan heritage between past and future, carried
out by the museum from January to November
2024. One of the specific activities of the project
was the complete digitization of the pieces that
are part of the Tomis Sculptures Treasure and the
creation of a virtual gallery, made available to the
general public in the country and abroad.

Also, one of the objectives of the project is the
realization of the present catalogue, which also
aimed to update the scientific information in
regards to the pieces discovered. Of course, the
work Tomis Sculptures Treasure, published in
1963 by Vasile Canarache, Andrei Aricescu, Vasile
Barbu and Adrian Radulescu, remains the point
of reference in the research of this extraordinary
discovery, but we must mention that other



s-au aplecat asupra acestei problematici, asa
cum o releva bibliografia intocmita si redata la
finalul lucrarii.

Ne propunem ca volumul de fatd, realizat
bilingv (romana-engleza) sa devina un util
instrument de lucru pentru cercetitori, dar si
un facil si atractiv material de prezentare pentru
publicul larg, care si demonstreze o data in
plus reverberatiile culturale actuale ale acestei
descoperiri arheologice majore, din randul careia
Tyche/Fortuna cu Pontos si Sarpele Glykon pot
fi considerate, asa cum afirma Vasile Canarache,
»adevarate capodopere ale antichitatii’.

specialists have subsequently also addressed this
issue, as revealed by the bibliography compiled
and reproduced at the end of the work.

We intend this bilingual (Romanian-
English) volume to become a useful working
tool for researchers, but also an easy and
attractive presentation material for the general
public, which will once again demonstrate the
current cultural reverberations of this major
archaeological discovery, among which Tyche/
Fortuna with Pontos and the Glykon Serpent can
be considered, as Vasile Canarache said, “true
masterpieces of antiquity”.

Delia Roxana Cornea






I. .,TEZAURUL DE SCULPTURI
DE LA TOMIS”, SIMBOL AL
CIVILIZATIEI ANTICE DIN ACEST
SPATIU S| EMBLEMA A MUZEULUI
DE ISTORIE NATIONALA S
ARHEOLOGIE CONSTANTA

Cetatea Tomis a fost intemeiata de colonistii
greci veniti din Milet in secolul al VI-lea a.Chr,,
in cadrul unui amplu proces de colonizare a bazi-
nului Mdrii Negre (Pontos Euxeinos). Secolele
VI-IV a.Chr. sunt bine reprezentate arheologic
la Tomis prin categorii ceramice de tipuri si pro-
venientd variate (ceramica greco-orientala, attica,
coloniald), care aldturi de descoperirile monetare
atestd dezvoltarea timpurie a unor relatii comer-
ciale cu centre vest-pontice, precum Histria,
Callatis, Apollonia Pontica, Mesambria, dar si
cu unele mai indepartate, precum Chios, Lesbos,
Thassos etc.

Perioada elenisticd, marcata de un eveniment
politic cu mare impact asupra vestului Pontului
Euxin - razboiul pentru Tomis -, constituie ince-
putul ascensiunii orasului, care in epoca romana va
ajunge cel mai important centru politic, economic,
cultural si religios al provinciei Moesia Inferior. In
secolul al ITI-lea a.Chr. sunt emise primele monede
tomitane, dovadda a prosperititii economice de
care orasul se bucura, iar in secolul al II-lea a.Chr.
sunt atestate primele epigrafe oficiale.

Dezvoltarea economica a fost dublata si de
o extindere urbana, Tomis devenind in epoca o
agezare sistematizatd, cu o tramd stradala organi-
zatd dupd planul hippodamic, conservat in zona
peninsulard si in perioadele romana si bizantina
timpurie, cu cladiri publice cu destinatii variate
(centre administrative, comerciale, temple, etc.) si
zone rezidentiale.

Actiunile intreprinse de Mithridates al VI-lea
Eupator in Pont au atras interesul Romei asupra

I. ,THE SCULPTURES TREASURE OF
TOMIS", SYMBOL OF THE ANCIENT
CIVILIZATION OF THIS AREA
AND EMBLEM OF THE NATIONAL
MUSEUM OF HISTORY AND
ARCHAEOLOGY OF CONSTANTA

The city of Tomis was founded by Greek
settlers from Miletus in the 6™ century BC, as
part of a large colonization process of the Black
Sea basin (Pontos Euxeinos). The 6%-4% centuries
BC are well represented archaeologically at Tomis
by ceramic categories of various types and origins
(Greco-Eastern, Attic, colonial pottery), which,
together with the monetary finds, testify to the
early development of trade relations with western
Pontic centers such as Histria, Callatis, Apollonia
Pontica, Mesambria, but also with more distant
ones such as Chios, Lesbos, Thassos, etc.

The Hellenistic period, marked by a political
event with a great impact on the west of Pontus
Euxinus - the war for Tomis -, is the beginning of
the rise of the city, which in Roman times would
become the most important political, economic,
cultural and religious center of the province of
Moesia Inferior. In the 3™ century BC, the first
Tomitan coins were issued, proof of the economic
prosperity that the city enjoyed, and in the 2™
century BC, the first official epigraphs are attested.

The economic development was doubled by an
urban expansion, Tomis becoming a systematized
settlement, with a street layout organized
according to the hippodamic plan, preserved
in the peninsular area in the Roman and early
Byzantine periods, as well public buildings with
various purposes (administrative, commercial,
temples, etc.) and residential areas.

The actions of Mithridates VI Eupator in
Pontus attracted Rome’s interest in the settlements
on the western Pontic coast, which was felt with
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coloniilor de pe tdrmul vest-pontic, care s-a
facut simtit odatd cu prima campanie militara
romand in aceasta zond, condusd de Marcus
Terentius Varro Lucullus (72/71 a.Chr.). Victoria
sa asupra oraselor vest-pontice a dus la includerea
lor sub autoritatea proconsulului Macedoniei.
Revolta comuna a populatiilor grecesti si barbare
impotriva guvernatorului provinciei Macedonia,
Caius Antonius Hybrida (61 a.Chr.), invins in
apropierea cetatii Histria, marcheaza un episod
de atenuare a influentei romane in zona. In acest
context intervin incursiunile lui Burebista in
teritoriul vest-pontic (55-53 a.Chr.), incheiate cu
cucerirea unora dintre cetatile grecesti. Marcus
Licinius Crassus, proconsulul Macedoniei,
reconfirmd autoritatea romand asupra zonei
litorale, in urma campaniei din 29/28 a.Chr,
spatiul continental raméanand inca o perioada sub
controlul regilor odrizi. Relegarea poetului latin
Ovidius la Tomis (8 p.Chr.) se plaseaza intr-un
spatiu intrat sub autoritatea romana de curand,
marcat de o puternica prezenta getica.

Indiferent de data la care teritoriul dintre
Dundre si mare a intrat in componenta provinciei
romane Moesia, in anul 46 p.Chr. sau mai tarziu,
in timpul lui Vespasian (69-79 p.Chr.), Tomis a
detinut o pozitie preeminenta intre cetatile vest-
pontice. In perioada romana devine un important
centru comercial si politic. Capitald a provinciei
Moesia Inferior, odata cu organizarea acesteia
in timpul lui Domitian (81-96 p.Chr.), sediu
al Comunitatii pontice (confederatia oraselor
grecesti vest-pontice), este atestat epigrafic pentru
prima data in secolul al II-lea p.Chr. cu sintagma
»Metropold a Pontului Sting” In aceasta perioadi
a inceput sistematizarea falezei de sud-vest a
orasului prin terasarea ei in locurile in care era
necesard, si ridicarea de edificii puternice, ce
asigurau desfasurarea activitatilor comerciale
din portul tomitan. Se construieste, urmand a
se extinde ulterior, si sistemul de galerii menit
sa aprovizioneze cu apa populatia cetatii. Apar
primele bdi romane si primele cladiri incalzite, din
care nu au putut fi cercetate decit mici suprafete,
deoarece orasul modern a suprapus orasul antic,

the first Roman military campaign in the area, led
by Marcus Terentius Varro Lucullus (72/71 BC).
His victory over the West Pontic cities brought
them under the authority of the Macedonian
proconsul. The joint uprising of the Greek and
barbarian populations against the governor of
Macedonia, Caius Antonius Hybrida (61 BC),
who was defeated near the city of the Histrians,
marks a period of waning Roman influence in the
area. It was against this backdrop that Burebista’s
incursions into western Pontic territory
(55-53 BC) ended with the conquest of some
Greek cities. Marcus Licinius Crassus, the
Macedonian proconsul, reconfirms Roman
authority over the coastal area following the
campaign of 29/28 BC, with the mainland
remaining under the control of the Odrysian
kings for a while longer. The relegation of the
Latin poet Ovidius to Tomis (8 AD) is placed in
an area that had only recently come under Roman
authority, marked by a strong Getic presence.
Regardless of when the territory between the
Danube and the sea became part of the Roman
province of Moesia, in 46 AD or later, during
the reign of Vespasian (69-79 AD), Tomis held a
pre-eminent position among the western Pontic
cities. In Roman times, it became an important
commercial and political center. Capital of the
province of Moesia Inferior, with its organization
under Domitian (81-96 AD), seat of the Pontic
Community (confederation of the Greek cities of
the western Pontic), it is first attested epigraph-
ically in the 2™ century AD with the phrase
“Metropolitan of the Left Pontus” During this
period, the systematization of the south-western
cliff of the city began, by terracing it where nec-
essary and erecting strong buildings to ensure the
commercial activities of the Tomitan port. A sys-
tem of galleries was also built and later extended
to supply the city’s population with water. The
first Roman baths and the first heated build-
ings appeared, of which only small areas could
be excavated, since the modern city overlapped
the ancient city, archaeological research being
carried out sequentially in certain areas. In the



cercetarea arheologica realizandu-se secvential
in anumite zone. In secolul al IIl-lea p.Chr.
suprafata orasului, initial limitata la peninsula
tomitand, s-a marit, asa cum o atestd construirea
unui nou zid de incintd ce pare sa fi functionat, cu
diverse adaugiri si reparatii, pana in sec. VI p.Chr.
Cetatea Tomis ramane in continuare o asezare cu
o populatie preponderent greceascd, asa cum o
atestd onomastica locald si limba predominanta
folosita in inscriptii, dar elementul roman se
afirma tot mai puternic.

La sfarsitul secolului al III-lea p.Chr., odata cu
reorganizarea administrativd a imperiului, Tomis
adevenit capitala provinciei Scythia, trecand prin-
tr-o nouad perioada de dezvoltare edilitara. Istoria
sa urmeaza o traiectorie sinuoasd, cu perioade
de inflorire, dar si de declin, legate de inmultirea
incursiunilor barbare in imperiu. Orasul trece
prin multiple transformari, una dintre cele mai
importante, care marcheazd viata tomitana in
toate aspectele sale, fiind tranzitia treptata catre
o noua religie, mai intai agreatd in imperiu, apoi
devenita oficiala - crestinismul. Adoptarea trep-
tata in Dobrogea, implicit la Tomis, a noii religii
a impus o serie de schimbari si prefaceri: modifi-
carea tesutului urban pentru a face loc basilicilor
crestine, toate cu planuri si orientare tipicd; dez-
voltarea unei laturi aparte a comertului care
priveste obiectele religioase si produsele nece-
sare desfasurdrii cultului crestin, concomitent
cu fenomenul pelerinajului religios; organizarea
vietii religioase a provinciei, etc. Informatiile lite-
rare despre vizita imparatului Valens la Tomis,
in 368-369 p.Chr. confirma prezenta aici a unui
episcop si a unui numar mare de crestini. Ultima
epoca de inflorire a orasului a fost inregistrata in
timpul imparatului Anastasius I (491-518) si a
continuat in timpul lui Justinian (527-565), cand
intalnim in inscriptii expresia ,oras reinnoit” cu
referire la Tomis. Urme materiale, cu precadere
descoperiri monetare, atesta continuarea locuirii
asezarii pana spre sfarsitul secolului al VII-lea,
cand atacurile avare par sa ii incheie existenta
sau sa o reduca la o vietuire total nesemnificativa
intre ruinele unui oras odatd impunitor.
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3" century AD, the area of the city, initially lim-
ited to the Tomitanian peninsula, increased, as
attested by the construction of a new enclosure
wall which seems to have functioned, with var-
ious additions and repairs, until the 6™ century
AD. The fortress Tomis remains a settlement with
a predominantly Greek population, as attested by
local onomastics and the predominant language
used in inscriptions, but the Roman element is
becoming increasingly strong.

At the end of the 3™ century AD, with the
administrative reorganization of the empire,
Tomis became the capital of the province of
Scythia, undergoing a new period of building
development. Its history follows a sinuous
trajectory, with periods of flourishing, but also
of decline, linked to the increasing number of
barbarian incursions into the empire. The city
underwent many transformations, one of the
most important of which marks all aspects of
the life of the Tomitans is the gradual transition
to a new religion, first accepted in the empire
and then official - the Christianity. The gradual
adoption of the new religion in Dobruja, and
implicitly in Tomis, imposed a series of changes
and transformations: the modification of the
urban fabric to make room for Christian basilicas,
all with typical layouts and orientation; the
development of a special side of trade in religious
objects and products necessary for the Christian
cult, together with the phenomenon of religious
pilgrimage; the organization of religious life in the
province, etc. Literary information about the visit
of Emperor Valens to Tomis in 368-369 confirms
the presence of a bishop and a large number of
Christians. The last flourishing era of the city was
recorded during the reign of Emperor Anastasius I
(491-518) and continued under Justinian (527-
565), when we find in inscriptions the expression
“renewed city” in reference to Tomis. Material
evidence, mainly monetary finds, shows that the
settlement continued to be inhabited until the end
of the 7 century, when Avars attacks seem to end
its existence or reduce it to a totally insignificant
existence among the ruins of a once imposing city.
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PORTUL ANTIC

Portul Constanta

100 150 300 450 m

A. Descoperiri arheologice in Constanta (I. Sodoleanu dupa Radulescu 1995-1996, p. 90, fig. 5)
Archaeological finds in Constanta (I. Sodoleanu after Riadulescu 1995-1996, p. 90, fig. 5)

1. Zid de incintd romano-bizantin; 2. Basilica ,,mica”; 3. Basilica ,, mare”;

4. Cuptoare pentru ars materiale de constructii; 5. Depozit de sculpturi;

6. Amfiteatru (sec. I-III p.Chr.) suprapus de basilica (sec. VI p.Chr.);

7. Zid de incintd roman (?); 8. Basilica (sec. IV p.Chr.); 9. Edificiul cu mozaic;

10. Edificiul cu ,Lentiarion”; 11. Zond rezidentiala cu trama stradala si structuri din
perioadele greacd, romana si bizantind; 12. Fragment de stradd principala;

13. Camerd pavatd cu mozaic policrom (sec. IV p.Chr.); 14. ,Edificiul cu scara”;

15. Turn (?) al zidului de incint&; 16. Basilica;

17. Digul ,,genovez” (limita vesticd a portului antic).

Plansa I. Descoperiri arheologice Tn perimetrul anticului Tomis



B. Detaliu cu zona in care a fost descoperit depozitul de sculpturi
(I. Sodoleanu dupa Canarache et al. 1963, p. 114-115)
Detail of the area where the sculptures deposit was discovered
(L. Sodoleanu after Canarache et al. 1863, p. 114-115)

1. Roman-Byzantine fortification wall; 2. Basilica; 3. Basilica;

4. Kilns for burning building materials; 5. Sculptures deposit;

6. Amphitheatre (1st — 2nd cent. AD) overlapped by a basilica (6th cent. AD);

7. Roman fortification wall (?); 8. Basilica (4th cent. AD); 9. Mosaic floored building;
10. Lentiarion; 11. Rezidential area with streets and structures from the Greek, Roman
and Byzantine periods; 12. Fragment of a main street;

13. Room paved with polychrome mosaic (4th cent. AD) 14. ,Staired edifice”;

15. Tower (?) of the fortification wall; 16. Basilica;

17.,,Genovese” mole (the western limit of the ancient harbor).

Plate I. Archaeological finds in the perimeter of ancient Tomis
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Urmeazd o perioada in care informatiile despre
Tomis fie lipsesc in totalitate, fie sunt greu de
interpretat sau de legat de toponimul antic sau de
variantele atribuite lui sau unei asezari apropiate
cu care se confundd/suprapune (Constantia,
Constantiana). Ecouri slabe ale existentei sale
apar totusi incepand cu jumdtatea secolului al
X-lea: Constantia, escala maritima in drumul spre
Constantinopol, este mentionata de Constantin
VII  Porfirogenetul (913-959); mitropolitii
Anicet si Vasile din Tomis sunt atestati de sigilii
de la sfarsitul secolului al X-lea - inceputul
sec. XI; Constansa sau Constanga — micd schela
maritima, apare in portulane italiene in perioada
secolelor XII-XVI, pentru ca ulterior schela
Kostence sau targul Kostena sa apard mentionate
in documente oficiale, dupd intrarea zonei sub
administratia otomand. In secolul al XVII-lea
Evlya Celebi plaseaza aici o schela maritimd cu
aproximativ 150 de gospodarii, magazii si pravalii,
aspectul modest al micului port aflat in granitele
Imperiului Otoman fiind confirmat, in secolul
urmator, de francezul Claude de Peysonnel si de
alti caldtori in spatiul dobrogean.

Deschiderea cdtre vest de la jumdtatea
secolului al XIX-lea a oferit micii asezari sansa
de a redeveni un oras important, aflat in continua
dezvoltare si modernizare, fiind realizate cu
aceasta ocazie, de cdtre compania englezeasca
Danube and Black Sea Railway and Kustendjie
Harbour Limited, lucrarile pentru constructia
caii ferate Cernavoda-Kiistenge si amenajarea
portului aferent. Specialistii straini implicati in
proiectele de modernizare viziteazd regiunea si
redau in jurnale de calatorie situatiile intalnite
aici, inclusiv urmele antice pe care le recunosc
in diferite zone ale asezdrii, amintind si de
imprejurimi si de atitudinea localnicilor fatd de
aceste vestigii.

Dupa integrarea Dobrogei in granitele statului
romdn, in 1878, autoritatile centrale au promovat
o politica constantda de dezvoltare economica si
sociald a spatiului danubiano-pontic, doud mari
proiecte constructive accelerand acest proces:
realizarea Podului ,,Carol I” de la Cernavoda si

There follows a period in which information
about Tomis is either totally lacking or difficult to
interpret or to link to the ancient toponym or to
variants attributed to it or to a nearby settlement
with  which it is confused/superimposed
(Constantia, Constantiana). Faint echoes of its
existence appear, however, from the middle of
the 10™ century: Constantia, a maritime stopover
on the road to Constantinople, is mentioned by
Constantine VII"™ Porphyrogenitus (913-959);
the metropolitans Anicetus and Basil of Tomis are
attested by seals from the end of the 10" century
- beginning of the 11" century; Constansa or
Constanga - a small maritime scaffold, appears in
Italian port documents in the 12"-16" centuries,
and later the Kostence scaffold or Kostena fair
was mentioned in official documents after the
area came under Ottoman administration. In
the 17" century, Evliya Celebi placed here a
maritime scaffold with around 150 households,
warehouses and shops, the modest appearance
of the small port on the borders of the Ottoman
Empire being confirmed in the following century
by the Frenchman Claude de Peysonnel and other
travelers to the Dobruja area.

The opening to the west in the mid-19" century
gave the small settlement the chance to become an
important city once again, constantly developing
and modernizing, with the construction of the
Cernavoda-Kiistenge railwayand the development
of the harbour by the English company Danube
and Black Sea Railway and Kustendjie Harbour
Limited. The foreign specialists involved in the
modernization projects visit the region and write
in their travel diaries about the situations they
encounter here, including the ancient traces they
recognize in different parts of the settlement,
the surroundings and the attitude of the locals
towards these remains.

After the integration of Dobruja within the
Romanian state borders in 1878, the central
authorities promoted a constant policy of
economic and social development of the
Danubian- Pontic area, two major construction
projects accelerating this process: the realization



construirea portului modern al Constantei, care
avea sa asigure orasului o pozitie insemnata
in cadrul marelui comert international dintre
Occident si Orient.

La scurt timp dupd instalarea administratiei
romanesti in provincie, se constatd o preocu-
pare deosebita a functionarilor roméni pentru
strangerea §i prezervarea numeroaselor vestigii
antice, care se aflau raspandite in tot cuprinsul
orasului Kiistenge. In acest sens, este relevant sd
amintim initiativa pe care a avut-o primul pre-
fect roman al Constantei, Remus Opreanu, atunci
cand a decis strangerea acestor vestigii si crearea
unui mic muzeu de antichitati tomitane la sediul
Prefecturii, instalatd in fostul conac turcesc.

Magistrat ca profesiune, Remus Opreanu
a beneficiat si de o temeinica pregitire in stu-
dii clasice, ce i-a permis sa inteleagd numeroase
inscriptii culese din cuprinsul orasului si sa emita
ipoteza indreptatitd cd orasul Kiistenge supra-
punea, de fapt, antica asezare Tomis. Solicitind
acceptul ministrului Cultelor si Instructiunii
Publice si al Academiei Roméne pentru a infi-
inta doud mici muzee la Constanta si Mangalia,
Remus Opreanu instiinta cel mai inalt for stiin-
tific roménesc de demersurile sale in acest sens:

,Inca de cand am avut onoarea a vi trimite
telegrama cu nr. 517 de la 19 decembrie 1878,
concepusem ideea de a crea pentru orasele
Kiistenge si Mangalia cate un museu local, in
care sd se adune si sd se pastreze marmurele si
pietrele cu inscriptiuni, statuetele si toate obiec-
tele de artd anticd ce am putut gasi si avea la
dispozitie, originare din aceste locuri, in care
civilizatiunea greaca, romana, bizantina si ita-
liand au ldsat urme insemnate. La Mangalia
insdrcinasem pe dl. administrator al Portului,
Ion Poparu, la Kiistenge imi luasem personal
sarcina de a incepe formarea colectiunilor ce
mai tarziu ar putea pretinde numirea de musee
municipale. [...] La Kiistenge, in excursiunile ce
am facut pe marginea orasului, am gasit langa
linia drumului de fier, extrase din paméntul ce
forma mici movilite, de citre compania engleza,
ce cauta probabil pietre pentru constructiuni,
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of the “Carol I” Bridge at Cernavodd and the
construction of the modern port of Constanta,
which was to ensure the city a significant position
in the great international trade between the West
and the East.

Shortly after the installation of the Romanian
administration in the province, the Romanian
officials were particularly concerned with the
collection and preservation of the numerous
ancient relics, which were scattered all over the
city of Kiistenge. In this regard, it is relevant to
recall the initiative of the first Romanian prefect
of Constanta, Remus Opreanu, when he decided
to collect these relics and create a small museum
of Tomitan antiquities at the Prefect’s office,
housed in the former Turkish mansion.

A magistrate by profession, Remus Opreanu
also benefited from a thorough training in
classical studies, which allowed him to understand
numerous inscriptions collected from the city
and to hypothesize that the city of Kiistenge
actually superimposed the ancient settlement
of Tomis. Asking the Minister of Culture and
Public Instruction and the Romanian Academy
for their consent to set up two small museums
in Constanta and Mangalia, Remus Opreanu
informed the highest Romanian scientific body
of his efforts in this direction:

“Ever since I had the honor of sending you
telegram no. 517 of 19 December 1878, I had
conceived the idea of creating for the towns
of Kiistenge and Mangalia a local museum, in
which to collect and preserve the marbles and
stones with inscriptions, statues and all the
objects of ancient art that we could find and
have at our disposal, originating from these
places, where Greek, Roman, Byzantine and
Italian civilization left their mark. In Mangalia,
I had entrusted Mr. Ion Poparu, the admin-
istrator of the Port, and in Kiistenge, I had
personally taken on the task of starting to form
the collections that would later claim the name
of municipal museums. [...]

At Kiistenge, in my excursions on the outskirts
of the town, I found near the line of the iron
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doua bucati mari de piatrd, una cu inscriptiune
greaca, alta cu inscriptiune latina. [...] Aceasta
piatra, gdsita in cuprinsul orasului Kiistenge,
daca nu are altd importantd, are incontestabil pe
aceea de a dovedi in mod indubitabil cd noul
oras Kiistenge este zidit pe ruinele anticei Tomi,
celebra prin exilul lui Ovidiu si imortalizata prin
elegiile poetului roman. Controversele literatilor
asupra locului unde era situatd cetatea Tomi nu
ar mai avea ratiunea de a fi, dacd s-ar studia
ruinele care ne inconjoara. Ramasitele ziduri-
lor cetatii, apeductul de care si astizi ne vom
servi, in parte, spre a aduce de la Anadalkioi
apd in oras, nenumaratele marmure si pietre
cu inscriptiuni greci si latine, obiectele de artd,
mosaicele, valul lui Traian care incepe din oras
chiar, ca sa se piarda pe malul Dunarii, totul, in
fine, dovedeste ca aici a fost in timpurile vechi o
cetate insemnata si inscriptiunile ne arata cd ea
se numea Tomi.”

Observatiile prefectului Remus Opreanu au
fost confirmate, pe deplin, de cercetérile arhe-
ologice ulterioare, iar initiativa sa de a strange
vestigiile antice raspandite pe tot cuprinsul aseza-
rii avea sa marcheze aparitia primelor preocupari
muzeografice, concretizate ulterior prin evo-
lutia, sub diverse forme, a unui muzeu regional
al Dobrogei.

Aceasta prima colectie, distrusa in 1882 de un
puternic incendiu, avea sd fie refacutd cativa ani
mai tarziu, prin Decizia nr. 13 din 26 septembrie
1889 a prefectului Scarlat Scheleti, care consfintea
reinfiintarea muzeului si alocarea unui spatiu
adecvat. Cu diferite sincope, mica expozitie
de antichitati a functionat pand la inceputul
sec. al XX-lea, cand a intrat in atentia savantului
Vasile Parvan, directorul Muzeului National de
Antichitati, care propunea ministrului Cultelor, la
17 decembrie 1911, varianta optima de gestionare
a acestei colectii:

»Micul Muzeu de pe langd Gimnaziul din
Constanta [Mircea cel Bitran - n.n.], in care s-a
strans pand acum o frumoasa colectie de obiecte
antice marunte, mai ales monede, sd capete o
fiinta oficiala ca depozit permanent al Muzeului

road, two large pieces of stone, one with a Greek
inscription, the other with a Latin inscription,
extracted from the earth forming small mounds,
by the English company, who were probably
looking for building stones. [...] This stone,
found in the town of Kiistenge, if it has no other
importance, has unquestionably that of proving
beyond doubt that the new town of Kiistenge
is built on the ruins of ancient Tomis, famous
through the exile of Ovid and immortalized in the
elegies of the Roman poet. The controversies of
the literati about the site of Tomis’ fortress would
be moot if the ruins that surround us were studied.
The remains of the city walls, the aqueduct which
we still use today to bring water to the city from
Anadalkioi, the countless marbles and stones
with Greek and Latin inscriptions, the art objects,
the mosaics, the Traian’s wave which starts from
the city itself and then disappears on the banks of
the Danube, all prove that there was a great city
here in ancient times and the inscriptions show
that it was called Tomi.”

The observations of the prefect Remus
Opreanu were fully confirmed by subsequent
archaeological research, and his initiative to
collect the ancient remains scattered throughout
the settlement was to mark the emergence of the
first museographic concerns, later materialized
by the evolution, in various forms, of a regional
museum of Dobruja.

This first collection, destroyed in 1882 by a
powerful fire, was to be rebuilt a few years later,
by Decision No. 13 of September 26, 1889, of
the prefect Scarlat Scheleti, which consecrated
the re-establishment of the museum and the
allocation of an appropriate space. With various
syncopations, the small exhibition of antiquities
functioned until the beginning of the 20" century,
when it came to the attention of the scholar
Vasile Parvan, director of the National Museum
of Antiquities, who proposed to the Minister of
Cults, on December 17, 1911, the best way to
manage this collection:

“The Small Museum near the Gymnasium in
Constanta [Mircea cel Batran - a.n.], in which



National, fiind pus sub directa priveghere si
raspundere a unui domn profesor.”

In timpul Primul Rizboi Mondial multe din
antichititile dobrogene aveau si fie jefuite de
catre trupele de ocupatie germano-bulgare, astfel
incat in perioada interbelicd s-au facut mari
eforturi pentru refacerea colectiilor de antichitati
si incepand cu anii '30 micul muzeu de antichitati
si-a reluat functionarea, de data aceastd in cladirea
anexa a Cazinoului (Acvariumul de astdzi), sub
conducerea onorificd a profesorului Constantin
Bratescu si sub privegherea conservatorului Ioan
Micu. Este o perioadd de sustinute straduinte
in strangerea si refacerea colectiilor epigrafice,
ceramice si numismatice, acum fiind elaborat
si primul ghid muzeal: Cdlduza vizitatorilor in
Muzeul Regional al Dobrogei (1937).

Din nou, realitdtile dure ale celui De-al Doilea
Rézboi Mondial aveau sd aducd mari prejudicii
bunei functionari a muzeului si, dupd o lunga
perioada de reorganizare, in anul 1952 Muzeul
Regional al Dobrogei isi redeschide portile
publicului vizitator. La scurt timp avea sa fie
numit in fruntea institutiei pasionatul numismat
Vasile Canarache, care si-a legat numele in mod
indisolubil de evolutia muzeului constintean in
toata perioada cat s-a aflat la conducerea lui, pana
la disparitia sa fizica in anul 1969.

In contextul in care in cursul anul 1957 s-au
desfisurat ample manifestari cultural-artistice
dedicate Bimilenarei nasterii poetului Publius
Ovidius Naso, exilat de citre imparatul Augustus
la Tomis, muzeul constantean s-a bucurat si el de
o atentie sporita din partea autoritdtilor centrale
si locale. Cu acest prilej, noua expozitie a fost
instalata in spatiul generos al Palatului Episcopal,
fiind organizatd pe baze moderne, iar depozitele
s-au imbogidtit cu numeroase piese, parte din
ele rezultate din diferite cercetari arheologice
de salvare, altele provenind din colectia privata
stransa de doctorul Horia Slobozianu la Eforie si
integratda acum muzeului constantean.

Debuta astfel una dintre cele mai frumoase si
rodnice perioade din evolutia acestei institutii,
ani in care s-a consolidat organizarea si
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a beautiful collection of small antique objects,
especially coins, has been gathered until now,
should be officially established as a permanent
deposit of the National Museum, being placed
under the direct care and responsibility of
a Professor”

During the First World War many of Dobruja’s
antiquities were looted by the German- Bulgarian
occupying troops, so that in the interwar period
great efforts were made to rebuild the antiquities
collections and since the 1930s the small
antiquities museum resumed its operation, this
time in the annex building of the Casino (today’s
Aquarium), under the honorary direction of
Professor Constantin Bratescu and under the
supervision of curator Ioan Micu. It was a period
of sustained efforts in collecting and restoring the
epigraphic, ceramic and numismatic collections,
and the first museum guide was also prepared:
The Visitors” Journey in the Regional Museum of
Dobruja (1937).

Once again, the harsh realities of the Second
World War were to bring great damage to the
good functioning of the museum and, after
a long period of reorganization, in 1952 the
Regional Museum of Dobruja reopened its doors
to the public. Shortly afterwards the passionate
numismatist Vasile Canarache was appointed
head of the institution, who linked his name
indissolubly to the evolution of the museum in
Constanta during the whole period he was in
charge, until his physical death in 1969.

In the context in which during 1957 there
were extensive cultural and artistic events
dedicated to the Bimillenary of the birth of the
poet Publius Ovidius Naso, exiled by Emperor
Augustus to Tomis, the museum in Constanta
also enjoyed increased attention from the central
and local authorities. On this occasion, the new
exhibition was installed in the generous space of
the Episcopal Palace, being organized on modern
basis, and the deposits were enriched with
numerous pieces, some of them were the results
of various rescue researches, others coming from
the private collection gathered by doctor Horia
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functionarea ei, s-a format un tinar si merituos
colectiv de specialisti, care a coordonat primele
sapaturi sistematice la Tomis si in imprejurimi,
muzeul afirmandu-se acum pe plan stiintific
national si international. Tot acum au avut loc o
serie de sondaje, sapaturi de salvare si cercetari
sistematice in cuprinsul orasului modern, pe baza
observatiilor din teren specialistii realizind si o
prima stratigrafie a agezarii, rafinatd si completata
de cercetdri arheologice ulterioare.

Perioada 1957-1967, pe care am putea-o
numi, fara sd gresim, decada de aur a muzeului
constdntean, corespunde si marilor descoperiri
arheologice realizate in arealul anticului Tomis, ca
siin cel dobrogean. In varaanului 1957 erau scoase
la lumina vestigiile Monumentului Rupestru de
la Basarabi, in septembrie 1959 tanarul arheolog
Adrian Radulescu avea sa dezveleascd un zid, ce
s-a dovedit a fi ulterior parte a monumentalului
Edificiu Roman cu Mozaic, in anii 1961-1962
acelasi arheolog avea sd cerceteze cele doud
basilici din sectorul de vest al cetatii, pleiada
marilor descoperiri arheologice fiind marcata de
cea a Tezaurului de sculpturi de la Tomis (1962),
cu adevarat pusd sub semnul Fortunei!

Despre momentul si locul descoperirii,
informatii pretioase ne sunt oferite chiar de
Vasile Canarache, care in 1962, aldturi de arhe-
ologii Andrei Aricescu, Vasile Barbu si Adrian
Réadulescu, au cercetat si documentat acest depo-
zit de piese sculpturale. Descoperirea a fost ficuta
la 1 aprilie 1962, cu prilejul unor sdpaturi ce se
realizau pentru construirea unui bloc de locuinte
pe terenul fostei gari, prilej cu care, dupa demon-
tarea terasamentului pe care fuseserd asezate
liniile ferate in anul 1860, a apdrut intr-o groapa
capul unei statui de marmura reprezentand o
divinitate feminina. Asa cum se proceda in epocd,
muncitorii si responsabilii de la fata locului au
chemat telefonic specialistii muzeului, rapor-
tand descoperirea facutd. Dar senzationala stire
parea putin credibila, cu atat mai mult cu cét era
1 Aprilie! La insistentele celor de pe santier si, se
pare, si in urma apelului telefonic primit din par-
tea lui Vasile Valcu, prim secretar al Comitetului

Slobozianu in Eforie and now integrated into the
museum in Constanta.

This was the beginning of one of the most
beautiful and fruitful periods in the evolution of
this institution, years in which its organization
and functioning were consolidated, a young and
meritorious team of specialists was formed, who
coordinated the first systematic excavations in
Tomis and its surroundings, the museum now
asserting itself on the national and international
scientific level. A series of surveys, rescue exca-
vations and systematic researches have also been
carried out in the modern city, on the basis of
field observations, the specialists have also real-
ized a first stratigraphy of the settlement, refined
and completed by more recent researches.

The period 1957-1967, which we could
call, without mistake, the golden decade of the
museum of Constanta, also corresponds to the
great archaeological discoveries made in the
area of ancient Tomis, as well as in Dobruja. In
the summer of 1957, the vestiges of the Basarabi
Monument were brought to light, and in
September 1959 the young archaeologist Adrian
Rédulescu unveiled a wall, which later turned
out to be part of the monumental Roman Mosaic
Edifice, in the years 1961-1962 the same archae-
ologist was to investigate the two basilicas in the
western sector of the citadel, the pleiad of great
archaeological discoveries being marked by the
one of the Treasure of sculptures from Tomis
(1962), truly a sign of Fortune!

Vasile Canarache himself, in 1962, together
with archaeologists Andrei Aricescu, Vasile
Barbu and Adrian Radulescu, researched and
documented this deposit of sculptural pieces. The
discovery was made on April 1, 1962, when exca-
vations were being carried out for the construction
of a block of flats on the site of the former rail-
way station. After the earthworks on which the
railway lines laid in 1860 had been dismantled,
the head of a marble statue of a female divinity
appeared in a pit. As was the custom at the time,
the workers and the people in charge of the site
telephoned the museum’s specialists and reported



Regional al PM.R. Dobrogea, colectivul muzeului
s-a deplasat la fata locului, unde imaginea acestei
descoperiri trebuie sa le fi starnit o mare emotie,
asa cum transmit si astazi fotografiile realizate la
fata locului: capul zeitei Fortuna se ridica semet
din groapa sapatd de muncitori, iar asezate langa
ea zaceau bustul lui Isis, miticul sarpe Glykon, mai
multe reliefuri, precum si o frumoasa aedicula ce o
reprezenta pe Nemesis.

Si cum sd nu te gandesti acum, ca si atunci,
ca o simpld loviturd de excavator ar fi distrus
toata aceasta comoard! Fortuna a fost insd, si de
data aceasta, cu tomitanii, cdci tezaurul a fost
recuperat integral, chiar daca unele piese pre-
zentau deteriorari.

Despre momentul descoperirii vorbea in
volumul publicat in 1963 chiar Vasile Canarache,
care rememora pentru cititori senzationalele
momente traite:

oIn primidvara anului 1962, sipandu-se in
apropierea basilicii mari, la circa 30 m spre est,
pentru fundatia blocului al cirui amplasament
fusese schimbat pentru protejarea basilicii [este
vorba de una din cele doua basilici identificate
si cercetate in apropiere -n.n.] un muncitor a dat
de capul unei statui de marmura, reprezentand o
zeitate feminind. [...] Fiind anuntati, arheologii
de la muzeul din Constanta au inceput imediat
sapatura sistematicd de salvare. Sapatura ne-a
condus la constatarea ca nu ne aflam in fata
unei singure statui, cdci pe masura adancirii au
inceput sd apara alte sculpturi de marmura, toate
asezate in aga fel incét sa se sprijine unele pe altele,
pentru ca grupul sd reziste presiunii pamantului
si sa nu se disloce. In total au fost descoperite
24 de sculpturi, care evident fusesera adunate si
ingropate in mod organizat. Era greu de inteles
cine si de ce a facut acest lucru.

Dupa ce a fost complet degajata, s-a vazut ca
statuia zeitatii feminine se sprijinea pe un soclu
organic, tdiat in acelasi bloc de marmurd. Un corn
al abundentei, neavariat, se desprinsese din mana
zeitei prin ruptura. La picioarele ei se vedea un
acolit barbos, iesind din apd si rezemat cu mina
stanga pe o prora de corabie. In cursul cercetirii
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the discovery. But the sensational news seemed
scarcely credible, especially as it was April 1! At
the insistence of those on the site and apparently
also after a phone call from Vasile Vilcu, first sec-
retary of the Regional Committee of the PM.R
Dobrogea (translator’s note: Romanian Labour
Party of Dobruja), the museum staff went to the
site, where the image of this discovery must have
aroused great emotion, as the photographs taken
on the spot still convey today: the head of the
goddess Fortuna rose up from the pit dug by
the workers, and next to it lay the bust of Isis,
the mythical snake Glykon, several reliefs, and a
beautiful aedicula representing Nemesis.

And how can you not think now, as then,
that a simple blow from an excavator would
have destroyed all this treasure! But luck was
with the Tomitans this time too, for the treasure
was recovered in its entirety, even if some pieces
were damaged.

Vasile Canarache himself wrote about the
moment of the discovery in the 1963 book,
recalling for readers the sensational moments:

“In the spring of 1962, while digging near the
large basilica, about 30 meters to the east, for
the foundation of the block whose location had
been changed to protect the basilica [one of the
two basilicas identified and investigated nearby
— ed. n. ], a worker knocked over the head of a
marble statue representing a female deity [...].
Alerted, archaeologists from the museum in
Constanta immediately began systematic rescue
excavations. The excavation led us to the realiza-
tion that we were not in front of a single statue,
because as we went deeper, other marble sculp-
tures began to appear, all placed in such a way
that they were leaning on each other, so that the
group could withstand the pressure of the earth
and not dislocate. A total of 24 sculptures were
discovered, which had obviously been collected
and buried in an organized manner. It was hard
to understand who had done this and why.

When it was completely cleared away, it was
seen that the statue of the female deity rested
on an organic plinth cut from the same block of



Fig. 1 (foto dupa cliseu nr. 2525)

Specialistii Muzeului Regional al Dobrogei la locul descoperirii; in plan secund, aflat in
spatele statuii zeitei Fortuna, directorul Vasile Canarache. Fotografie din Arhiva MINAC.

Specialists of the Regional Museum of Dobruja at the site of the discovery; in the
background, behind the statue of the goddess Fortuna, Director Vasile Canarache.

Photo from MINAC Archive



Fig. 2 (foto dupa cliseu nr. 20122)

Specialistii Muzeului Regional al Dobrogei la locul descoperirii.
Fotografie din Arhiva MINAC.

Specialists of the Regional Museum of Dobruja at the site of the discovery.
Photo from MINAC Archive
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au putut fi recuperate numeroase bucétele si aschii
de marmura care, adunate si lipite la locul lor, au
dus la reconstituirea coroanei murale purtata pe
cap de acest acolit.

Linga zeita se afla asezata, deasupra celorlalte
monumente, statuia intreagad a unui sarpe cu cap
fantastic, cu trupul incolécit, prins de un soclu
rotund, lucrat din aceeasi marmura. Mai departe
au apdrut:

Trei statuete ale Hecatei, situate una langa alta
si sustinand alte piese deasupra lor.

O edicula sparta in doua, cu inscriptie, care
indeplinea aceeasi functie de sprijin pentru alte
sculpturi mai mici. Din edicula facea parte si
imaginea in dubla reprezentare a zeitei Nemesis,
cele douda capete fiind rupte de trupuri si
imprastiate la cativa metri.

O statuetd a lui Esculap, de asemenea cu capul
rupt si departat de trup.

Statueta fragmentard a unui Dioscur cu capul
rupt si aruncat intre alte fragmente.

Un bust intreg, mare, care fusese asezat cu fata
in jos si care abia mai tarziu a fost identificat cu
zeita Isis.

De asemenea, au fost gasite mai multe plici cu
basoreliefuri, toate in pozitie verticala, intercalate
strans printre celelalte sculpturi”

Dupa aplicarea, la fata locului, a primelor
tratamente de curdtare si dupd marcare, piesele
au fost ambalate si transportate la laboratorul
muzeului, unde colectivul de specialisti format
din Constantin Carpuz, Margareta Havrilet si
Eugenia Boca au reconstituit artefactele, lipind cu
mare grija fragmentele recuperate.

In tot acest timp, arheologii s-au concentrat pe
cercetarea sistematicd a zonei descoperirii, deli-
mitatd pe o suprafatd de 6 x 4 metri, in incercarea
de a identifica si de a recupera orice alte dovezi
materiale care i-ar fi ajutat in conturarea orizon-
tului cultural al epocii in care au fost ingropate
artefactele.

Desigur, o astfel de descoperire nu a trecut
neobservatd de presa din epocd, chiar daca unele
informatii difuzate initial s-au dovedit ulterior a
fi eronate. Astfel, sub titlul Ca surdsul frumoasei

marble. An undamaged cornucopia had broken
loose from the goddesss hand. At her feet, a
bearded companion was seen emerging from
the water and resting with its left hand on a boat
prow. In the course of the research, numerous
pieces and chips of marble were recovered which,
when gathered together and glued in place, led to
the reconstruction of the mural crown worn on
the head by this companion.

Next to the goddess was placed, above the other
monuments, the whole statue of a serpent with a
fantastic head, its coiled body, held by a round
plinth made of the same marble. Further on:

Three statues of Hecate, placed side by side
and supporting other pieces above them.

An aedicula broken in two, with inscription,
which performed the same function of supporting
other smaller sculptures. Also, part of the aedicula
was a double image of the goddess Nemesis,
the two heads broken off from their bodies and
scattered several meters apart.

A statuette of Aesculapius, also with the head
broken oft and separated from the body.

A fragmentary statuette of a Dioscuri with
the head broken off and thrown among other
fragments.

A large, whole bust that had been placed
face down and only later identified with the
goddess Isis.

Several slabs of bas-relief were also found, all
upright, closely interspersed among the other
sculptures”

After the first cleaning treatments and marking,
the pieces were packaged and transported to the
museum’s laboratory, where a team of specialists
consisting of Constantin Carpuz, Margareta
Havrilet and Eugenia Boca reconstructed the
artifacts, carefully gluing the recovered fragments.

Throughout this time, archaeologists
have focused on systematically surveying the
6 x 4-meter area of the discovery in an attempt
to identify and recover any other material evi-
dence that would have helped them to outline the
cultural horizon of the era in which the artifacts
were buried.



Demeter, la 7 aprilie 1962 ziarul local ,,Dobrogea
noud” isi informa cititorii:

»Ireptat, marmura a rasarit din pamént in chip
de zeitd. O zeita de rece, dar gingasa frumusete,
cu ochi scanteietori, cu parul in valuri, cu salul
infoiat. Lipseau numai bratele in care zeita
Demeter tinuse cu o demnitate care ii sta bine,
cornul abundentei si poate sceptrul ocrotitor. La
picioarele ei, Poseydon, vesnic preocupat sa-si
stapaneasca imparatia fraimantatd a apelor, apoi
un splendid sarpe de marmura, caruia inchipuirea
artistului necunoscut i-a daruit urechi si plete de
fata si bot de miel...

Au aparut apoi, rind pe rdnd, smulse din
nepasarea celor 17 sau 19 secole care au trecut
peste ele, fira sd le stirbeascd urmele maiestriei
fauririlor, cele doua statui ale Hecatei, basorelie-
furi reprezentand aceeasi zeita, un splendid altar
votiv cu fronton si cu coloane, cu doua zeitati
incremenite intr-un ritual solemn si cu inscriptie,
cateva reprezentdri in basorelief ale lui Dionisos,
Cavalerul Thrac, Mitras, cele trei Gratii, Cibela,
zeitati de ambele sexe, surprinse intr-un dans
gratios si portretul unei femei, de o calmd si
retinutd frumusete...”

Pentru determinarea si interpretarea exacta a
pieselor sculpturale, a problemelor de stratigrafie
si a cauzelor si momentului cind s-a facut depo-
zitarea, la 14 aprilie 1962 a avut loc la Constanta
o reuniune stiintificd coordonata de academici-
anul Emil Condurachi. Au participat la aceasta
intrunire de lucru specialisti de marcd din cadrul
Institutului de Arheologie al Academiei R.P.R.
(astazi Institutul de Arheologie ,,Vasile Parvan”),
precum Ion Nestor, Radu Vulpe, Dumitru Tudor,
Vladimir Iliescu, Ion Barnea, Bucur Mitrea,
Gheorghe Bordenache, Petre Aurelian, Theodor
Dinu Teodorescu, dar si membrii colectivului de
arheologi din cadrul muzeului, respectiv Vasile
Canarache, Andrei Aricescu, Vasile Barbu si
Adrian Radulescu.

La baza discutiilor s-a aflat referatul intocmit
de arheologii constanteni, directorul Vasile
Canarache conturind cu aceasta ocazie si primele
concluzii:
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Of course, such a discovery did not go
unnoticed by the press of the time, even if some of
the initial information disseminated later turned
out to be erroneous. Thus, on April 7, 1962, the
local newspaper “Dobrogea Noua” informed
its readers under the headline As Demeters
beautiful smile:

“Gradually the marble rose from the earth
in the form of a goddess. A goddess of cold but
gentle beauty, with sparkling eyes, her hair in
waves, her shawl ruffled. Missing only the arms in
which the goddess Demeter had held with a dig-
nity that suited her, the cornucopia and perhaps
the scepter of protection. At her feet, Poseydon,
eternally preoccupied with his mastery of the
tempestuous kingdom of the waters, then a splen-
did marble serpent, to which the imagination of
the unknown artist had given ears and maiden’s
hair and lamb’s snout...

Then there appeared, one by one, plucked from
the carelessness of the 17 or 19 centuries that had
passed over them, without wiping out the traces
of the master craftsmanship of their making, the
two statues of Hecate, bas-reliefs representing
the same goddess, a splendid votive altar with
pediment and columns, with two goddesses in
a solemn rite and inscription, several bas-relief
representations of Dionysus, the Thracian Rider,
Mithras, the three Graces, Cybele, deities of both
sexes, captured in a graceful dance, and a portrait
of a woman of calm and restrained beauty...”

In order to determine and accurately interpret
of the sculptural pieces, the stratigraphic problems
and the causes and timing of the deposition, a
scientific meeting coordinated by Academician
Emil Condurachi was held in Constanta on April
14, 1962. This meeting was attended by leading
specialists from the Institute of Archaeology of the
Academy of the R.PR. (translator’s note: People’s
Republic of Romania) (today the “Vasile Parvan”
Institute of Archaeology), such as Ion Nestor,
Radu Vulpe, Dumitru Tudor, Vladimir Iliescu,
Ion Barnea, Bucur Mitrea, Gheorghe Bordenache,
Petre Aurelian, Theodor Dinu Teodorescu, as well
as members of the archaeologists’ collective of
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»Avem acum criterii care ne permit sa apre-
ciem cd zeitatea feminind in picioare reprezinta
pe Fortuna diadematd, cu cornul abundentei
in mana stangd si cu sceptrul in mana dreaptd,
avand la picioarele ei pe Pontos, barbos, iesind
din apd pe jumatate gol si privind, sprijinit de o
corabie, zeitatea principald. Pe cap Pontos poartd,
sub forma unei coroane murale, conturul pen-
tagonal al cetatii orasului, cu poarta principala
si cu turnurile de aparare. Raportand aceste ele-
mente noi la figuratia de pe monedele romane
bétute pentru Tomis in timpul sec. II-III, de la
Septimius Severus pana la Filip Arabul (anii 193-
249), poate fi trasa concluzia cd statuia principala
descoperita pe teritoriul gérii vechi, reprezinta
zeitatea eponima a Tomisului: Fortuna impreuna
cu Pontos, zeul Marii Negre, protector al portului,
al navigatiei si al orasului”

La doar o luna de la momentul descoperirii,
piesele sculpturale au fost expuse in salile
muzeului, intr-o amenajare speciald care a atras
chiar de la inceput un numar record de vizitatori
— doar in primul an de expunere Tezaurul a fost
vizionat de peste trei sute de mii de persoane,
asa cum marturisea Vasile Canarache, directorul
Muzeului Regional al Dobrogei.

La acest fapt a contribuit si larga popularizare
facuta nu doar de presa locald, ci si de revistele
si ziarele cu circulatie nationald, care au alocat
ample spatii unor articole de prezentare, precum
Din toamnd pand in primdvard pe litoral, O noud
importantd descoperire arheologicd la Constanta
sau Imagini ale pieselor sculpturale romane
descoperite recent la Constanta, articole in care
erau prezentate piesele sculpturale descoperite,
insotite de numeroase fotografii.

Dar pentru specialistii muzeului, munca asi-
dua si marile provocéri de abia acum incepeau,
fiind necesara identificarea tuturor reprezentari-
lor de divinitdti, dar si gasirea unor explicatii si
rdspunsuri pentru numeroasele intrebari ce se
ridicau: Cand au fost ingropate aceste comori
antice, de catre cine si in ce context?

La fel de multe ipoteze si teorii a suscitat si
sculptura fantasticd a sarpelui si detaliile sale

the museum, namely Vasile Canarache, Andrei
Aricescu, Vasile Barbu and Adrian Radulescu.

At the basis of the discussions was the report
prepared by Constanta archaeologists, the director
Vasile Canarache outlining on this occasion the
first conclusions:

“We now have criteria that allow us to assess
that the standing female deity represents Fortuna
diademed, with the cornucopia in her left hand
and the scepter in her right hand, with at her feet
Pontos, bearded, emerging half naked from the
water and looking, supported by a ship, at the
main deity. On his head, Pontos wears, in the
form of a mural crown, the pentagonal outline of
the city, with its main gate and defensive towers.
Relating these new elements to the figuration
on the Roman coins minted for Tomis during
the 2n-2 centuries, from Septimius Severus to
Philip the Arabian (193-249), it can be concluded
that the main statue discovered in the old railway
station represents the eponymous deity of Tomis:
Fortuna together with Pontos, the god of the
Black Sea, protector of the harbour, navigation
and the city”.

Just one month after the discovery, the
sculptures were exhibited in the halls of the
museum, in a special arrangement that attracted a
record number of visitors right from the start — in
the first year of exhibition alone, the Treasure was
viewed by over three hundred thousand visitors,
as Vasile Canarache, director of the Regional
Museum of Dobruja, testified.

This was also helped by the wide popularization
made not only by the local press, but also by
magazines and newspapers with a wide national
circulation, which have allocated ample space
to articles such as From autumn to spring on the
seaside, A new important archaeological discovery
in Constanta or Images of the Roman sculptures
recently discovered in Constanta, articles in
which the discovered sculptures were presented,
accompanied by numerous photographs.

But for the museum’s specialists, the hard
work and great challenges were just beginning,
with the need to identify all the representations of
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uimitoare ce imbinau caracteristici anatomice
de om si animale, reliefate de arheologul Andrei
Aricescu intr-un interviu dat in presd in vara
anului 1962:

»,Din lotul de monumente care mi-a fost
incredintat de conducerea muzeului pentru cer-
cetare, o deosebita importanta o are splendida
reprezentare in marmurd vanata a unui ani-
mal fantastic cu trup de sarpe, bot de mamifer,
urechi si plete de om si coada cu par. Este o
lucrare artisticd remarcabild, atat din punct de
vedere al executiei, cat si din punct de vedere al
realizarii anatomice. Piesa, pastrata in intregime,
probabil un element de adoratie in legatura cu
cultul unei divinitati, provenitd dupd indicati-
ile pe care le avem pand acum din mitologia
orientala, divinitate patrunsa, ca atatea altele,
printre cele de origine locala, Sarpele cu diverse
reprezentari si atributii este foarte raspandit in
religiile antice si este cunoscut in legaturd cu
divinitati ca Asklepios, Hygeia, Herakles, Isis
etc. Ramane ca studiul sd ne aduca la mai
multd preciziune, in legatura cu acest exceptio-
nal monument descoperit in tezaurul sculptural
de la Tomis.

Subliniem insa valoarea lui artisticd, realizarea
artistici si armonioasa a inelelor impletite
ale sarpelui, cu solzii descrescand ca marime
spre cap si coadd, adica spre partile mai subtiri
ale animalului, cu capul ciudat, indltat din
impietrirea trupului si sprijinit printr-o mica
bard de sustinere pentru asigurarea unei mai
bune rezistente. Suntem, intr-adevar, in fata unei
exceptionale realizari artistice si putem considera
ca Sarpele este unul dintre cele mai importante
monumente ale depozitului”

Totusi, interpretarea acestei sculpturi ridica
o serie intreagd de intrebari, vorbindu-se chiar
de Enigma Sarpelui de la Tomis. Intr-un material
publicat in 1964 in revista La Science et la Vie,
jurnalistul Frangois Bruno enumera diferite
posibile interpretari si analogii ale acestei piese,
citind, de asemenea, opinia lui Vasile Canarache
cu privire la acest monument sculptural si posibila
interpretare ca fiind Sarpele Glykon:

deities, but also to find explanations and answers
to the many questions that arose: When were
these ancient treasures buried, by whom and in
what context?

The fantastic sculpture of the serpent and its
astonishing details combining human and animal
anatomical features, highlighted by archaeologist
Andrei Aricescu in an interview given to the press
in the summer of 1962, also gave rise to many
hypotheses and theories:

“Of the batch of monuments entrusted to
me by the museum’s management for research,
a splendid representation in auburn marble of a
fantastic animal with the body of a serpent, the
snout of a mammal, the ears and hairy tail of a
man, is of particular importance. It is a remarkable
artistic work, both in terms of execution and
anatomical realization.

The piece, preserved in its entirety, probably
an element of worship in connection with
the cult of a deity, originating, according to
the indications we have so far from Eastern
mythology, a deity penetrated, like so many
others, among those of local origin, the Serpent
with various representations and attributions is
very widespread in ancient religions and is known
in connection with deities such as Asklepios,
Hygeia, Herakles, Isis, etc. It remains for further
study to bring us to a more precise understanding
of this exceptional monument discovered in the
sculptural treasure of Tomis.

However, we emphasize its artistic value, the
artistic and harmonious realization of the snake’s
braided rings, with the scales descending in size
towards the head and tail, that is to say towards
the thinner parts of the animal, with the strange
head, raised from the hardness of the body and
supported by a small support bar to ensure
better resistance. We are, indeed, in the presence
of an exceptional artistic achievement, and we
may consider the Serpent to be one of the most
important monuments of the deposit”

Moreover, the interpretation of this sculpture
raised a whole series of questions, and there was
even talk of the Enigma of the Serpent of Tomis. In



Fig. 3 (foto dupa cliseu nr.2118)

Vasile Canarache alaturi de conservatori si restauratori, dezvelind artefactele Tezaurului
de sculpturi de la Tomis. Fotografie din Arhiva MINAC

Vasile Canarache alongside conservators and restorers, unveiling the artifacts of the
Tomis Sculptures Treasure. Photo from MINAC Archive



Fig. 4 (foto dupa cliseu nr. 3075)

Adrian Radulescu dezvelind artefactele Tezaurului de sculpturi de la Tomis.
Fotografie din Arhiva MINAC

Adrian Radulescu unveiling the artifacts of the Tomis Sculptures Treasure.
Photo from MINAC Archive




»Sculptata intr-o maniera rara, cu reflexe
albastrui, aceastd statuie n-are decat 66 cm
indltime, dar intinsa pe toata lungimea sa, corpul
reptilei atinge aproape 5 m. Nu existd in lume
decat o singurd alta statuie anticd sculptata:
este cea care se afld in templul lui Esculap din
Ptolemaios dar de dimensiuni mai modeste,
ce formeazd acoperisul unei casete de aur. Este
vorba de resturile unei opere radical diferite, nici
coada de leu, nici cap de miel, botul reptilei in loc
sa domine corpul, se detaseazd putin. Nu poate
fi deci vorba de a identifica sarpele tezaurului
cu acela al lui Esculap, care simbolizeaza atat
intelepciunea §i prudenta, cat si regenerarea
vietii. Arheologii se pierd in presupuneri. In
mitologiile greaca si orientald, sarpele prin urmare
indeplineste o infinitate de functiuni. El nu are
decat atributul unei divinitati — spre deosebire de
animalul sacru al lui Esculap - dar poate fi si o
divinitate independenta, fie cu functie de paznic
al locurilor sacre, ca si dragonii care vegheau la
portile Acropolei si la gradina Hesperidelor, fie de
geniu protector al unei locuinte.

Sarpele fantastic pare sd nu se incadreze insd
in nici o categorie. Profesorul Canarache inclina
totusi sd-1 asimileze unui agathodaimon sau
unui genius loci, adica unui zeu protector al unei
locuinte, cand o noud ipoteza se impune in mintea
sa: el se refera la un text celebru al satiricului
Lucian din Samosata, <<Alexandru sau falsul
profet>>. Acel Alexandru - ne spune Lucian - era
atat de mare in viciu, cat era celalalt, fiul lui Filip,
in virtute. Impreuna cu cumitrul siu, Cocconas,

31

an article published in 1964 in the magazine La
Scienceetla Vie, thejournalist Frangois Brunolisted
various possible interpretations and analogies of
this piece, also citing Vasile Canarache’s opinion
on this sculptural monument and its possible
interpretation as the Glykon Serpent:

“Rarely carved with bluish reflections, this
statue is only 66 cm high, but stretched out over
its entire length, the reptile’s body reaches almost
5m. Thereisonly oneotherancientcarved statuein
the world: it is found in the temple of Aesculapius
at Ptolemais, but it is more modest in size,
forming the roof of a golden box. It is the remains
of a radically different work, neither a lion’s tail
nor a lamb’s head, the reptile’s snout, instead of
dominating the body, is slightly detached. There
can therefore be no question of identifying the
snake of the treasure with that of Asclepius, which
symbolizes both wisdom and prudence and the
regeneration of life. Archaeologists are lost in
conjecture. In Greek and Eastern mythology, the
serpent therefore fulfills an infinite number of
functions. It has only the attribute of a divinity
- unlike the sacred animal of Asclepius - but it
can also be an independent divinity, either as a
guardian of sacred places, like the dragons that
watched over the gates of Acropolis and the
garden of the Hesperides, or as a protective genie
of a dwelling.

The fantastic serpent seems to fit into neither
category. Professor Canarache is still inclined to
assimilate it to an agathodaimon or a genius loci,
that is to say to a god protector of a dwelling,
when a new hypothesis imposes itself on his
mind: he refers to a famous text by the satirist
Lucian of Samosata, <<Alexander or the false
prophet>>. That Alexander, Lucian tells us,
“was as great in vice as the other, Philips son,
was in virtue. Together with his brother-in-law
Cocconas, a Byzantine, he lived for some time
clinging <<to a haggard Macedonian, but still
trying to please>>. That was the date of his good
fortune. Recognizing that enormous snakes
swarm in Macedonia, <<but so gentle that they
lie down with children, let themselves be crushed
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un bizantin, el trai catva timp agatat <<de un
macedonean had, dar care incerca inca sa placa>>.
De atunci dateaza norocul lui. Recunoscand cé in
Macedonia misund serpi enormi, <<dar atat de
blanzi incét se culca cu copiii, se lasa striviti in
picioare si beau lapte din mamela ca pruncii>>,
a inteles imediat folosul cel poate avea de pe
urma acestor salbdticiuni. Numai in provincia
Pontului, Thracia, oamenii pot crede cd a avut loc
un astfel de miracol. Alexandru a ajuns sd inchida
un sarpe mic intr-un ou de gasca, pe care a reusit
sa-1 astupe apoi fira sd lase urme. El ingropa oul
in piata din fata unui templu, apoi inaintea unei
asistente uimite, l-a dezgropat, a spart coaja si
a ardtat tuturor sarpele. Urmarit de multime,
Alexandru s-a intors la el, a iesit din casd cu un
alt sarpe, imens, incolécit pe corp. Apoi el a spus:
<<Eu sunt sarpele Glycon, fiul mic al lui Zeus, si
lumina pentru muritori.>>

Nu este imposibil - scrie profesorul Canarache
— ca sarpele din depozit sd poatd fi identificat cu
sarpele Glycon, al carui cult era foarte raspandit
in sec.al III-lea, in toate provinciile orientale
ale Imperiului”

Rezultatele cercetdrilor arheologilor constan-
teni si formularea unor prime concluzii s-au
regasit in volumul Tezaurul de sculpturi de la
Tomis, titlu sub care s-a consacrat in literatura de
specialitate depozitul de piese sculpturale desco-
perit pe terenul fostei gari din Constanta. Tipdrita
de Editura Stiintificd in anul 1963, in conditii
grafice foarte bune pentru vremea respectiva,
lucrarea contine pe langa textele cu caracter stiin-
tific si 57 de reproduceri fotografice alb-negru ale
pieselor, cateva schite grafice cu punctele princi-
pale ale locului descoperirii si explicatii succinte
pentru fiecare piesd in parte, traduse in limbile
rusa, franceza, germand si engleza.

Desi, de-a lungul timpului Tezaurul de
sculpturi de la Tomis a facut obiectul mai multor
articole si studii de specialitate, pand in prezent
volumul publicat in 1963 a ramas singura lucrare
cu caracter monografic care s-a adresat atat
specialistilor, c4t si publicului larg. Interesul
pentru aceste sculpturi si numeroasele intrebari

in their feet, and drink milk from their teats like
infants>>, he immediately realized the benefit he
could derive from these wild creatures.

Only in the province of Pontus, Thrace, can
people believe that such a miracle took place.
Alexander managed to enclose a small snake in
a goose’s egg, which he then managed to seal up
without leaving any traces. He buried the egg in
the square in front of a temple, then in front of an
astonished audience, dug it up, cracked the shell
and showed everyone the snake. Followed by the
crowd, Alexander returned to his house, came
out with another snake, huge, coiled around his
body. Then he said, <<I am the serpent Glycon,
the young son of Zeus, and the light to mortals.>>

It is not impossible - writes Professor
Canarache - that the snake in the deposit could
be identified with the Glycon snake, whose cult
was widespread in the 3™ century in all the eastern
provinces of the Empire”.

The results of the research of the archaeologists
from Constanta and the formulation of some
initial conclusions were found in the volume The
Sculptures Treasure of Tomis, the title under which
the deposit of sculptures discovered on the site
of the former railway station in Constanta was
consecrated in the specialized literature. Printed
by Scientific Publishing House in 1963, in very
good graphic conditions for the time, the work
contains, in addition to scientific texts another
57 black and white photographic reproductions
of the pieces, some graphic sketches with the
main points of the site of the discovery and
brief explanations for each piece, translated into
Russian, French, German and English.

Although, over the years, the Treasure of
sculptures from Tomis has been the subject of
several specialized articles and studies, so far the
volume published in 1963 has remained the only
monographic work that has been addressed to
both specialists and the general public. The interest
in these sculptures and the many questions they
still raise have led to the proposal that in 2022, the
60th anniversary of their remarkable discovery, a
work should be produced to bring the scientific



pe care le suscita incd, au ficut ca in anul 2022,
cand s-au implinit 60 de ani de la remarcabila
lor descoperire, sd se propuna elaborarea unei
lucriéri care sd aduci la zi informatia stiintifica si
sa ofere publicului cititor un punct de plecare in
intelegerea simbolisticii acestor artefacte.

Volumul de fata reprezinta, in fapt, concreti-
zarea acestui demers, la care si-au dat concursul
specialisti din cadrul Institutului de Arheologie
,Vasile Parvan” din Bucuresti si Muzeului de
Istorie Nationala si Arheologie Constanta,
respectiv Cristina-Georgeta Alexandrescu, Irina
Sodoleanu, Constantin Aurel Mototolea, Andreea
Andrei, Cristian Cealera si Delia Roxana Cornea.

Pe langa o riguroasa actualizare a informatiei
stiintifice, impusa de trecerea timpului, volumul
de fatd ofera tuturor celor interesati o bibliografie
exhaustiva a problematicii, textele stiintifice fiind
completate cu un bogat material fotografic, realizat
dupa ultimile rigori tehnice, pentru a suprinde
piesele in ansamblul lor, dar si numeroase alte
elemente de detaliu, culoare, tehnicd s.a.m.d.

In acest mod sperim ci se implineste si
dorinta exprimata de Vasile Canarache cu peste
sase decenii in urma, in cuvantul de prezentare a
volumului amintit:

»Credem cd raspundem cerintelor maselor
largi, care asteaptd cu viu interes o lucrare cu
acest subiect, utila, de altfel, si specialistilor, care
intr-o forma sumara vor gasi aici cu un moment
mai devreme datele esentiale ale unei descoperiri
att de importante, raimanand ca un studiu mai
aprofundat asupra Tezaurului de sculpturi de la
Constanta, pretinzand un rdgaz mai indelungat,
sa fie realizat in viitor”

Aflat astdzi la ceas aniversar - s-au implinit
145 de ani de la prima atestare documentara a
micului muzeu constantean, creat la 1879 de
prefectul Remus Opreanu - Muzeul de Istorie
Nationala si Arheologie Constanta reprezintd un
reper al muzeografiei dobrogene si nationale, iar
din bogatele sale colectii, Tezaurul de sculpturi s-a
consacrat in timp nu doar ca simbol al civilizatiei
anticului Tomis, ci si emblema a acestei institutii.
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information up to date and to provide the reading
public with a starting point in understanding the
symbolism of these artifacts.

The present volume is, in fact, the concre-
tization of this endeavour, to which specialists
from the Institute of Archaeology “Vasile Parvan”
of Bucharest and the National Museum of
History and Archaeology of Constanta, respec-
tively Cristina-Georgeta Alexandrescu, Irina
Sodoleanu, Constantin Aurel Mototolea, Andreea
Andrei, Cristian Cealera and Delia Roxana
Cornea, have contributed.

In addition to a rigorous updating of the
scientific information, imposed by the passage
of time, this volume offers to all those interested
an exhaustive bibliography of the issue, the
scientific texts being supplemented with a rich
photographic material, made according to the
latest technical rigors, to capture the pieces as
a whole, but also numerous other elements of
detail, color, technique and so on.

In this way, we believe that the wish expressed
by Vasile Canarache more than six decades ago,
in the word of presentation of the aforementioned
volume, is fulfilled:

“We believe that we are responding to the
demands of the broad masses, who are waiting
with keen interest for a work on this subject,
useful, moreover, also to specialists, who in a
summarized form will find here a moment earlier
the essential data of such an important discovery,
it remaining that a more in-depth study of the
sculpture treasure from Constanta, requiring a
longer respite, will be carried out in the future”

The National Museum of History and
Archaeology of Constanta is a landmark of
Dobruja and national museography, and from
its rich collections, the Treasure of sculptures has
established itself over time not only as a symbol
of the civilization of ancient Tomis, but also as the
emblem of this institution.

Delia Roxana Cornea, Irina Sodoleanu



Il. CULTE, CREDINTE Sl
MANIFESTARI RELIGIOASE
iN DOBROGEA ANTICA
(secolele V a.Chr. - IV p.Chr.)

INTRODUCERE

Pozitia geograficd a sud-estului european,
regiune cireia i se circumscrie §i Dobrogea, a
favorizat din cele mai vechi timpuri schimburile
populatiilor care au trait aici, cu zone indepdrtate,
si in special cu zona mediteraneeana si Orientul
Apropiat, indiferent ca a fost vorba de schimburi
de bunuri sau de idei. Odata cu intrarea in istorie
a regiunii, aceste dovezi se inmultesc si devin si
mai evidente dupa marea colonizare din secolele
VIII-VII a.Chr., cand grecii din Milet si cei din
Megara egeeana s-au stabilit pe tarmul vest-pontic
unde au intemeiat primele colonii. Stabilirea
grecilor pe tdrmul dobrogean al Mirii Negre
si, mai cu seamd, schimburile pe care acestia le
intretin cu populatia locala, dar si rolul comercial
al coloniilor, vor influenta favorabil dezvoltarea
economica si sociala a regiunii.

Dar noii colonisti nu aduc numai bunuri
materiale, ci vin cu propriile credinte si obice-
iuri religioase, adanc inrddéacinate in structura
psiho-mentala a acestora, dovada fiind pastrarea
organizdrii cultuale si adorarea, in multe cazuri,
a acelorasi divinitdti pentru aproape un mile-
niu. Astfel, odata cu venirea grecilor, care devin
repede o populatie stabila pe tdrmul vest-pontic,
panteonul tinutului de la Dunarea de Jos se imbo-
gateste cu noi divinita{i, avand loc in nenumdrate
randuri si interesante fenomene sincretice sau
transferuri de atribute.

In general in orasele grecesti, zeii ficeau
parte din modul de viatd al oamenilor si in mod
necesar se aflau in fruntea polis-ului, fiind direct
raspunzdtori de existenta, pacea si prosperitatea
cetatii. Drept urmare, locuitorii au recunoscut
acest merit al zeilor, ridicAndu-le altare si temple,

Il. CULTS, BELIEFS AND
RELIGIOUS MANIFESTATIONS
IN ANCIENT DOBRUJA
(5 century BC - 4t century AD)

INTRODUCTION

The geographical position of south-eastern
Europe, a region to which Dobruja is circum-
scribed, has since ancient times favored the
exchange of goods and ideas between the popula-
tions who lived here and distant areas, especially
the Mediterranean and the Near East. Once with
the region’s entry into history, this evidence mul-
tiplies and becomes even more evident after the
great colonization of the 8"-7" century BC, when
the Greeks of Miletus and the Greeks of Aegean
Megara settled on the West Pontic coast where
they founded the first colonies. The settlement of
the Greeks on the Dobrujan shores of the Black
Sea and, in particular, their exchanges with the
local population, as well as the commercial role
of the colonies, will favorably influence the eco-
nomic and social development of the region.

But the new settlers bring not only material
goods, but also their own religious beliefs and
customs, deeply rooted in their psycho-men-
tal structure, as evidenced by the fact that they
have maintained their cultic organization and
worshipped, in many cases, the same deities for
almost a millennium. Thus, with the arrival of
the Greeks, who quickly became a stable popu-
lation on the western Pontic coast, the pantheon
of the Lower Danube province was enriched
with new deities, and interesting syncretic phe-
nomena or transfer of attributes occurred on
numerous occasions.

In general, in Greek cities, the gods were part of
the way of life of the people and were necessarily
at the head of the polis, directly responsible for the
existence, peace and prosperity of the city. As a
result, the inhabitants recognized this merit of the



dedicandu-le sédrbatori, inchinandu-le culte si
asociatii religioase. Fiecare polis impartea acelasi
spatiu cu divinitétile sale, iar locuitorii sdi stiau
cé zeii locuiesc fie in oras, fie in teritoriul rural
— chora. Peisajul sacru din cetdtile pontice era
impodobit de monumente, stele, statui, reliefuri,
altare si alte forme de exprimare a devotiunii,
iar lipsa unor izvoare literare explicite care sa ne
informeze asupra vietii religioase atat in cetatile
Pontului Stang, cat si in interiorul teritoriului, a
canalizat intreaga atentie a cercetétorilor in direc-
tia interpretarii acestor monumente epigrafice
si sculpturale.

Cucerirea romana si perioada de pace si sta-
bilitate economicd adusd in aceasta regiune va
face ca noi grupuri etnice si sociale sa se stabi-
leascd in tinutul istro-pontic, din considerente
preponderent comerciale sau militare. Ideile si
credintele religioase ale acestor noi grupuri, ritu-
rile si ritualurile practicate au fost preluate de
localnici, devenind, treptat, parte integranta a
panteonului local. Iar in timp, contamindrile reci-
proce au modificat caracterul divinititilor nou
venite, in special a celor originare din zonele ori-
entale. Cdci din Asia Mica, Syria sau Egipt sunt
atestati numerosi comercianti stabiliti in special
in oragele portuare, iar militari adusi din Orient
sunt pusi sd pazeascd granita dundreand. Astfel,
desi culte de origine orientala sunt atestate in
Dobrogea inca din perioada elenistica sau si mai
devreme, acestea vor lua o amploare deosebita in
sec. II-III p.Chr., cand adorarea anumitor divi-
nitati orientale devine politicd de stat. Dintre
religiile orientale, cultele frigiene, sau thraco-fri-
giene, sunt primele care patrund si se manifesta
la Dunarea de Jos, prin intermediul grecilor din
oragele vest-pontice, urmate de cele egiptene,
ultimele cronologic fiind cele iraniene si siriene.

Nu trebuie uitatd si celebrarea cultului
imperial in primele trei secole ale erei crestine,
tot ca politica de stat menita a asigura coeziunea
morald a spatiului roman.

In ansamblu, se poate spune ci peste fondul
credintelor autohtone, aldturi de divinitatile
panteonului traditional grec si mai tarziu roman,
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gods by erecting altars and temples, dedicating
feasts to them, and worshipping them in religious
cults and associations. Each polis shared the same
space with its deities, and its inhabitants knew
that the gods lived either in the city or in the
countryside - the chora. The sacred landscape of
the Pontic cities was adorned with monuments,
stelae, statues, reliefs, altars and other forms of
expression of devotion, and the lack of explicit
literary sources informing us about religious life
in the cities of the Left Pontus and in the interior
of the territory, has channeled the attention of
researchers towards the interpretation of these
epigraphic and sculptural monuments.

The Roman conquest and the period of peace
and economic stability that it brought to the
region led new ethnic and social groups to settle
in the Istro-pontic region, mainly for commercial
or military reasons. The religious ideas and beliefs
of these new groups, the rites and rituals they
practiced, were taken over by the locals and over
time became an integral part of the local pantheon.
And over time, mutual contamination changed
the character of the newcomer deities, especially
those originating in the eastern areas. Many
merchants from Asia Minor, Syria and Egypt are
attested to have settled mainly in the port cities,
and soldiers brought from the East were sent to
guard the Danube frontier. Thus, although cults
of oriental origin are attested in Dobruja since the
Hellenistic period, or even earlier, they will take
a particular importance in the 2™ - 3™ centuries
AD, when the worship of certain oriental
divinities became state policy. Of the oriental
religions, the Phrygian or Thraco-Frygian cults
are the first to penetrate and manifest themselves
in the Lower Danube, through the Greeks of the
West Pontic cities, followed by the Egyptian, and
last chronologically by the Iranian and Syrian.

The celebration of the imperial cult in the first
three centuries of the Christian era, also as a state
policy aimed at ensuring the moral cohesion of
the Roman space, should not be forgotten.

On the whole, it can be said that, in addition
to the deities of the traditional Greek and later
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vin sd se adauge incepidnd cu epoca elenistica
si sub dominatia romand, mai multe divinititi
orientale, care vor imbogati universul religios al
diferitelor grupuri etnice traitoare in regiune. Vor
avea loc, similar celorlalte regiuni ale imperiului,
fenomene sincretice, pierderi, adaugiri si
transferuri de atribute si proprietati, toate acestea
conducand, spre finalul secolului III si inceputul
secolului IV p.Chr, la conturarea unui univers
religios complex dar care, asa cum reiese din
documentele arheologice descoperite pana in
prezent, va decadea accelerat din drepturi, sub
presiunea noii religii crestine.

*k*

Prezentam in continuare principalele divinitati
ale panteonului antic din Dobrogea, greco-
elenistice, greco-romane si orientale, identificate
si studiate in baza descoperirilor arheologice care
le documenteaza.

CULTE GRECO-ROMANE

O trasatura caracteristica a vietii religioase din
coloniile grecesti vest-pontice este atasamentul
la traditiile culturale ale metropolelor, Miletul
si Megara, fapt care explicd atat caracterul curat
grec al institutiilor lor religioase, de-a lungul
intregii lor existente, cat si permanenta anumitor
culte, pentru aproape un mileniu.

Din panteonul public de perioada greco-
elenisticd al coloniilor vest-pontice ficeau parte
Zeii din Samotrake (dintr-un decret din sec. II
a.Chr. rezulta ca un anume Timaios a cumparat
preotia ,credinciosilor in zeii din Samotrake”
si ca o va detine pe viatd), Cybele si Dioscurii,
Apollon sau Demetra. Pe emisiunile monetare
aflim imagini ale mai multor divinitdti, cum ar
fi Apollon, Zeus, Hermes, Atena, Theos Megas,
Helios, Dioscurii, Demetra sau Dionysos - in
acest ultim caz avand in vedere si mentionarea
unui teatru (16 Yéatpov, la sfarsitul sec. II a.Chr,,
edificiu unde cu prilejul unor sarbatori se
desfasurau reprezentarile dramatice) sau a
unui colegiu atestat in epoca romand (Yvpelikn
obvodog), cand dovezile adordrii divinitétii

Roman pantheon, several oriental deities were
added to the indigenous beliefs at the end of the
Hellenistic period and under Roman domination,
enriching the religious universe of the differ-
ent ethnic groups living in the region. As in the
other regions of the empire, syncretistic phenom-
ena, losses, additions and transfers of attributes
and properties, all of which led, towards the end
of the 3™ and beginning of the 4™ century AD,
to the emergence of a complex religious universe
which, however, as is evident from the archae-
ological documents discovered to date) would
rapidly decline under the pressure of the new
Christian religion.

*k*k

We present below the main deities of the
ancient pantheon of Dobruja, Greek-Hellenistic,
Greek-Roman and Oriental areas, identified and
studied on the basis of archaeological findings
documenting them.

GRECO-ROMAN CULTS

A characteristic feature of the religious life of
the West Pontic Greek colonies is their attachment
to the cultural traditions of the metropolis,
Miletus and Megara, which explains both the
pure Greek character of their religious institutions
throughout their existence and the permanence
of certain cults for almost a millennium.

The public pantheon of the Greek-Hellenistic
period of the West Pontic colonies included the
Gods of Samothrace (a decree of the 2™ century
BC it appears that a certain Timaios bought the
priesthood “believers in the gods of Samotrake”
and that he would hold it for life), Cybele and
Dioscuri, Apollo or Demeter. On the monetary
issues we find images of several deities, such as
Apollo, Zeus, Hermes, Athena, Theos Megas,
Helios, the Dioscuri, Demeter or Dionysos - in
the latter case also given the mention of a theater
(16 Y¢atpov, in the late 2™ century BC, an edi-
fice where dramatic performances were held
on feast days) or a college attested in Roman
times (Yvpehikry obvvodog), when evidence



sunt mult mai frecvente. Cultelor traditionale
li se adaugd cele thraco-frigiene (Marea mama
a Zeilor, Sabazios) sau egiptene, patrunse de
timpuriu in zona vest-pontica (Isis, Sarapis).

In epoca romand Apollon continui si fie
adorat intr-o ipostaza noua, de &yveg, ,,protector
al drumurilor”, dar monumentele sculpturale il
prezinta si in ipostaza de Kitharodos; aceasta, dar
si altele — Pythios si probabil letros si Propylaios,
pot fi identificate pe monedele tomitane. Intre
divinitatile olimpiene este adorat Zeus, indicat
prin patronimul ,fiu al lui Cronos” (Kpoveiwv),
insd mai numeroase sunt atestarile pentru
divinitatea romana Iupiter cu epitetele Optimus
Maximus. In aceastd formuld zeul este invocat
singur sau in asociere cu Iunona Regina, Diana
Augusta sau in triada capitolina Iupiter — Iunona
— Minerva, sau chiar in asociere cu Heros (o
singura documentare). Pe un monument tomitan
apare, in asociere cu acvila, un personaj feminin,
in care am putea recunoaste pe Hera/Iunona,
inscriptia fragmentara pastrand numele Herei,
perechea celesta a lui Zeus/Iupiter. Perechea
supremad, dar si alte divinitati olimpiene, vor fi des
amintite, inca din secolul I p.Chr,, in legaturd cu
practicarea cultului imperial.

Cultul Demetrei, atestat epigrafic din sec. I
a.Chr., detine si in perioada romana un loc
important. In sec. Il p.Chr. este mentionat un
arhiereu si preot al zeitei, care apare alaturi
de Asclepios sau de Pluton si Kore, dupa cum
imagini ale Demetrei si ale lui Hermes apar
si pe emisiunile monetare tomitane. Alti zei
olimpieni nu beneficiazi de o reprezentare
densa, dar sunt adorati in continuare. Poseidon
este prezent printr-un monument votiv, cu
epitetul Helikonios, consacrat in lumea ioniand
si printr-o unica reprezentare plastica de
sec. III p.Chr.,, dar si printr-o serie de monumente
funerare, recent descoperite. Hades si Ares sunt
mentionati in inscriptii, numele lor avand insé o
valoare metaforica, primul pentru ,,moarte” sau
»~mormant’, al doilea pentru ,,jocuri de gladiatori”
si »gladiator”, dupd cum si Hestia (kateokevaoev
v ‘Eotiav) poate fi amintita nu in calitate de
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of the worship of the deity is much more fre-
quent. In addition to the traditional cults, there
are the Thraco-Phrygian (Great Mother of the
Gods, Sabazios) or Egyptian cults, which pene-
trated the western Pontic area from early times
(Isis, Sarapis).

In Roman times, Apollo continues to be
worshipped in a new guise, as dyvebg, “protector
of the roads”, but sculptural monuments also
depict him as Kitharodos; this and others -
Pythios and probably letros and Propylaios, can
be identified on the Tomitan coins. Among the
Olympian deities Zeus is worshipped, indicated
by the patronym “son of Cronos” (Kpoveiwv),
but there are more numerous attestations for the
Roman deity Jupiter with the epithet Optimus
Maximus. In this formula the god is invoked
alone or in association with Juno Regina, Diana
Augusta or in the Capitoline triad Jupiter - Juno
- Minerva, or even in association with Heros
(one documentation). On a Tomitan monument,
a female figure appears, in association with the
eagle, in whom we could recognize Hera/Iunona,
the fragmentary inscription preserving the name
of Hera, the celestial pair of Zeus/Iupiter. The
supreme pair, as well as other Olympian deities,
will often be mentioned as early as the 1% century
AD in connection with the imperial cult.

The cult of Demeter, attested epigraphically
from the 1* century BC, also holds an important
place in the Roman period. In the 2™ century AD,
a high priest and priest of the goddess is men-
tioned, who appears alongside Asclepius or Pluto
and Kore, as images of Demeter and Hermes also
appear on the Tomitan coinage. Other Olympian
gods are not densely represented but are still
worshipped. Poseidon is present in a votive mon-
ument, with the epithet Helikonios, consecrated
in the Ionian world and in a single sculp-
tural representation, from the 3 century AD,
but also in a series of funerary monuments,
recently discovered. Hades and Ares are men-
tioned in the inscriptions, but their names have
a metaphorical value, the former for “death”
or “tomb”, the latter for “gladiatorial games”
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divinitate, ci cu sensul de ,vatrd’ Afrodita/
Venus este prezentd la Tomis prin reprezentdri
sculpturale, oferind cele mai multe dovezi
privind adorarea zeitei mai ales in sec. II p.Chr.
Reprezentarile apartin tipurilor Venus pudica,
Genetrix sau Anadyomene. Mai mult, intensitatea
cultului Afroditei este dovediti de mai multe
reprezentari ale principalului sau acolit, Eros, pe
care-l intalnim si in ipostaze funerare; descoperiri
de la Histria sau Tomis il prezintd in iconografia
consacratd, iar numeroase opaite, descoperite
ca inventar funerar si datate din sec. I p.Chr.
pand in sec. IV p.Chr., au reprezentata pe disc
imaginea lui.

Dintre divinitatile neolimpiene, continud sa
fie adorati Dioscurii, Dionysos, Asclepios si
Nemesis. Zei ai navigatiei, in orase a caror
viata economicd era indisolubil legata de navi-
gatie, Dioscurii ocupd un loc preeminent in
panteonul celor trei orase vest-pontice, dar mai
marcant reprezentat la Tomis. Pe fragmentul
statuar din Tezaurul de sculpturi sunt adorati
ca ,fondatori ai cetdtii” (ktiotar TG MOAEwS).
La randul lor, comandantii garzii civice aduc
jertfe ,pentru sandtatea orasului’, Mamei zei-
lor si Dioscurilor. Sunt asimilati cu Marii Zei
din Samothrake, atestati ca atare la Tomis in
perioada elenistica si poate cu divinitati locale.
Aparitia imaginii Dioscurilor pe un element
arhitectonic, dar si o serie consistentd de
reprezentari numismatice ale zeilor sau atribu-
telor lor, duce la ideea existentei unui templu
al acestor divinitdti protectoare ale navigatiei
la Tomis.

Cultul lui Dionysos/Bacchus inregistreaza
o frecventd deosebiti in intreaga provincie. In
inscriptii zeul este mentionat drept ,,conducato-
rul’, ,stralucitorul” sau ,cel cu coarne de taur”.
Cultul sdu, complex si de natura duald, agresta
si misticd, este intretinut de mai multe grupuri
de thiasiti (Biaoot), acestia, numiti Baxyot fiind
asimilati cu zeul insusi. Sunt documentate si alte
divinitati de naturd agrestd, Nimfele si Artemis,
dupd cum era cunoscutd si, mai mult ca sigur
celebratd, si sarbatoarea Rosalia.

and “gladiator”, as Hestia (kateokebaoev ThHv
Eotiav) may be mentioned not as a deity but
as “hearth”

Aphrodite/Venus is present at Tomis through
sculptural representations, providing most
evidence of goddess worship especially in the 2
century AD. The representations belong to Venus
pudica, Genetrix or Anadyomene types. Moreover,
the intensity of the cult of Aphrodite is proven by
several representations of her main companion,
Eros, whom we also find in funerary poses;
findings from Histria or Tomis show him in the
consecrated iconography, and numerous vases
discovered as funerary inventory and dated from
the 2" century AD until 4™ century AD, have his
image on the disk.

Among the Non-olimpian deities, the Dioscuri,
Dionysos, Asclepios and Nemesis continue to be
worshipped. Gods of navigation, in cities whose
economic life was inextricably linked to naviga-
tion, the Dioscuri occupy a pre-eminent place in
the pantheon of the three western Pontic cities,
but more prominently represented in Tomis. On
the statuary fragment in the Sculptures Treasure
they are worshipped as “founders of the city”
(ktiotar TG mOAewg), while the commanders
of the civic guard offer sacrifices “for the health
of the city” to the Mother of the Gods and the
Dioscuri. They are assimilated with the “Great
Gods of Samothrake”, attested as such in Tomis in
the Hellenistic period, and perhaps with local dei-
ties. The appearance of the image of the Dioscuri
on an architectural element, but also a consist-
ent series of numismatic representations of the
gods or their attributes, leads to the idea of the
existence of a temple of these protective deities of
navigation in Tomis.

The cult of Dionysus/Bacchus is particularly
common throughout the province. In inscriptions,
the god is referred to as “the ruler”, “the brilliant”
or “the bull-horned”. His cult, complex and of a
dual nature, agrestic and mystical, is maintained
by several groups of thiasites (Biacot), who, called
Bdkyol, are assimilated with the god himself.
Other deities of an agrestic nature, Nymphs and



Asklepios este prezent in dedicatii aldturi de
Hygeia si Demetra, divinitatea fiind reprezentata
si sculptural, singura sau impreuna cu celelalte
divinitati ale sanatatii. Nemesis apare in mai multe
reprezentari plastice: in dubld ipostazd intr-o
aedicula si in doua statuete ce se inscriu tipului
iconografic ionic, numdrul reprezentarilor zeitei
la Tomis, cel putin, permitand ipoteza existentei
in acest oras a unui nemeseion. Dintre eroi,
Heracles este prezent pe multe reliefuri, fiindu-i
dedicate si statui. La Tomis se constatd pastrarea
mitului lui Tomos, Heros eponim al cetétii.

Traditiile religioase locale sunt cel mai bine
reprezentate de zeul cavaler cunoscut sub numele
de Cavalerul Thrac (Hpwg sau'Hpwv). Divinitatea
dobandeste in timp diferite atribute, avind in
perioada romand un caracter complex - zeu
funerar, dar si mare zeu, in sincretism cu alti
zei greci sau romani. Intre materialele epigrafice
se remarcd o dedicatie din perioada Severilor
pusd de un thiasos. Numele zeului este insotit
de epitete care exprima ipostazele multiple in
care divinitatea era adorata: Manimazos, Irsaios,
Domnus s.a. Este cunoscut sincretismul Eroului
cu Dioscurii (poate prin sincretismul cu Cybele
sau Cabirii), cu Cybele sau chiar cu Dionysos,
iconografia sa fiind bine ilustrata de monumentele
sculpturale, cu atribute care definesc calitatea
votivd sau funerard a reprezentdrilor. La Tomis
si Callatis, ca si in intreaga provincie, de altfel,
intalnim deopotriva monumente inchinate
Cavalerilor Danubieni, religie in care se observa
impletirea unor credinte locale cu elemente din
alte culte, in special in perioada sec. II - III p.Chr.

Numeroase alte divinitdti au fost adorate si
celebrate, atat in mediul urban cat si in cel rural,
existand dovezi arheologice si epigrafice in acest
sens, chiar daca nu intr-o cantitate considerabila:
Atena/Minerva (documentata in principal in
mediul urban), Artemis/Diana - asimilatd cu
divinitatea thracica Bendis, Hermes/Mercur,
Ares/Marte — pe un basorelief descoperit la
Targusor (jud. Constanta) fiind asociat cu
Hercules, Gratiile si Muzele, Poseidon si Pontos
— atestat doar ca acolit al zeitei Fortuna/Tyche,
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Artemis, are also documented, as was also known
and, more likely celebrated, the Rosalia festival.

Asklepios is present in the dedications
together with Hygeia and Demeter, the deity is
also sculpturally represented, alone or together
with the other health deities. Nemesis appears
in several sculptural representations: in a double
pose in an aedicula and in two statuettes that
belong to the Ionic iconographic type, the number
of representations of the goddess in Tomis, at
least, allowing the hypothesis of the existence
of a nemeseion in this city. Among the heroes,
Heracles is present on many reliefs and statues are
dedicated to him. In Tomis, the myth of Tomos,
the eponymous hero of the city, is preserved.

Local religious traditions are best represented
by the knightly god known as the Thracian Rider
(Hpwg sau 'Hpwv). The deity acquires different
attributes over time, having in the Roman period
a complex character - funerary god, but also
great god, in syncretism with other Greek or
Roman gods. The epigraphic material includes a
dedication from the Severan period by a thiasos.
The name of the god is accompanied by epithets
expressing the multiple hypostases in which
the deity was worshipped: Manimazos, Irsaios,
Domnus, etc. The syncretism of the Hero with
the Dioscuri (perhaps through syncretism with
Cybele or Cabirii), with Cybele or even with
Dionysus is well known, his iconography being
well illustrated by sculptural monuments, with
attributes that define the votive or funerary quality
of the representations. In Tomis and Callatis, as
in the whole province, we also find monuments
dedicated to the Danubian Knights, a religion in
which local beliefs are combined with elements
from other cults, especially in the period of the
2n - 31 centuries AD.

Many other deities were worshiped and cele-
brated, both in urban and rural areas, and there
is archaeological and epigraphic evidence of this,
although not in considerable quantity: Athena/
Minerva (documented mainly in urban areas),
Artemis/Diana - assimilated with the Thracian
deity Bendis, Hermes/Mercury, Ares/Mars — on
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Nimfele, Hekate Triformis si Thanatos, divinitati
chtoniene (acesta din urma fiind documentat cu
precadere in zona rurala), Asklepios/Esculap, sau
Victoria inaripata.

Tabloul divinitatilor adorate in Dobrogea
romana este intregit de reprezentdrile pe monede,
de bronzurile figurate, de opaite, statuete ceramice
sau chiar vase de sticla, gasite in cea mai mare
parte in complexe funerare. Nu in ultimul rand,
trebuie mentionati Dii Manes, invocati adeseori in
cele trei orase, ca pretutindeni in lumea roman,
pe monumente funerare cu o bogatd simbolistica.

Cultele orientale continud sa fie celebrate in
perioada romana, fiind acceptate in panteonul
local noi culte sau noi atribute ale divinitatilor
deja adorate, pe masurd ce activitdtile comerciale
sau militare se diversificau, favorizind sosirea
in provincie a unor grupuri noi de comercianti,
armatori sau dislocarea de militari din Orient
pentru apdrarea limes-ului danubian.

Apollo. Divinitate ioniana, s-a bucurat de o
mare cinste in cetatile vest-pontice, cultul sau
fiind adus din cetétile de origine, in primul rand
Miletul si Megara, un rol important in acest proces
avandu-1 si vestitele oracole de la Delfi si Didyma.
Adorarea sa in ipostaza de Ietros constituie o
particularitate a cultului sdu din coloniile pontice,
ca posibil rdspuns oracular pentru Milet, dat de
sanctuarul lui Apollo din Didyma, cu privire la
colonizarea in Marea Neagra. Inchindrile i se fac
sub diverse epitete, cum ar fi Agyeus sau Iletros,
iar adeseori detine chiar eponimatul. Totodats,
in coloniile grecesti din Dobrogea, Apollo are
si rolul de divinitate protectoare a cetatii, chiar
dacd intr-un mod diferentiat; la Histria, Apollo
este prezent in viata religioasd a cetdtii alaturi
de Zeus Polieus si are un rol principal, iar la
Tomis il intdlnim doar pe Apollo singur. Atat
in coloniile din Pontul Euxin, cat si in restul
lumii grecesti, Apollo este onorat prin ofrande
putine, dar pretioase, care arata atasamentul fata
de cultul sdu al unei categorii sociale avute, din
randurile acesteia alegindu-se preotii. In cadrul
manifestdrilor cultuale in ansamblu, trebuie
amintit si ca forma religios-politicd de sacerdotiu

a bas-relief discovered in Targusor (Constanta
county) being associated with Hercules, Graces
and Muses, Poseidon and Pontos - attested only as
acolyte of the goddess Fortuna/ Tyche, Nympbhs,
Hekate Triformis and Thanatos, Chthonian deities
(the latter being documented mainly in the rural
area), Asklepios/Esculap, or winged Victoria.

The picture of the divinities worshipped in
Roman Dobruja is completed by representations
on coins, figured bronzes, opaques, ceramic
statuettes or even glass vases, mostly found in
funerary complexes. Last but not least, mention
should also be made of the Dii Manes, often
invoked in the three cities, as elsewhere in the
Roman world, on funerary monuments with a
rich symbolism.

Eastern cults continued to be celebrated in
the Roman period, new cults or new attributes of
already worshipped deities being accepted into
the local pantheon, as commercial or military
activities diversified, favoring the arrival in the
province of new groups of merchants, ship-
owners or the deployment of soldiers from the
East to defend the Danubian limes.

Apollo. An Ionian deity, he enjoyed great
honor in the western Pontic cities, his cult being
brought from his home cities, primarily Miletus
and Megara, an important role in this process
being played by the famous oracles of Delphi and
Didyma. His worship as Jetrosis a peculiarity of his
cult in the Pontic colonies, as a possible oracular
response to Miletus, given by the sanctuary of
Apollo at Didyma, in regard to colonization in
the Black Sea. He is worshipped under various
epithets, such as Agyeus or letros, and often even
holds the eponym. At the same time, in the Greek
colonies of Dobruja, Apollo also plays the role of
protector of the city, although in a differentiated
way; at Histria, Apollo is present in the religious
life of the city together with Zeus Polieus, and
has a leading role, while at Tomis we find Apollo
alone. Both in the colonies of Pontus Euxinus and
in the rest of the Greek world, Apollo is honored
with few but precious offerings, which show the
attachment to his cult of a wealthy social class,



eponim se va regasi aproape in toate coloniile
milesiene, inclusiv in cele vest-pontice.

Importanta cultului in viata comunitatii
rezulta atdt din amplasarea sanctuarului divini-
tatii (central, pe acropola sau promontoriu, in
apropiere de agora si de alte edificii cu caracter
public), cét si din alte functiuni indeplinite (se
presupune ca la Histria sanctuarul lui Apollo a
avut si rolul de autoritate monetara, primele emi-
siuni monetare fiind batute, respectiv turnate aici,
forma acestora fiind de varf de sdgeatd - frunza
de laur, respectiv delfinas).

Ca divinitate tutelard a Histriei, cultul sau
fiind bine atestat, inscriptiile mentioneaza si un
templu dedicat lui Apollo Ietros, incd din secolul
al V-lea a.Chr.. La fel ca si cultul, colonistii au
introdus aici si eponimia preotului lui Apollo
Ietros (documente oficiale, decrete ale Adunarii
Poporului, mentioneaza acest fapt). La inceputul
secolului al IV-lea a.Chr., inscriptia unei arhitrave
pastrate ii aminteste pe cei care au detinut, pe
rand, demnitatea de preoti ai lui Apollo Iletros:
»Fii lui Hippolochos, fiul lui Hegesagores,
Xenocles si Theoxenos, inchina acest templu lui
Apollo Tamaduitorul in anul sacerdotiului lui
Hegesagoras, fiul lui Theodotos”, precum si un
templu al zeului. Mai tarziu, decretul in cinstea lui
Diogenes al lui Diogenes, de la jumadtatea secolul
al II-lea a.Chr, sau cel in cinstea lui Aristagoras,
fiul lui Apaturios, mentioneazd pe cei care au
detinut eponimatul ca preot al lui Apollo Ietros,
chiar de mai multe ori. Douad dedicatii din partea
unor particulari, aduse fie ca o ofrandd zeului
si surorii acestuia, Artemis, cu prilejul iesirii
din preotie, fie - de aceastd data din perioada
romand - in cuprinsul unei epigrame funerare,
atestd si ele institutia eponimatului apollinic. Mai
amintim pentru Histria si descoperirea bazei unei
statui a zeului.

Cea mai veche dovada a adorarii lui Apollo
la Tomis este un fragment dintr-un altar de
marmura de la sfarsitul sec. al II-lea — inceputul
sec. I a.Chr., insotit de o inscriptie pe care se
citeste numele zeului. Decretul in limba greaca
din sec. I a.Chr,, dat in cinstea lui Nilos din Tyras

41

from which priests are chosen. It should also be
remembered that the religious-political form of
eponymous priesthood was to be found in almost
all the Miletus colonies, including the western
Pontic ones.

The importance of the cult in the life of the
community derives both from the location of the
sanctuary of the divinity (central, on the acropolis
or promontory, near the agora and other public
buildings), as well as from other functions (it is
assumed that at Histria the sanctuary of Apollo
also had the role of monetary authority, the first
monetary issues being minted, respectively cast
here, their shape being arrowhead - laurel leaf,
respectively delphinium).

As the tutelary deity of Histria, his cult is
well attested, and inscriptions mention a temple
dedicated to Apollo letros as early as the 5"
century BC. As well as the cult, the colonists also
introduced the eponymy of the priest of Apollo
Ietros (official documents, decrees of the People’s
Assembly, mention this fact). At the beginning
of the 4™ century BC, the inscription on a
preserved architrave mentions those who held,
in turn, the dignity of priests of Apollo Ietros:
“The sons of Hippolochos, son of Hegesagoras,
Xenocles and Theoxenos, dedicate this temple to
Apollo the Healer in the year of the priesthood
of Hegesagoras, son of Theodotos®, as well as a
temple to the god. Later, the decree in honor of
Diogenes of the mid-2" century BC, or that in
honor of Aristagoras, son of Apaturios, mention
the eponym as priest of Apollo Ietros, even several
times. Two dedications by private individuals,
made either as an offering to the god and his sister
Artemis on leaving the priesthood, or - this time
from the Roman period - in a funerary epigram,
also attest to the institution of the Apollonian
eponymy. For Histria we also mention the
discovery of the base of a statue of the god.

The oldest evidence of Apollos worship at
Tomis is a fragment of a marble altar accompanied
by an inscription with the god’s name, dating
from the end of the 2™ century - beginning of the
I** century BC.
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si pus in timpul ,,cdnd era preot Apollon”, atesta
institutia eponimatului; in acest caz, cuvantul
AnoMwvog nu desemneazd pe zeul al carui preot
detinea eponimatul la Tomis, ci zeul insusi, in
realitate templul sau, divinitatea fiind investita
aici cu rolul de divinitate protectoare. Decretul
este inscriptionat pe o steld de marmurd alba,
care avea la origine forma unei fatade de templu
si din care se mai pastreazd o coloana dorica in
stanga si o parte din arhitrava cu triglife. Existenta
unui templu la finalul perioadei elenistice este
confirmatd de un alt decret, datat sec.I a.Chr,
care ne spune ca secretarul Sfatului era insarcinat
»8d-1 inscrie numele pe o placa de marmura pe
care s-o puna la locul cel mai vizibil din templul
lui Apollon™

Adorarea zeului este dovedita si in epoca
romand, dar in noua ipostaza de ayvevg, ,pro-
tector al drumurilor’, asa cum rezulta dintr-o
inscriptie pe un altar inchinat lui, la recomanda-
rea unui oracol (katd xpnopo), pentru impdratul
Marcus Aurelius si metropola Tomis, si datat
deci sec.II p.Chr, iar pe o friza fragmentara
Apollo este reprezentat asezat pe tron si can-
tand din lira, alaturi de Muze si de alte divinitati.
Aceastd ipostazd (dar si altele, Pythios si pro-
babil Ietros si Propylaios) este identificata si pe
monedele tomitane.

Un document important din sec. II p.Chr. este
statuia acefala reprezentandu-1 pe Apollo Cytared,
cu trei dintre atributele sale: lira, sprijinita de un
copac de dafin (simbol si element de sustinere
in acelasi timp) pe care se incoldceste sarpele
delfic, una dintre temele preferate de monetaria
din timpul lui Antoninus Pius (138-161). De
asemenea, chipul lui Apollo cu cununa si trepied
se intdlneste des pe monedele tomitane din
perioada autonomiei.

Dovezi complementare ale importantei cul-
tului apollinic in cetatile vest-pontice pot fi
considerate o serie de reliefuri cu reprezentarea
Cavalerului Thrac ce au fost dedicate lui Apollo
(chiar daca se poate vorbi cel mult de o influ-
entd a iconografiei divinitagii grecesti asupra
celei a heros-ului local), sau faptul cd la jocurile

The Decree in Greek from the 1% century
BC, given in honor of Nilos of Tyras and placed
at the time “when Apollo was priest’, attests to
the institution of the eponym; in this case, the
word AmdAAwvog does not designate the god
whose priest held the eponym at Tomis, but the
god himself, in fact his temple, the deity being
invested here with the role of protective divinity.
The decree is inscribed on a white marble stela,
originally in the form of a temple facade, of
which a Doric column on the left and part of the
architrave with triglyphs still survive.

The existence of a temple at the end of the
Hellenistic period is confirmed by another decree,
dated the 1* century BC, which tells us that the sec-
retary of the Council was instructed to “inscribe
his name on a marble plaque to be placed in the
most visible place in the temple of Apollo”

The worship of the god is also proven in Roman
times, but in the new guise of dyvedg, “protector
of the roads”, as it results from an inscription on
an altar dedicated to him, at the recommendation
of an oracle (kata xpnopo), for Emperor Marcus
Aurelius and the metropolis of Tomis, and dated
so in the 2™ century BC, and on a fragmentary
frieze Apollo is depicted seated on a throne
and singing from a lyre, along with the Muses
and other deities. This pose (as well as others,
Pythios and probably letros and Propylaios) is also
identified on the Tomitan coins.

An important document from the 2™ cen-
tury AD is the acephalous statue representing
Apollo Cytared, with three of his attributes: the
lyre, supported by a laurel tree (symbol and sup-
porting element at the same time) on which the
Delphic serpent coils, one of the favorite themes
of the coinage of the time of Antoninus Pius
(138-161). The image of Apollo with wreath and
tripod is also common on Tomitan coins of the
Autonomy period.

Complementary evidence of the importance of
the Apollonian cult in the West Pontic cities can
be seen in a series of reliefs depicting Thracian
Rider dedicated to Apollo (even if we can at most
speak of an influence of the iconography of the



organizate in cinstea Pythiei, la Smirna, cetatea
Tomis isi trimite un participant.

Raportat la importanta cultului apollinic
in coloniile milesiene, dovezile arheologice
descoperite sunt disproportionate ca numar, doar
cateva zeci de reprezentdri sculpturale, geme si
epigrafe, plus multe imagini monetare.

Triada Eleusind. Componentd importantd
a panteonului public al oraselor vest-pontice,
chiar si in plina perioadd romand, triada
eleusind, compusa din Pluton (= Hades), Kore (=
Persefona, Proserpina), Demeter (= Ceres), este
suficient documentata arheologic, pentru a putea
deslusi importanta cultului sau in viata religioasa
a acestor comunitdti. Dintre zeitdti, Demeter este
cea mai bine reprezentatd, aparand frecvent in
reprezentarile numismatice, dar o intalnim si in
reprezentarile sculpturale.

La Tomis, un fragment de aedicula din
marmurd pastreaza o parte din friza si partea
stangd a inscriptiei onorifice pusda de arhonfi
in anul in care eponimatul era detinut de zeita
Demeter (datata secolele II-I a.Chr.): ,, Ipwuévng
Afpntpog..” In secolul I p.Chr. ,, Sfatul si Poporul
metropolei Tomis” il cinsteste pe ,P. Aelius
Antonius Zoilos, arhiereu si preot al Demetrei’, iar
din aceeasi perioada dateaza o dedicatia votiva in
limba greaca, facuta pentru Asclepios si Demetra,
probabil si pentru alte divinitati eleusine. O
alta dedicatie, tot in limba greacd, facuta triadei
eleusine, a fost facutd de preotul Marcus, fiul lui
Marcus; inscriptia mai aminteste doua personaje,
dintre care un anume Marcus al lui Rufus a fost
preot al acelorasi divinitati. Intr-un basorelief
Demeter este figurata alaturi de Pluton, intreaga
Triada aflandu-si o replicad plasticd pe o friza de
marmura, datdnd din sec. II p.Chr.. O statueta
tomitand o prezintd pe Demetra pe tron, in
ipostaza de Karpophoros.

Imagini ale Demetrei apar si pe emisiunile
monetare tomitane (in mai multe tipuri iconogra-
fice), dar si pe o gema datata sec. II p.Chr.

O serie de atestdri epigrafice vin sa completeze
tabloul general al cultului Triadei Eleusine in
Dobrogea anticd: fragmente de inscriptii de la
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Greek divinity on that of the local hero), or the
fact that the city of Tomis sent a participant to the
games organized in honor of Pythia in Smyrna.

Compared to the importance of the Apollonian
cult in the Milesian colonies, the archaeological
evidence discovered is disproportionate in num-
ber, only a few dozen sculptural representations,
gems and epigraphs, plus many monetary images.

Eleusinian Triad. An important component
of the public pantheon of the western Pontic
cities, even in the Roman period, the Eleusinian
triad, composed of Pluto (= Hades), Kore (=
Persephone, Proserpina), Demeter (= Ceres), is
sufficiently documented archaeologically to be
able to understand the importance of its cult in
the religious life of these communities. Of the
deities, Demeter is the best represented, appearing
frequently in numismatic representations, but
also in sculptural representations.

At Tomis, a fragment of a marble aedicula still
preserves part of the frieze and the left side of
the honorific inscription placed by the archons
in the year when the eponym was held by the
goddess Demeter (dated 2™ - 1 centuries BC):

Tpwpévng Anuntpog. In the 2™ century AD the

“Council and People of the Metropolis of Tomis”
honors “P. Aelius Antonius Zoilos, archon and
priest of Demeter”, and a votive dedication in
Greek to Asclepius and Demeter, probably and
for other Eleusinian deities, dates from the same
period. Another dedication, also in Greek, to the
Eleusinian Triad, was made by the priest Marcus,
son of Marcus; the inscription also mentions two
other figures, of whom a certain Marcus of Rufus
was a priest of the same deities. In a bas-relief
Demeter is depicted with Pluto, the whole triad
being represented in a sculptural replica on a
marble frieze, dating from the 2™ century AD. A
Thomitan statuette shows Demeter on a throne as
Karpophoros.

Images of Demetra also appear on Tomitan
monetary issues (in several iconographic types),
as well as on a gem dated 2" century AD.

A series of epigraphic attestations complete the
general picture of the cult of the Eleusinian Triad
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Histria; la Callatis, in sec.I a.Chr., o asociatie
de ®owatat pune o dedicatie pentru Demeter
Chtonia, iar din epoca Antoninilor s-a descoperit
o dedicatie pentru Demeter Ploutodoteira. Alte
dedicatii au mai fost gésite la Adamclisi si Gélbiori
(altar de sec. II p.Chr.).

Iupiter. Monumentele descoperite (altare,
epigrafe, statuaria) atesta practicarea asidud in
Dobrogea a cultului divinitatilor principale ale
panteonului greco-roman, Iupiter si Iunona, din-
tre care mai des mentionat este Iupiter, cu peste
14 reprezentdri sculpturale. Iupiter, asimilat cu
Zeus de la greci, divinitatea supremd, era invocat
in sprijinul rezolvdrii favorabile a marilor incer-
cari ale vietii sau pentru a i se aduce multumiri
in cazul unor realizdri personale sau comunitare
deosebite, apreciate a se fi infaptuit numai prin
contributia zeului atotputernic.

In perioada Imperiului, cultul lui Iupiter
devine o reflectare a cultului imperial, majori-
tatea inscriptiilor descoperite pand in prezent
confirmand acest fapt. Dovezi indirecte suge-
reazd posibilitatea ca, atat pentru lupiter, cat si
pentru cultul imperial, practicarea devotiunii sa
se fi facut in acelasi templu. Astfel, dedicatiile
puse pentru I(ovi) O(ptimo) M(aximo) sau pen-
tru I(ovi) O(ptimo) M(aximo) si Iuno Regina,
ori pentru I(ovi) O(ptimo) M(aximo), Iunona,
Minerva si ceilalti zei si zeite, sau pentru I(ovi)
O(ptimo) M(aximo) si Diana Augusta erau, in
primul rind, ofrande pentru sinatatea imparati-
lor si a familiilor lor si sunt o oglindire directd a
cultului imperial.

Sunt cazuri cand Iupiter este adorat numai
pentru atributele sale instrinsece, iar dedicatiile
sunt puse pentru motivele obisnuite: prosperitate
(altarul pus de un anume Cerdo pentru sine si
pentru fii sdi), sanatate (altarul pus de Apollonius,
fiul lui Dada, care-i inchina lui Iupiter pentru
sandtatea satului Sc...ia, pe care-l conduce) sau
altarul ridicat de Marcinus pentru sine, care a
implinit astfel o ,juruinta”. Putem aminti si o
asociere cu Heros.

Intalnim in Dobrogea si forma sincretici a lui
Iupiter cu zeul Baal din Doliche, sub forma Iupiter

in ancient Dobruja: fragments of inscriptions
from Histria; at Callatis, in the 1 century BC,
an association of @owvartat places a dedication to
Demeter Chtonia, and a dedication to Demeter
Ploutodoteira has been discovered from the
Antonine period. Other dedications have also
been found at Adamclisi and Galbiori (altar of the
27 century AD).

Jupiter. The monuments discovered (altars,
epigraphs, statuary) testify to the assiduous
practice in Dobruja of the cult of the main deities
of the Greco-Roman pantheon - Jupiter and Juno,
of which Jupiter is the most frequently mentioned,
with over 14 sculptural representations. Jupiter,
likened to Zeus by the Greeks, the supreme, all-
powerful deity, was invoked to help favorably
resolve the great trials of life or to give thanks
in the case of special personal or community
achievements, which were appreciated to have
been accomplished only through the contribution
of the all-powerful god.

During the Imperial period, the cult of Jupiter
became a reflection of the imperial cult, as most
of the inscriptions discovered so far confirm.
Indirect evidence suggests the possibility that for
both the Jupiter and the imperial cult, the practice
of devotion took place in the same temple.
Thus, the dedications placed for I(ovi) O(ptimo)
M(aximo) or for I(ovi) O(ptimo) M(aximo) and
Iuno Regina, or for I(ovi) O(ptimo) M(aximo),
Juno, Minerva and the other gods and goddesses,
or for I(ovi) O(ptimo) M(aximo) and Diana
Augusta were primarily offerings for the health of
the emperors and their families and are a direct
mirror of the imperial cult.

There are cases when Jupiter is worshipped only
for his inherent attributes, and the dedications
are placed for the usual reasons: prosperity (the
altar placed by a certain Cerdo for himself and
his sons), health (the altar placed by Apollonius,
son of Dada, who worships Jupiter for the health
of the village of Sc...ia, which he leads) or the
altar erected by Marcinus for himself, who has
thus fulfilled a “vow” We can also mention an
association with Heros.



Dolichenus. Ajuns aici (si in special la Tomis) prin
negustori si soldati sirieni, cultul beneficiaza de
un colegiu de preoti si de statuete votive.

Cele mai multe reprezentdri sunt datate in
sec. II p.Chr., categorial fiind portrete sculptate,
basoreliefuri sau statui/statuete. Portrete de
marmurd au fost gasite la Tomis si Histria, iar
basoreliefuri de calcar sau marmura, la Tuzla,
Adamclisi (jud. Constanta) si Noviodunum
(jud. Tulcea), toate incadrate cronologic la
sfarsitul sec. II - inceputul sec. III p.Chr. Ceva
mai devreme sunt datate statui fragmentare
gasite la Capidava, Tomis sau Durostorum. Toate
reprezentarile apartin iconografiei clasice a zeului,
canonizata de arta greacd clasicd: chip energic,
barbos, cu par bogat, ondulat sau reprezentat
in picioare, infisurat in mantie, cu sceptru si
insotit de acvild. Acestor dovezi li se adauga
reprezentarile in care apare figurata acvila, unul
din atributele principale ale zeului: un altar avand
pelatura centrald un vultur in relief, cu o inscriptie
de-o parte si de alta a capului, un ex-voto catre
zeu, datat sec. II — III p.Chr. (acvila, ca simbol
al lui Iupiter, este figuratd si pe reversul unor
monede, uneori fiind figurata intr-un templu).
Pe un alt monument gasit, acvila apare pe langa
un personaj feminin, cel mai probabil Iunona.
Pe trei artefacte de la Histria, identificate in stare
fragmentard, apare reprezentarea acvilei, atestind
dedicatia acestora pentru divinitatea suprema.

Amploarea cultului este subliniata mai bine
de numeroasele dedicatii epigrafice, majoritatea
pentru zeu, in diferitele sale ipostaze sau asocieri,
dar si pentru perechea sa, Hera/Iunona, chiar daca
in numédr mai mic. Un mare numar de epigrafe
sunt asociate cu manifestarea cultului imperial,
dupa cum pe cel mai mare numar de epigrafe
invocarea zeului se face aldturi de alte divinitati:
la Capidava, Tomis, Ulmetum, Troesmis, Cius
(Iupiter Optimus Maximus (I.O.M.) Tonans
alaturi de Tunona Regina); la Ulmetum (lovi et
Iunoni); tot la Capidava (I.O.M. aldturi de Fortuna
Redux); la Galbiori 1.O.M. apare mentionat
alaturi de Iunona si Ceres Frugifera; la Ulmetum
este asociat cu Sanctus Silvanus sau Hercules, iar
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In Dobruja we also find the syncretic form
of Jupiter with the god Baal of Doliche, in the
form of Jupiter Dolichenus. Arrived here (and
especially in Tomis) by Syrian merchants and
soldiers, the cult benefits from a college of priests
and votive statues.

Most representations are dated to the
2" century AD categorized as carved portraits,
bas-reliefs or statues. Marble portraits have been
found at Tomis and Histria, and limestone or
marble bas-reliefs at Tuzla, Adamclisi (Constanta
county) and Noviodunum (Tulcea county),
all chronologically dated to the end of the
2" century - early 3" century AD. Somewhat earlier
fragmentary statues found at Capidava, Tomis or
Durostorum are dated. All representations belong
to the classical iconography of the god, canonized
by classical Greek art: vigorous, bearded face, with
rich, wavy or standing hair, wrapped in a cloak,
holding a scepter and accompanied by an eagle.
This evidence is supplemented by representations
depicting the eagle, one of the main attributes
of the god: an altar with an eagle in relief on the
central side, with an inscription on either side
of the head, an ex-voto to the god, dated to the
2n_3r centuries AD (the eagle, as a symbol of
Jupiter, is also depicted on the reverse of some
coins, sometimes being depicted in a temple). On
another monument found, the eagle appears next
to a female figure, most probably Juno. On three
artifacts from Histria identified in a fragmentary
state, the eagle is depicted, testifying to their
dedication to the supreme divinity.

The extent of the cult is better emphasized
by the numerous epigraphic dedications, most
of them to the god in his various poses or
associations, but also to his pair, Hera/Iunona,
even if in smaller numbers. A large number of
epigraphs are associated with the manifestation
of the imperial cult, as on the largest number
of epigraphs the invocation of the god is made
together with other divinities: at Capidava,
Tomis, Ulmetum, Troesmis, Cius (Iupiter
Optimus Maximus (I.O.M.) Tonans next to
Iunona Regina); at Ulmetum (Iovi et Iunoni); also
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la Troesmis si Tropaeum Traiani apare asociat cu
Liber Pater.

Majoritatea inscriptiilor mentionate se dateaza
in cursul sec. II p.Chr, iar dintre cele mai tarzii
dedicatii, la inceputul sec. III p.Chr., putem aminti
pe cea de la Noviodunum (lovem et Fortuna) sau
Histria (I.O.M. et Marti Conservatori, pusd pentru
sanatatea imparatilor Constantin si Licinius).

Cultul imperial. Creat si folosit ca instrument
politic de impdratii romani, in scopul intaririi
autoritatii imperiale, foloseste ca substrat practic
religiile in uz, si in special adorarea divinitatilor
principale ale panteonului greco-roman, Iupiter
si Iunona, impreuna cu numeroasele asocieri si
variante sincretice ulterioare. Dedicatiile pentru
I(ovi) O(ptimo) M(aximo), sau pentru I(ovi)
O(ptimo) M(aximo) si Iuno Regina, ori pentru
I(ovi) O(ptimo) M(aximo), Iunona, Minerva si
ceilalti zei si zeite, sau pentru I(ovi) O(ptimo)
M(aximo) si Diana Augusta erau, in principal, o
reflectare a cultului imperial.

Inchinarile care se ficeau citre divinititi spe-
cificau ca acestea erau facute, in primul rand,
in sandtatea impdratilor. Manifestarii cultului
imperial ii sunt atribuite statuile si portretele
impdratilor, acestea constituind un semn de loia-
litate din partea cetdtenilor oraselor vest-pontice,
in acest caz, unde cultul imperial s-a instaurat de
timpuriu, dar nu numai; sunt numeroase si vari-
ate dovezi materiale ramase, precum altare, stele,
arhitrave ale unor edificii. Referirile epigrafice
confirma faptul ca, mai ales in orage, au existat
statui sau busturi ale tuturor impdratilor, chiar
dacd nu au ajuns toate pand la noi. Se practica si
incununarea statuilor imparatilor, care dovedeste
loialitatea fata de impdrat, prin celebrarea cu
regularitate a aniversarilor oficiale, dies imperii,
cand, in cadrul unor ceremonii solemne, se pur-
tau in procesiune busturile acestora.

Instaurarea cultului imperial a cunoscut o
dezvoltare deosebita la Tomis mai ales dupa ce
orasul a cdpatat titlul de ,Metropola a Pontului
Stang”; aici apare, de altfel, si prima mentiune a
divinizarii unui membru al familiei imperiale
(Agripina ca mama a imparatului Nero). Pentru

at Capidava (I.O.M. next to Fortuna Redux); at
Galbiori I.O.M. is mentioned with Iunona and
Ceres Frugifera; at Ulmetum he is associated with
Sanctus Silvanus or Hercules, and at Troesmis
and Tropaeum Traiani, he is associated with
Liber Pater.

The majority of the inscriptions mentioned
are dated during the 2™ century AD, and among
the later dedications, at the beginning of the
3" century AD, we can mention the one from
Noviodunum (Iovem et Fortuna) or Histria
(I.O.M. et Marti Conservatori, placed for the
health of emperors Constantine and Licinius).

The Imperial cult. Created and used as a
political tool by the Roman emperors in order
to strengthen their imperial authority, it uses as
its practical substratum the religions in use, and
in particular the worship of the principal deities
of the Greco-Roman pantheon, Jupiter and
Juno, together with the numerous later syncretic
associations and variants. The dedications to
I(ovi) O(ptimo) M(aximo), or to I(ovi) O(ptimo)
M(aximo) and luno Regina, or to I(ovi) O(ptimo)
M(aximo), Juno, Minerva and the other gods and
goddesses, or to I(ovi) O(ptimo) M(aximo) and
Diana Augusta were mainly a reflection of the
imperial cult.

Worships that were made to the deities
specified that they were made primarily to the
health of the emperors. Statues and portraits of
the emperors are attributed to the manifestation
of the imperial cult, as a sign of loyalty on the
part of the citizens of the western Pontic cities, in
this case, where the imperial cult was established
early on, but not only; there are numerous and
varied material evidence of this, such as altars,
stelae, and architraves of buildings. Epigraphic
references confirm that statues or busts of all
the emperors existed, especially in cities, even
if not all of them have survived. It was also
practiced to crown the statues of the dies imperii,
which proved their loyalty to the emperor, by
regularly celebrating the official anniversaries of
the emperors, when their busts were carried in
procession in solemn ceremonies.



Tomis, la inceputul erei crestine, Ovidius afirma
ca el insusi a celebrat cultul lui Augustus,
iar mai tarziu, o inscriptie ne spune cd ,prin
hotararea ilustrului Sfat si a prea strilucitului
Popor al prea stralucitei metropole Tomis”
pentru faptul ca au organizat ,,in mod stralucit”
lupte de gladiatori si fiare, au fost cinstifi cu
statui ,pontarhul Aurelius Priscius Isidorus’,
care era prim magistrat si arhiereu, impreuna
cu marea preoteasa Ulpia Matrona, sotia sa, ca
si »,pontarhul Aurelius Priscius Annianus, care
a exercitat prima magistraturd a comunitdfii
Hellenilor si a metropolei, precum si demnitatea
de arhiereu”, impreuna cu marea preoteasa Iulia
Apolauste, sofia sa. Astfel, cele doud perechi
amintite oficiau cultul imperial, fiind omagiati de
comunitate pentru aceasta activitate. Inscripfia
de pe o bazd fragmentard gasita la Constanta,
deci cel mai probabil tomitand, mentioneaza ca
statuia respectiva a fost ridicata pentru ,,... Nerva
Traian’, iar inscriptia in latind a unei alte statui
facea mentiunea ca monumentul a fost ridicat
»Imperatorului Caesar Augustus Traian Hadrian’,
la 129 p.Chr.. Pe o bazd de statuie de forma
cilindrica, lucrata din marmura alba, inscriptia
in limba greacd face mentiunea ca statuia a
fost ridicatd pentru ,Caesarul Marcus Aurelius
Verus’, datatd larg in intervalul 139-161. Alegoria
cuceririi Daciei de catre romani, reprezentata
sub formd de trofeu, apare intr-un basorelief
tomitan realizat pe un bloc din calcar, care ficea
parte dintr-un monument ridicat in sec. II p.Chr.,
dupa cum din aceeasi perioadd provin doud
statui fragmentare care personificd, destul de
rudimentar, de altfel, Dacia capta - posibil aceste
monumente sd fi decorat un edificiu public
avand functia de propaganda menita sa ilustreze
atotputernicia romanilor (Covacef 2002, 54).

Dintr-o inscriptie descoperita la Histria, aflim
cd ,Papas al lui Theopompos” ridica in cetate,
pe cheltuiala sa, un templu in cinstea impara-
tului Augustus. In textul Gerusiei histriene se
mentioneazd ca ,bustul lui Artemidoros” trebuia
incununat odatad pe an impreuna cu ,,statuile zei-
lor si ale imparatilor”
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The establishment of the imperial cult was
particularly developed in Tomis, especially after
the city acquired the title of “Metropolitan of
the Left Pontus”; this is also the first mention
of the deification of a member of the imperial
family (Agrippina as mother of Emperor Nero).
For Tomis, at the beginning of the Christian era,
Ovidius states that he himself celebrated the cult
of Augustus, and later, an inscription tells us that
“by the decision of the illustrious Council and the
too brilliant People of the too brilliant metropolis
Tomis”, for having organized “brilliantly” gladi-
atorial and beast fights, the “Pontiarch Aurelius
Priscius Isidorus’, who was first magistrate
and archpriest, together with the high priest-
ess Ulpia Matrona, his wife, were honored with
statues, as were “the Pontiarch Aurelius Priscius
Annianus, who exercised the first magistracy of
the Hellenistic community and of the metropo-
lis, as well as the dignity of archpriest’, together
with the high priestess Julia Apolauste, his wife.
Thus, the two pairs officiated the imperial cult
and were honored by the community for this
activity. The inscription on a fragmentary base
found in Constanta, and therefore most proba-
bly from Tomis, states that the statue in question
was erected for “.. Nerva Traian”, while the Latin
inscription on another statue stated that the mon-
ument was erected to “Emperor Caesar Augustus
Traian Hadrian”, 129. On a cylindrical-shaped
statue base, made of white marble, the inscrip-
tion in Greek states that the statue was erected
to “Caesarius Marcus Aurelius Verus’, dated to
between 139 and 161. The allegory of the conquest
of Dacia by the Romans (represented in the form
of a trophy) appears in a Tomitan bas-relief on a
limestone block, which was part of a monument
erected in the 2™ century AD, as do two fragmen-
tary statues from the same period that personity,
rather rudimentarily, Dacia capta - these monu-
ments may have decorated a public edifice with a
propaganda function to illustrate Roman omnip-
otence (Covacef 2002, 54).

From an inscription discovered at Histria, we
learn that “Papas of Theopompos” is erecting in






Pe o stela de marmurd de la Callatis, datata
la sfarsitul sec. I a.Chr. - inceputul sec. I p.Chr,,
reutilizatd ca placd funerara, se pastreazd un
fragment din inscriptia in limba greacd, care ne
spune ca ,Impiaratului Caesar Augustus poporul
(ii consacrd) coloanele porticului’; este al doilea
document din Dobrogea care se referd la un
templu consacrat fondatorului Principatului, inca
in timpul vietii sale.

Dionysos. Divinitate complexa, esentialmente
agrestd la origine, cu noi atribute adaugate in
cursul evolutiei cultului sau, Dionysos (cunoscut
drept Bacchus sau Liber Pater in lumea romana),
a patruns la Roma in acelasi timp cu zeita
Demetra, raspandindu-se cu rapiditate in intreg
imperiul. Zeu al vegetatiei mereu innoite, a vietii
de aici dar si de dincolo, Dionysos era venerat in
principal ca protector al viei si vinului. Acesta
este si principalul motiv pentru care, iconografic,
cele mai multe reprezentiri il prezinta pe zeu
in picioare, nud (dar cu nebridd sau chiton pe
umeri), pe cap purtind o cununa din frunze de
iedera sau de vita de vie sau struguri. Ca atribute
distincte, amintim tyrs-ul in mana stanga si
kantharos-ul in dreapta, iar la picioare in partea
dreapta, pantera.

Datorita caracterului dual al cultului sdu, divi-
nitate agresta si mistica, Dionysos s-a bucurat de
o mare popularitate si in Scythia Minor, unde
cultul sau este atestat de peste 100 monumente
sculpturale, reprezentari din bronz sau ceramice,
dedicatii epigrafice, la care se adaugd nume-
roase reprezentdri ale principalilor sai acoliti,
Silen, Satir, Epona, Pan si Priap, toate divinitati
ale naturii.

Asa cum era de asteptat, din Tomis, ora-
sul cel mai important al provinciei in perioada
romand, provin cele mai multe descoperiri
(de altfel aici, aldturi de Dionysos si Demetra,
nu lipsesc si alte divinitati de natura agrestd,
Nimfele si Artemis, fiind cunoscuta si sarbatoa-
rea Rosalia). In inscriptii zeul este mentionat cu
atribute precum kabnynuwv (,conducitorul”),
nopiPpopog (,stralucitorul”) si tavpdkepog (,cel
cu coarne de taur”), iar cultul sidu este celebrat
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the city, at his own expense, a temple in honor of
the Emperor Augustus. The text of the Histrian
Gerusia states that the “bust of Artemidoros” was
to be crowned once a year with “statues of the
gods and emperors”.

On a marble stele from Callatis dated to the
end of the 1 century BC - beginning of the
I** century AD, reused as a funerary plaque, a
fragment of an inscription in Greek is preserved,
which tells us that “To Emperor Caesar Augustus
the people (consecrate) the columns of the
portico’; it is the second document from Dobruja
that refers to a temple consecrated to the founder
of the Principate, still during his lifetime.

Dionysos. A complex deity, essentially agrestic
in origin, with new attributes added during the
evolution of his cult, Dionysus (known as Bacchus
or Liber Pater in the Roman world), entered
Rome at the same time as the goddess Demeter,
spreading rapidly throughout the Empire. A god
of ever-renewing vegetation, of life both here and
beyond, Dionysus was worshipped mainly as the
patron of vines and wine. This is also the main
reason why, iconographically, most depictions
show the god standing nude (but with a bridle or
chiton on his shoulders), wearing a wreath of ivy
or vine leaves or grapes on his head. Distinctive
attributes are the tyrs in the left hand and the
kantharos in the right, and the panther on the
right side of the legs.

Due to the dual nature of his cult, as an agrestic
and mystical divinity, Dionysus also enjoyed
great popularity in Scythia Minor, where his cult
is attested by over 100 sculptural monuments,
bronze and ceramic representations, epigraphic
dedications, as well as numerous representations
of his main acolytes, Silenus, Satyr, Epona, Pan
and Priap, all deities of nature.

As was to be expected, Tomis, the most
important city of the province during the Roman
period, is the place where most of the findings
come from (besides Dionysus and Demeter,
other gods of an agrestic nature, Nymphs and
Artemis, are also found here, as well as the Rosalia
festival). In inscriptions the god is mentioned
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de grupuri (Biaoot), implicate in viata cetatii, iar
thiasitii (numiti faxyot) sunt asimilati deseori cu
zeul insusi.

O arhitravd dublu profilatd, dintr-o aedicula
datata sec.I a.Chr, poarta o inscriptie in
limba greacd din care aflam cd un thiasos al
credinciosilor lui Bacchus, fondat de o femeie,
a inchinat o statuie zeului. Tot asa, aedicula
din marmurd, din tezaurul de 24 de sculpturi
descoperit in anul 1962, ne prezintd, in jurul
figurii centrale a zeului, mai multi acoliti carora
le-a fost asociat si Cavalerul Thrac. Inscriptia in
greaca, sapatd in partea inferioard a frontonului,
il aminteste pe zeu in calitatea sa de Kathegemon.
In registrul superior al unei stele funerare se
pastreaza doi pilastri laterali cu capitele corintice
si baze profilate, in centrul scenei fiind figurat
Dionysos langa un trunchi de vita, in atitudinea
sa obisnuita (cu ména stanga sprijinind thyrs-ul
inalt, cu dreapta varsand licoarea pretioasd,
panterei), incadrat de Pan care danseaza {inind
intr-o mana un syrinx si in cealaltd un pedum, si de
un Silen care tine pe cap cista mystica. Personajele
thiasos-ului sunt incadrate de doi choribanti
inarmati, aflati intr-un dans sacru. Inscriptia, in
limba greaca, pusa pentru Gordian al III-lea si
pentru Tranquillina, se dateaza intre 241-244. Cu
o steld din marmurad ,,Sfatul si Poporul tomitan”
l-au cinstit pe M(arcus) Cocceius Chrysogonos
(Mvotapx[nv]), »mai mare al initiatilor”, cel
mai probabil in misterele dionisiace, iar statuia
preotului Vitalius, ridicata in semn de cinstire de
catre ,comunitatea (Xmelpa) romanilor”, indica
probabil un alt thiasos al lui Dionysos.

Existd si dovezi numismatice in care Dionysos
este figurat in tinuta conventionald, cu un cior-
chine de struguri sau un kantharos in mana
dreaptd, cu mana stanga sprijinind thyrs-ul,
cu sau fdra panterd sau altar, aflat in fata tem-
plului, dovada neindoielnica a existentei unui
templu dedicat la Tomis. Intr-un templu tetrastil,
Dionysos este figurat pe reversul adoud monede de
la Geta (209-211) si a uneia emisa sub Maximian
(286-305). Existenta unui teatru (t¢ 9¢atpov)
mentionat la sfarsitul sec. II a.Chr., edificiu unde

with attributes such as kaOnynuwv (“the ruler”),
nupiPpopog (“the brilliant”) and tavpokepog (“the
bullhorned”), and his cult is celebrated by groups
(Biaoot) involved in the life of the city, while the
thiasites (called Bdixot) are often assimilated with
the god himself.

An architrave double profile, from an aedicula
dated the 1* century BC, bears a Greek inscrip-
tion from which we learn that a thiasos of Bacchus
believers, founded by a woman, dedicated a statue
to the god. Also here, the marble aedicula, from
the treasure of 24 sculptures discovered in 1962,
shows us, around the central figure of the god,
several acolytes with whom the Thracian Rider
was associated. The Greek inscription carved into
the lower part of the pediment recalls the god
as Kathegemon. In the upper register of a funer-
ary stele are preserved two side pilasters with
Corinthian capitals and streamlined bases, in the
center of the scene Dionysus is depicted standing
beside a vine trunk in his usual pose (left hand
supporting the tall thyrsos, right hand pouring
the precious liquor to the panther), framed by
the dancing Pan holding a syrinx in one hand
and a pedum in the other, and by Silenus hold-
ing the cista mystica on his head. The characters
of the thiasos are framed by two armed choriban-
tes in a sacred dance. The inscription, in Greek,
laid for Gordian III and Tranquillina, is dated to
241-244. With a marble stele the “Council and
People of Tomitan” honored M(arcus) Cocceius
Chrysogonos (Mvotapx[nv]), “greatest of the ini-
tiates”, most probably in Dionysian mysteries, and
the statue of the priest Vitalius, erected in honor
by the “community (Zmeipa) of the Romans’,
probably indicates another thiasos of Dionysos.

There is also numismatic evidence in which
Dionysus is depicted in conventional dress, with
a bunch of grapes or a kantharos in his right
hand, his left hand supporting the thyrsos, with
or without a panther or altar, in front of the
temple, unquestionable proof of the existence
of a dedicated temple at Tomis. In a tetrastyle
temple, Dionysos is the figure on the reverse of
two coins from Geta (209-211) and one issued



cu prilejul Dionysiilor sau a altor sarbatori se
desfasurau reprezentérile dramatice sustinute de
actori sau un colegiu de adoratori atestat in epoca
romand (Yvpelikr) ovvodog), poate fi considerat
altd dovada a existentei si celebrarii cultului lui
Dionysos, pe langa cele amintite deja.

Se remarcd o densitate mare a atestarilor in
numeroase localititi din zona rurala. In judetul
Tulcea, la Dorobantu, pe un basorelief este figu-
rata Libera cu Silen si pantera; pe o placa votiva
descoperita la Figarasul Nou, avem o repre-
zentare complexd a unei scene rituale legatd de
culesul viilor, unde sunt figurati Pan, batran,
pantera si un Silen vazut din profil, precum si o
Menada (monument datat in a doua jumatate a
sec. IT p.Chr.); la Noviodunum au fost descoperite
portrete bacchice din bronz utilizate pentru deco-
rarea extremitatilor sicriului; de la Neatarnarea
provine un altar inchinat de un colegiu lui Deo
Sancto Silvano, iar pe o aedicula descoperita
la Mircea Voda este figurata Epona, divinitate
protectoare a animalelor domestice. In judetul
Constanta, la Ulmetum, un prim altar dedicat
in ziua de 1 iunie 178 indica adorarea zeului ca
Silvanus Sator, iar un alt altar dedicat in data de
5 iunie 191 lui IOM si Sanctus Silvanus ne indica
existenta unui colegiu de inchinatori care-si spun
consacrani; de la Callatis provine o statueta a lui
Priap, datata la sfarsitul sec. III p.Chr., tot aici fiind
gasitd o sculpturd, datatd 230-250, reprezentan-
du-1pe Pan, o alta statuie acefald a acestui tovaras
al lui Dionysos provenind de la Techirghiol; pe un
basorelief descoperit la Satul Nou este reprezen-
tat, alaturi de zeu, pe langd Pan si pantera, si un
sarpe, simbol mistic.

Herakles. Dintre eroi, acesta este prezent in
Dobrogea prin mai mult de 30 reliefuri si statui,
carora li se adaugd dedicatiile epigrafice, ceea ce
evidentiaza veneratiadeosebitade cares-abucurat.
Cel mai raspandit tip iconografic, in special in
secolele II-III p.Chr., este Hercules Romanus
(eroul in picioare, nud, cu barbd si par ondulat,
pe bratul stang purtand pielea leului nemeean
si sprijinindu-se cu ména dreapta pe mdciuca),
dupd ce, in sec.I p.Chr, a fost descoperita si
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under Maximian (286-305). The existence of
a theater (16 9¢atpov) mentioned at the end
of the 2™ century BC, a building where on the
occasion of the Dionysia or other feasts dramatic
performances by actors were held, or a college of
worshippers attested in Roman times (Yvpehikn
oVv0d0¢), can be considered other evidence of the
existence and celebration of the cult of Dionysus,
in addition to those already mentioned.

In addition to the western Pontic towns, there
is a high density of attestations in many rural
localities. In the county of Tulcea, at Dorobantu,
a bas-relief depicts Libera with Silenus and a
panther; onavotive plaque discovered at Fagarasul
Nou, there is a complex representation of a ritual
scene related to the harvesting of the vineyards,
where Pan, an old man, a panther and Silenus
seen in profile, as well as a Menada (monument
dated to the second half of the 2™ century AD);
at Noviodunum, bronze bacchic portraits used to
decorate the ends of coffins have been discovered;
at Neatdrnarea, an altar dedicated by a college to
Deo Sancto Silvano was found; and an aedicula
discovered at Mircea Voda depicts Epona, the
patron deity of domestic animals. In the county
of Constanta, at Ulmetum, a first altar dedicated
on June 1, 178, indicates the worship of the god
as Silvanus Sator, and another altar dedicated
on June 5, 191, to IOM and Sanctus Silvanus
indicates the existence of a college of worshippers
who call themselves consacrani; from Callatis
comes a statuette of Priap dated to the end of the
3" century AD., and a sculpture of Pan, dated
230-250, was also found here; another statue
of this companion of Dionysus, an acephalous
statue of the god Pan, and another statue of this
companion of Dionysus, come from Techirghiol;
a bas-relief discovered at Satul Nou depicts a
snake, a mystical symbol, alongside the god, Pan
and the panther.

Herakles. Among the heroes, he is present in
Dobruja through more than 30 reliefs and statues,
in addition to epigraphic dedications, which
emphasizes the special veneration he enjoyed. The
most widespread iconographic type, especially in
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o statuetd de tip Herakles Farnese. Eroul este
reprezentat singur, in rare cazuri in asociere, cum
ar fi cea cu Marte, ambele fiind divinitati adorate
cu precadere de militari. Asocierile sunt mai
numeroase in cazul dedicatiilor, unde este invocat
uneori cu epitete precum Invictus sau Victor.

Mai substantiale ca reprezentare sunt doud
aedicula de la Tomis. Prima, datatd la sfarsitul
sec. IT p.Chr,, il infatiseazd pe Herakles in tipul
iconografic cunoscut, amplasat in fata unui
templu, intre doud coloane cu baze patrate si
capitele ionice, pe coloane sprijinindu-se un
fronton triunghiular. Cea de a doua piesd il
prezintd pe Hercules intr-o pseudo-aedicula
cu fronton dublu profilat; se poate data in
sec. III p.Chr. prin modul rudimentar in care a fost
realizat relieful. Pe alte doud coloane descoperite
tot aici sunt sculptate scene din muncile eroului:
pe una — Herakles imblanzind iepele lui Diomede;
pe a doua - prinderea mistretului de pe muntele
Erimant. Este dificil de afirmat daca aceste doua
coloane constituie dovada existentei unui templu
inchinat eroului, sau cé ar fi facut parte dintr-un
portic cu reprezentdri ale mai multor divinitéti.
De altfel, muncile eroului sunt prezentate in peste
10 monumente, care se esaloneaza cronologic din
sec. II p.Chr. pana in sec. IV p.Chr..

La Callatis, spre sfarsitul sec. I p.Chr., un preot
Herakleon face o consacrare pentru Herakles
Alexikakos, iar aproape un secol mai tarziu
este atestat un templu inchinat lui Herakles
Pharangeites.

La Histria, decretul pus pentru preoteasa
Aba mentioneaza o asociatie de inchinatori
ai eroului.

O interesantd statueta descoperita langa
localitatea Targusor (jud. Constanta) prezinta, in
maniera de realizare, elemente plastice grecesti,
romane si orientale, iar lucratorii carierei de
extragere a pietrei de langd Axiopolis il adorau
pe erou ca Hercules Saxanus, dedicindu-i un
basorelief pe unul dintre peretii carierei, realizat
intr-o maniera rudimentara. De altfel, spre
sfarsitul sec. I1I p.Chr., se poate constata existenta
unei reale iconografii populare provinciale a

the 27-3" centuries AD, is Hercules Romanus
(standing hero, nude, with beard and wavy hair,
on the left arm wearing the skin of the Nemean
lion and leaning with the right hand on the mace),
after which, in the 1% century AD, a Farnese
Herakles-type statuette was also discovered. The
hero is depicted alone, in rare cases in association,
such as with Mars, both being deities worshipped
mainly by the military. The associations are more
numerous in dedications, where he is sometimes
invoked with epithets such as Invictus or Victor.

More substantial in representation are two
aedicula from Tomis. The first, dated to the late
2" century AD, depicts Herakles in the known
iconographic type, placed in front of a temple,
between two columns with square bases and Ionic
capitals, the columns supporting a triangular
pediment. The second piece depicts Hercules
in a pseudo-aedicula with a double-profiled
pediment; it can be dated to the 3" century AD
because of the rudimentary manner in which
the relief was realized. On two other columns
also found here are carved scenes from the hero’s
labors: on one - Herakles taming Diomedes
mares; on the second - the capture of the wild
boar on Mount Erimantus. It is difficult to argue
that these two columns are evidence of a temple
dedicated to the hero, or that they were part of a
portico with representations of several deities. In
fact, the heros labors are depicted in more than
10 monuments, chronologically spread out from
the 2™ century AD to the 4™ century AD.

In Callatis, towards the end of the 1% century
AD, a Herakleon priest makes a consecration to
Herakles Alexikakos, and almost a century later
a temple dedicated to Herakles Pharangeites is
attested.

At Histria, the decree issued for the priestess
Aba mentions an association of hero worshippers.

An interesting statuette discovered near the
town of Targusor (Constanta county) presents,
in the manner of realization, Greek, Roman and
oriental sculptural elements, and the workers of
the quarry of stone extraction near Axiopolis
worshipped the hero as Hercules Saxanus,



eroului, caracterizatd prin acest mod rudimentar
de executie.

Cavalerul Thrac. Dintre zeii care ilustreaza
o traditie religioasa locald cel mai bine repre-
zentat este zeul-cavaler cunoscut sub numele de
Cavalerul Thrac (Hpwg sau ‘Hpwv). Divinitatea
dobéndeste in timp un caracter complex — cea de
zeu funerar, dar si mare zeu in sincretism cu alti zei
greci sau romani. In epigrafele descoperite pana
acum numele zeului este insotit de epitete care
exprima ipostazele multiple in care divinitatea
era adoratd: Manimazos sau Manibazos, Irsaios,
Domnus (inscriptie pusa de o asociatie a roma-
nilor), Invictus et Sacer, Katowddiog (deformare
pentru katowkidlog, ,casnic”), Emgavrg. Este
documentat arheologic sincretismul Eroului cu
Dioscurii (poate prin sincretismul cu Cabirii), cu
Cybele sau cu Dionysos. Iconografia Cavalerului
Thrac este bine ilustratd de monumentele sculp-
turale, reprezentdri votive sau funerare, cele mai
multe fiind descoperite la Tomis, unde pare sa
fi existat si un templu dedicat acestuia. Meritd
amintit faptul ca multe dintre reliefurile inchinate
Cavalerului Thrac au fost descoperite in apropie-
rea zidului de incinta al orasului.

O steld din calcar cu trei registre (datata
sec. IT p.Chr.) are in partea de sus un fronton cu
acrotere si rozetd in centru; la mijloc un relief cu
figurarea Cavalerului Thrac calarind spre dreapta,
unde se afld copacul sacru cu sarpele incolicit,
jar in partea inferioara, inscriptia dedicatd
Eroului de catre o asociatie de inchinatori cu doi
presedinti, mai multi donatori si preoteasa Buteis
a lui Heroxenes. Intr-o aedicula, Eroul este figurat
alaturi de Cybele, chenarul scenei, sdpata in alto-
relief, este simplu dar incoronat de un fronton
triunghiular, dublu profilat, cu acrotere simple si
decorat in centru cu un disc ombilicat. O alta stela
votiva (datatd sfarsitul sec. IT - inceputul sec. II1
p.Chr.), cu doud cdmpuri - relief si inscriptie -
este dedicatd pentru ,,Ero et Domno” de cdtre o
mater a unui colegiu de cetdteni romani, Menia
Iuliana; ca este vorba despre Cavalerul Thrac
rezultd din relieful din registrul superior. Probabil
aceleiasi divinitati ii vor fi slujit alte doua preotese,
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dedicating a bas-relief to him on one of the
walls of the quarry, realized in a rudimentary
manner. Incidentally, towards the end of the
3" century AD, it can be ascertained the existence
of a real provincial popular iconography of the
hero, characterized by this rudimentary way
of execution.

The Thracian Rider. Among the gods
illustrating a local religious tradition, the best
represented is the knight-god known as the
Thracian Rider (Hpwg sau Hpwv). The deity
acquires over time a complex character -
that of a funerary god, but also a great god in
syncretism with other Greek or Roman gods.
In the epigraphs discovered so far the name of
the god is accompanied by epithets expressing
the multiple hypostases in which the deity was
worshipped: Manimazos or Manibazos, Irsaios,
Domnus (inscription by a Roman association),
Invictus et Sacer, Katowddioc (a deformation
for katowidiog, “domestic”), Em@avig. There
is archaeological documentation of the Hero’s
syncretism with the Dioscuri (perhaps through
syncretism with Cabirii), with Cybele or with
Dionysos. The iconography of the Thracian Rider
is well illustrated by sculptural monuments, votive
or funerary representations, most of which have
been discovered in Tomis, where there seems to
have been a temple dedicated to him. It is worth
mentioning that many of the reliefs dedicated
to the Thracian Rider were discovered near the
city walls.

A three-register limestone stela (dated
2" century AD) has a pediment with acroteria
and a rosette in the center at the top; in the middle
a relief depicting the figure of the Thracian Rider
riding to the right where the sacred tree with
the coiled serpent stands, and at the bottom, the
inscription dedicated to the Hero by an association
of worshippers with two presidents, several
donors and the priestess, Buteis of Heroxenes.

In an aedicula, the Hero is depicted next
to Cybele, the border of the scene, carved in
high relief, is simple but crowned by a trian-
gular pediment, double-profiled, with simple
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mentionate pe monumentele funerare care le-au
fost ridicate: Mama Dada, preoteasa romanilor si
Iulia, mare preoteasa.

CULTELE ORIENTALE

Larga raspandire a cultelor de origine orientala
in intreg Imperiul roman se poate explica prin
teologia lor, care promitea protectie in viata de zi
cu zi, dar si salvarea dupa moarte a credinciosilor
initiati. Impartasirea misterelor despre natura si
actiunile divinitatii adorate era rezervata doar
credinciosilor in cadrul unor ceremonii de mistere
cu caracter tainic, mistere menite sa impresioneze
dar sd dea, totodata, si sperante. Procesiunile
religioase cu caracter public si sdrbatorile in
cinstea divinitdtii erau zgomotoase si extaziante,
menite sa impresioneze marea masd a profanilor.
Aceste religii ,de salvare”, care promiteau fericirea
dupd moarte, au gasit in intreg imperiul un teren
favorabil pentru propagarea lor, in special datorita
blazarii religioase care incepe sd se manifeste fata
de divinitatile traditionale, al caror cult continua
sa se desfasoare in vechile forme solemne, dar
lipsite de atractivitate si emotivitate.

Cultele orientale ocupd un loc important
si in viata religioasa a Dobrogei antice, fiind
atestate incd din perioada elenistica, cu o inflorire
spectaculoasd in perioada romand, lor fiindu-le
inchinate mai mult de o cincime din numarul
total de inscriptii descoperite pand in prezent.
Réspandirea mai larga in Dobrogea a cultelor
de origine orientala are o explicatie complexa
la care contribuie mai multor factori: multimea
comerciantilor si negustorilor, a navigatorilor
sau colonistilor de origine orientala, a soldatilor
si trupelor recrutate si aduse din Orient. Datorita
asezarii sale geografice, teritoriul actualei regiuni
Dobrogea a avut din cele mai vechi timpuri
legaturi cu lumea orientala, si in special cu Asia
Micd, Siria si Egiptul. Relatiile economice si
culturale ale coloniilor grecesti de pe tarmul de
vest al Pontului Euxin cu metropolele lor din Asia
Mica si, mai tarziu, militarii Imperiului roman
adusi din Orient pentru paza frontierei Dundrii
de Jos, au facut ca vechile legaturi sa continue si

acroteria and decorated in the center with an
umbilicate disk.

Another votive stela (dated late 2™ - early
3 century AD), with two fields - relief and
inscription - is dedicated to Ero et Domno by
a mater of a college of Roman citizens, Menia
Iuliana; the relief in the upper register shows that
it is the Thracian Rider.

Two other priestesses, mentioned on the funer-
ary monuments that have been erected to them,
probably served the same divinity: Mama Dada,
the Roman priestess, and Julia, the high priestess.

ORIENTAL CULTS

The wide spread of Eastern origin cults
throughout the Roman Empire can be explained
by their theology, which promised protection in
everyday life, but also salvation after death for
the initiated believers. The sharing of mysteries
about the nature and actions of the worshipped
deity was reserved only for the faithful in mystery
ceremonies of a mystical nature, mysteries
designed to impress but also to give hope. Public
religious processions and celebrations in honor
of the divinity were noisy and ecstatic, meant to
impress the great mass of the lay masses. These
“salvation” religions, which promised happiness
after death, found fertile ground for their
propagation throughout the empire, not least
because of the religious disdain that was beginning
to manifest itself for the traditional deities, whose
worship continued to be conducted in the old
solemn but unattractive and emotionless forms.

Oriental cults also occupy an important place
in the religious life of ancient Dobruja, being
attested since the Hellenistic period, with a
spectacular flourishing in the Roman period, more
than one-fifth of the total number of inscriptions
discovered so far being dedicated to them. The
wider spread in Dobruja of oriental origin cults
has a complex explanation, with many factors
contributing to it: the multitude of traders and
merchants, sailors or settlers of oriental origin,
soldiers and troops recruited and brought from
the East. Because of its geographical location, the



chiar sd devina mai stranse in anumite perioade de
timp, cu precddere in anii de pace si prosperitate
a pax romana. Aceste legaturi pot fi urmarite cu
ajutorul informatiilor oferite de descoperirile
arheologice  (inscriptii, epigrafe, emisiuni
monetare), iar pentru perioadele mai tarzii, chiar
prin informatii literare, si privesc in primul rind
orasele grecesti de pe litoralul dobrogean si, in
mdsurd mai micd, asezarile situate de-a lungul
Dundrii si din interiorul provinciei.

Cronologic, primele culte orientale patrunse
in bazinul pontic si, rapid, si in coloniile grecesti
vest-pontice, sunt cele thraco-frigiene din zona
microasiatica.

CULTELE THRACO-FRIGIENE. In contextul
general al adorarii divinitatilor thraco-frigiene,
»Marea Mamad a Zeilor”, Cybele, s-a bucurat de o
adoratie deosebita in Dobrogea antica, fapt atestat
de cele peste 30 de reprezentari sculpturale si de
numeroase documente epigrafice care se dateaza
pana la deplina instalare a crestinismului. Zeita si
paredrul sau Attis, Men Tyrannos, Sabazios, dar
si Dionysos erau divinita{i ale naturii ale caror
ritualuri frenetice, zgomotoase si orgiastice, au
atras si sedus populatiile antice, prin misterele lor
fiind atasate la ideea vietii viitoare. In plus, cultele
thraco-frigiene ale Cybelei, Attis si Sabazios
prezintd multe afinitdti cu cele ale lui Dionysos-
Bacchus si ale Cavalerului Thrac.

Cybele. Relatiile comerciale ale Greciei cu
Asia Mica au permis patrunderea timpurie a
Cybelei in Peloponez, acolo unde reprezentarile
»Mamei cu lei” atestd prezenta sa inca din
sec. VI a.Chr,, iar pentru Pontul Euxin sunt
descoperiri care atestd pétrunderea cultului
acesteia incd din epoca arhaicd, asa cum dovedeste
un sanctuar al zeitei descoperit in teritoriul
Histriei. Cu toate acestea cultul Cybelei este bine
atestat abia in epoca elenistica si cu precadere in
cea romand. Din oragele grecesti de pe litoralul
Marii Negre cultul zeitei se raspandeste, cu
intensitati diferite, in interiorul Dobrogei. Tipul
iconografic cel mai raspandit, fie ca este vorba
despre reprezentarea de tip aedicula sau de
basoreliefuri simple, este acela in care zeita apare

55

territory of the present-day Dobruja has since
ancient times had links with the Eastern world,
particularly with Asia Minor, Syria, and Egypt.
The economic and cultural relations of the Greek
colonies on the western shores of the Pontus
Euxinus with their metropolis in Asia Minor and,
later, the military of the Roman Empire brought
from the East to guard the border of the Lower
Danube, meant that the old links continued and
even became closer at certain times, particularly
during the peaceful and prosperous years of
the pax romana. These links can be traced by
archaeological finds (inscriptions, epigraphs,
monetary issues) and, for later periods, even by
literary information, and concern primarily the
Greek towns on the Dobrujan coast and, to a
lesser extent, settlements along the Danube and
in the interior of the province.

Chronologically, the first oriental cults
preserved in the Pontic Basin and, rapidly, in
the West Pontic Greek colonies, are the Thraco-
Frigian cults from the micro-Asiatic area.

THRACO-FRIGIAN CULTS. The “Great
Mother of the Gods”, Cybele, enjoyed a special
adoration in ancient Dobruja, in the general
context of the worship of the Thraco-Frigian
divinities, as attested by more than 30 sculptural
representations and numerous epigraphic
documents dating up to the full establishment
of Christianity. The goddess and her companion
Attis, Men Tyrannos, Sabazios and Dionysos
were deities of nature whose frenetic, noisy and
orgiastic rituals attracted and seduced the ancient
populations, their mysteries being attached to the
idea of the future life. In addition, the Thraco-
Frygian cults of Cybele, Attis and Sabazios show
many affinities with those of Dionysos-Bacchus
and of the Thracian Rider.

Cybele. Greece’s trade relations with Asia
Minor allowed the early penetration of Cybele
in the Peloponnese, where representations of the
“Mother with lions” attest her presence since the
6™ century BC, and for the Pontus Euxinus, there
are documents attesting the penetration of her cult
sincethearchaicage, asevidenced byasanctuary of
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in aceeasi atitudine: agezata pe un tron, cu polos
sau coroand murala pe cap, incadrata de doi lei
(sau finand un pui de leu in brate), avand o patera
in mana dreaptd si un tympanon in mana stanga
— este vorba de tipul arhaic ionian. In epoca
romand este mai raspandita o variantd la care apar
deosebiri in ceea ce priveste vesmantul: chiton
cu pliuri si un voal care ii acopera polos-ul. Pe
monumentele sculpturale zeita este reprezentata
singurd (asa cum este figurata pe un basorelief
din marmura descoperit la Nisipari, in teritoriul
tomitan), cu paredrul sau Attis sau inconjurata de
choribanti. In afard de acestia, pe monumentele
pontice Cybele este asociata doar cu Cavalerul
Thrac; intre Cybele si Cavaler este figurat arborele
sacru al vietii, in jurul caruia se incoldceste un
sarpe. Pozitia privilegiata in panteonul Dobrogei
romane este evidentiata de monumentele
sculpturale si documentele epigrafice.

Un document tomitan (datat in anul 100
a.Chr.), care contine doua decrete pentru paza
orasului, ii mentioneazd - in primul decret -
pe preotii Sarapion, fiu al lui Dioscurides si
antecesorul sau Aristophanes; in cel de al doilea
pe Teophilos, fiul lui Numenios si ii onoreaza pe
acestia atat pentru maniera constiincioasd prin
care s-au achitat de sarcing, cat si pentru faptul
cd au adus in fiecare an ofrande ,,Mamei Zeilor si
Dioscurilor pentru sanatatea cetatii”. Pe un altar
descoperit aici Cybele este reprezentata alaturi
de paredrul siu Attis. Pe un relief, conservat
fragmentar, apare tipul Cybele in picioare,
incadrata de doud divinitati masculine — Zeus si
Hermes, iar pe altul, inconjuratd de choribanti
inarmati care danseaza in jurul ei. Intre anii
197-202 p.Chr. functiona la Tomis si un thiasos al
Cybelei, care dedica o steld imparatului Septimius
Severus, familiei sale si guvernatorului provinciei
drept multumire pentru ,darul facut asociatiei’;
intre magistratii cu sarcini speciale amintiti
aici, retinem archidendrophoroi, o ,mamd a
dendrophorilor” (pqtnp devdpogopwv) si o
archirabdouchisa (conducétoarea ,purtétorilor
de vergi”). Ca ,Mamd a Zeilor”, divinitatea care
personifica forta creatoare a naturii era adorata in

the goddess discovered in the territory of Histria.
However, the cult of Cybele is not well attested
until the Hellenistic and, especially, the Roman
period. From the Greek cities on the Black Sea
coast, the cult of the goddess spread, with varying
degrees of intensity, to the interior of Dobruja.
The most widespread iconographic type, whether
aedicula or simple bas-relief, is that in which the
goddess appears in the same pose: seated on a
throne, with a polos or mural crown on her head,
framed by two lions (or holding a lion cub in
her arms), with a patera in her right hand and a
tympanum in her left hand - the archaic Ionian
type. In Roman times, a variant is more common,
with differences in the garment: a chiton with
folds and a veil covering the polos. On sculptural
monuments, the goddess is depicted alone (as
depicted on a marble bas-relief discovered at
Nisipari, in the territory of Tomis), with her
companion, Attis, or surrounded by choribantes.
Apart from these, on Pontic monuments, Cybele
is associated only with the Thracian Rider;
between Cybele and the horseman is the sacred
tree of life, around which a serpent coils. Her
privileged position in the pantheon of Roman
Dobruja is evidenced by sculptural monuments
and epigraphic documents.

A Tomitan document (dated 100 BC),
containing two decrees for the guard of the
city, mentions - in the first decree - the priests
Sarapion, son of Dioscurides and his predecessor
Aristophanes; in the second, Theophilos, son
of Numenios, and honors them both for the
conscientious manner in which they discharged
their duties and for the fact that they brought
offerings every year to “the Mother of the Gods
and the Dioscuri for the health of the city” On
an altar discovered here, Cybele is depicted with
her companion, Attis. On one fragmentary relief,
Cybele is depicted standing, framed by two male
deities — Zeus and Hermes, and on another,
surrounded by armed choribantes dancing
around her. Between 197-202, a thiasos of Cybele
also functioned at Tomis, dedicating a stele to
the emperor Septimius Severus, his family and



mare masura de catre femei care, devenind mari
preotese ale acesteia, se achitd cu devotament
de sarcinile care le revin. Astfel, in sec. II p.Chr.
»Sfatul si poporul metropolei Tomis” ridica o
statuie pentru o anume Sossia Africana, care a
fost ,,preoteasd a Mamei Zeilor” si ,,le-a depasit pe
cele dinaintea ei si a completat ornamentele zeitei
cu ofrande de aur”. Din sec. II-III p.Chr. dateaza
o aedicula votiva fragmentard, cu doua registre:
intr-unul este reprezentatd Cybele pe tron intre
doi lei (dintre care se pastreazd doar unul); cel de
al doilea contine o inscriptie, in limba greaca, prin
care este invocata ,mama indurdtoare si stapana
a tuturor...”. Iar inchinatorii unui colegiu, foarte
probabil ai Cybelei, sunt numiti intr-o inscriptie
gasitd nu departe de Constanta - sacratis dumi:
Aur(elius) Valeria[nu]s pater dumi si Fl(avia)
Nona, mater dumi au dedicat monumentul
inchinétorilor colegiului (sacratis dumi), prin
ingrijirea stegarului (vixillarius) Dionisius. O
dedicatie, fragmentard, ficutd catre Cybele si
paredrul sau Attis, cu doud registre, ne prezinta
in cel superior pe zeitd pe un tron cu un pui de
leu pe genunchi, iar in registrul inferior pe Attis
culcat intre doi arbori stilizati, cu mana dreapta
ridicatd. Un altar fragmentar din marmura, datat
in sec. II-III p.Chr., cu reprezentarea Cybelei pe
tron, avand céte un leu de fiecare parte (dintre
care se pastreaza doar cel din dreapta) are o
inscriptie latind pe doua randuri, de asemenea
fragmentard, din care reiese clar cui ii era inchinat
monumentul: Mater Deorum. Cel mai tarziu
monument este inchinat Mater deum magnae
pentru ,sdnatatea si nevatamarea Stapanitorilor
nostri si a Caesarilor” de Aurelius Firminianus
wv(ir) p(erfetissimus) dux limit(is) prov(inciae)
Scyt(hiae)” intre 293-305. Inchinarea este si
o manifestare a cultului imperial si o dovada
cd acesta se putea practica si in legatura cu alte
divinitati, in afara lui Iupiter. Unitatea tipologica
si stilistica a reprezentarilor a condus la ipoteza
existentei unui centru de productie (atelier) ce ar
fi putut exista la Tomis.

La Histria, pe baza unei statui pe care se mai
pastreazd urmele labelor unui leu, se poate citi
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the governor of the province in thanks for the
“gift to the association”; among the magistrates
with special duties mentioned here are the
archidendrophoroi, a “mother of the dendrophors”
(utnp devdpogopwv) and an archirabdouchisa
(the leader of the “rod-bearers”). As “Mother
of the Gods”, the divinity who personified the
creative force of nature was largely worshipped
by women who, becoming her high priestesses,
devotedly performed the duties assigned to them.
Thus, in the 2™ century AD, the “Council and
People of the Metropolis of Tomis” erect a statue
to a certain Sossia Africana, who was “priestess
of the Mother Gods” and “surpassed those before
her and completed the goddess’ ornaments with
golden offerings” A fragmentary votive aedicula,
with two registers, dates from the 2"-3" century
AD: one depicts Cybele on a throne between two
lions (of which only one survives); the second
contains an inscription in Greek invoking “the
merciful mother and mistress of all..” And
the worshipers of a college, very probably of
Cybele, are named in an inscription found not
far from Constanta, sacratis dumi: Aur(elius)
Valeria[nu]s pater dumi and Fl(avia) Nona, mater
dumi dedicated the monument to the college
worshipers (sacratis dumi), through the care of
the steward (vixillarius) Dionisius. A fragmentary
two-register dedication to Cybele and her
companion Attis, shows the goddess on a throne
with a lion cub on her knees in the upper register
and Attis reclining between two stylized trees
with his right hand raised in the lower register.
A fragmentary marble shrine, dated to the
2-3 centuries AD, depicting Cybele on a throne,
with a lion on each side (of which only the one
on the right survives), has a Latin inscription on
two lines, also fragmentary, which clearly shows
to whom the monument was dedicated: Mater
Deorum. The later monument is dedicated to
Mater deum magnae for “the health and safety of
our Lords and Caesars” by Aurelius Firminianus,
“v(ir) p(erfetissimus) dux limit(is) prov(inciae)
Scyt(hiae)”, between 293-305. The dedication
is also a manifestation of imperial worship and
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dedicatia facutd de Alexandros al lui Hegesagoras
»Mamei Zeilor, dupa juruintd’; dupd scriere
monumentul a fost datat in sec. I-II p.Chr.. In
aceeasi perioada, mai precis in secolul IT p.Chr,,
alte doud personaje histriene aduc mulfumiri
»Mamei Zeilor”. Tot aici se evidentiazd decretul
onorific pentru Aba (preoteasd a zeitei), o stela
cu fronton triunghiular si acrotere. In centrul
frontonului este reprezentatd Cybele pe tron, cu
tympanon in mana stdnga si patera in dreapta.
Leii au fost figurati in acrotere tindnd cu labele
din fata cate un cap de taur. Conform inscriptiei,
cand a preluat preotia ,,Mamei Zeilor”, Aba ,a
inchinat zeilor cele dintai procesiuni, sacrificii si
rugi” si ,a celebrat inceputul anului cu ospete si
mese bogate”

O alta preoteasa a cultului este evidentiata si
la Troesmis, unde un document epigrafic, datat
dupd anul 170, evidentiaza faptul cd T. Valerius
Marcianus, fost beneficiarius consularis al Legiunii
V' Macedonica era sotul unei preotese mater
dendrophorum, ceea ce ne sugereazd existenta aici
a unei asociatii de adoratori ai zeitei Cybele.

Divinitatile frigiene introduse la Roma
oficial erau onorate sub controlul statului, iar
clerul si sarbatorile Cybelei si ale lui Attis au
fost reorganizate complet in timpul imparatului
Claudius (41-54), cand se constata si o tendinta
a asimildrii lui Attis cu Dionysos. Acest fenomen
sincretic se manifesta si in Dobrogea antica.

Sarcofagul descoperit la Constanta in 1931 are
sculptate, pe fata principald, mai multe simboluri
care se refera la cultul zeului frigian Men, si pe
care le regisim si pe un fragment de sarcofag
descoperit la Histria. In multe privinte Men era
perechea lui Attis avand, deopotriva, caracter
chtonian si uranian.

Sabazios. Puternic implantat in Asia Mica,
unde s-a interferat cu Attis si Men, zeul Sabazios
era reprezentat, ca si acestia, purtind ,boneta
frigiana”. Printre atributele sale se numadra
thyrs-ul si conul de pin, dar pentru iconografia
sabaziaca basorelieful descoperit la Fantanele
(jud. Constanta), in teritoriul histrian, aduce o
serie de elemente noi. Pe o placa rectangulara, in

proof that it could also be practiced in connection
with other deities besides Jupiter.

The typological and stylistic unity of the
representations has led to the hypothesis of the
existence of a production center (workshop) that
may have existed in Tomis.

At Histria, on the base of a statue on which
traces of a lion’s paws are still preserved, one
can read the dedication made by Alexandros
of Hegesagoras “To the Mother of the Gods,
according to the oath”; according to the the
inscription type, the monument was dated
to the 1-2 centuries AD. In the same period,
more precisely in the 2" century AD, two other
Histrian figures give thanks to the “Mother of the
Gods”. The honorary decree for Aba (priestess of
the goddess), a star with a triangular pediment
and acroteria, is also highlighted here. In the
center of the pediment is Cybele on a throne,
with tympanum in her left hand and patera in her
right. The lions were depicted in acroteria holding
a bull’s head in their front paws. According to the
inscription, when she assumed the priesthood of
the Mother of the Gods, Aba “worshipped the
gods with the first processions, sacrifices and
prayers” and “celebrated the beginning of the year
with feasts and rich meals”.

Another priestess of the cult is also evidenced
at Troesmis where an epigraphic document dated
after 170, shows that T. Valerius Marcianus,
former beneficiarius consularis of the Legion V!
Macedonica was the husband of a priestess mater
dendrophorum, which suggests the existence
here of an association of worshippers of the
goddess Cybele.

The Phrygian deities officially introduced
in Rome were honored under the control of
the state, and the clergy and the celebrations of
Cybele and Attis were completely reorganized
during the reign of Emperor Claudius (41-54),
when there was also a tendency to assimilate Attis
with Dionysus. This syncretic phenomenon is
also manifested in ancient Dobruja.

The sarcophagus discovered at Constanta in
1931 has several symbols carved on the main



centrul scenei, este reprezentat zeul, in picioare,
imbracat in costum oriental, tindind un obiect
in mana dreaptd intinsd spre un altar, probabil
o0 phiala. Cu mana stangd tine un thyrs al carui
varf este fie ,0 mand ficadnd semnul de benedictio
latina”, fie ,un cap de berbec”. In coltul din stanga
sus este reprezentat Attis intr-o biga trasd de doi
lei; prezenta acestuia intr-un ex-voto dedicat
lui Sabazios subliniazd asocierea cu Cybele.
Monumentul de la Fantanele este, panda acum,
singura marturie explicitd a cultului lui Sabazios
in Dobrogea.

ALTE CULTE MICRO-ASIATICE

Sarpele Glykon. Pe langda mult prea bine
cunoscutele culte thraco-frigiene, care au ajuns
in lumea greacd si apoi romand, din zona Asiei
Mici, in Dobrogea si-au facut cunoscutd existenta
o serie de alte culte micro-asiatice, importante in
epoca, dar mult mai putin intinse ca duratd. Unul
dintre acestea este cultul Sarpelui Glykon.

Statuia acestuia descoperita la Constanta in
anul 1962 constituie o reprezentare unicd in lume,
atdtcamanierdartisticd, cat, maiales, iconografica,
fapt ce atesta existenta la Tomis a cultului acestei
divinitati — inventatd de falsul profet Alexandros
din Abonuteichos. Cultul lui Glykon a cunoscut
o amploare iesitd din comun in cursul secolului
IT p.Chr,, din Asia Micd raspandindu-se in toata
lumea romand. Iconografia sa generala este destul
de variatd; neschimbat ramane corpul de sarpe al
divinitatii, in timp ce capul este fie antropomorf
(asa cum l-a gandit creatorul sau), fie tot de sarpe,
fie de reptild, dar cu plete, fie de alt animal. Se pot
stabili variante si dupa felul in care este incolacit
sarpele pe soclu. Emisiunile monetare au preluat
si ele imaginea Sarpelui Glykon.

Descoperirea tomitand a suscitat un viu interes,
ramanand un unicat in iconografia votivd a epocii,
datorita aspectului insolit al monumentului.
Pand in prezent ipoteza identificarii Sarpelui
tomitan cu Glykon a fost acceptatd de majoritatea
cercetatorilor. Unul dintre ultimele studii care
s-au facut asupra acestui monument il considera
a fl o reprezentare a Sarpelui ofit.
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face, which refer to the cult of the Phrygian god
Men, and which are also found on a fragment
of a sarcophagus discovered at Histria. In many
respects Men was Attis’s counterpart, being both
Chthonian and Uranian in character.

Sabazios. Strongly implanted in Asia Minor,
where he interfered with Attis and Men, the god
Sabazios was represented, like them, wearing the
“Phrygian cap” Among his attributes were the
thyrsos and the pine cone, but for Sabaziosian
iconography the bas-relief discovered at
Fantanele (Constanta county), in the Histrian
territory, brings a number of new elements. On
a rectangular plaque, in the center of the scene,
the god is depicted standing, dressed in an
oriental costume, holding an object in his right
hand outstretched towards an altar, probably a
phiala. In his left hand, he holds a thyrsos whose
tip is either “a hand making the sign of benedictio
latina” or “a ram’s head”. In the upper left-hand
corner is Attis in a chariot pulled by two lions;
his presence in an ex-voto dedicated to Sabazios
emphasizes the association with Cybele. The
monument at Fantanele is so far the only explicit
testimony to the cult of Sabazios in Dobruja.

OTHER MICRO-ASIAN CULTS

Glykon snake. In addition to the all too
known Thraco-Frygian cults, which reached the
Greek and then Roman world from Asia Minor, a
number of other micro-Asiatic cults, important in
their time, but much less widespread in duration,
made their existence known in Dobruja. One of
these is the Glykon serpent cult.

His statue discovered in Constanta in 1962
is a unique representation in the world, both
artistically and iconographically, which attests
to the existence in Tomis of the cult of this deity
- invented by the false prophet Alexandros
of Abonuteichos. The cult of Glykon reached
extraordinary proportions during the 2" century
AD, spreading from Asia Minor throughout
the Roman world. Its general iconography is
quite varied; the snake-like body of the deity
remains unchanged, while the head is either
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CULTELE EGIPTENE

In primele trei veacuri ale erei crestine, cultele
egiptene cunosc o raspandire considerabild pe
teritoriul Dobrogei romane. Este unul dintre
aspectele cele mai semnificative ale vietii
religioase de aici, fenomen integrat in acela
mai amplu al rdspandirii cultelor de origine
orientald, inceput inci din epoca elenistica. In
comparatie cu alte divinititi orientale, cele care
pornind de la un fond egiptean au acumulat in
maniera sincretica cele mai importante aspecte
universaliste ale diferitelor zeitati neegiptene cu
atribute si prerogative asemanatoare, sunt mai
putin atestate in panteonul Dobrogei romane,
desi in intreg Imperiul roman ele cunoscusera
o dezvoltare remarcabild. Zeititile egiptene
care ajung in Dobrogea sunt aceleasi care se
impusesera in panteonul alexandrin - triada
Isis-Serapis-Harpocrates (Horus copil) - la
care se adaugd companionul credincios Anubis,
imbogdtite ulterior in atributii prin nenumarate
articulatii sincretice.

Aceasta triada fusese dezvoltata pe baza aso-
cierii cu triada osiriana egipteand (Osiris, Isis,
Horus), a cdrei imagine principald o constituia
Serapis, noua creatie religioasa a noilor condu-
catori de obarsie greaca ai Egiptului. Noul zeu
a fost apelat in doud variante: Xapamg, iar mai
tarziu Xépamg. Prima varianta apare in Egiptul
ptolemaic, unde un sincretism programatic iden-
tifica marile divinitati egiptene cu principalii zei
ai pantheonului grec: Amen a fost asimilat lui
Zeus, Ptah lui Hephaistos, Horus lui Apollon,
Isis-Hathor, Afroditei, etc. Serapis a fost inal-
tat la rang de divinitate supremad, iar cultul sau a
devenit cult de stat. Prin urmare, noul zeu a fost
identificat cu insusi Osiris, ca Osiris-Hapi, iar in
calitatea sa de zeu oficial al statului, asimilat si
cu Zeus-Amon.

Cultul a depasit curand granitele Egiptului,
in special in epoca romana, cand zeul devine
divinitatea tutelara a Alexandriei, cu titlul de
[ToAietg si este asimilat lui Helios, sub numele
de Helioserapis. Treptat, tendintele universale
ale sincretismului fac din el o divinitate cu

anthropomorphic (as its creator intended it),
or of a snake, or of a reptile but with feathers,
or of some other animal. Variations can also be
determined by the way in which the snake is
coiled on the pedestal. The image of the Glykon
serpent has also been used on coins.

The Tomitan discovery aroused great interest
and remains unique in the votive iconography
of the time due to the unusual appearance of the
monument. The hypothesis of the identification
of the Tomitan Serpent with Glykon has so far
been accepted by most scholars. One of the latest
studies of the monument considers it to be a
representation of the ophite Serpent.

EGYPTIAN CULTS

In the first three centuries of the Christian
era, Egyptian cults spread considerably in
the territory of Roman Dobruja. It is one of
the most significant aspects of religious life
here, a phenomenon that is part of the wider
phenomenon of the spread of Eastern origin cults,
which began as early as the Hellenistic period.
In comparison with other oriental deities, those
who, starting from an Egyptian background,
syncretically accumulated in a syncretic manner
the most important universalist aspects of
the various non-Egyptian deities with similar
attributes and prerogatives, are less well attested
in the pantheon of Roman Dobruja, although
they had developed remarkably throughout the
Roman Empire. The Egyptian deities that arrive
in Dobruja are the same ones that had established
themselves in the Alexandrian pantheon - the
Isis-Serapis-Harpocrates (child Horus) triad - to
which is added the faithful companion Anubis,
later enriched in attributes through countless
syncretic articulations.

This triad had been developed on the basis of
the association with the Egyptian Osirian triad
(Osiris, Isis, Horus), whose main image was
Serapis, the new religious creation of the new
Greek rulers of Egypt. The new god was called
in two variants: Zdpamg, and later épamig. The
first variant appeared in Ptolemaic Egypt, where



puteri absolute, care concentreaza in fiinta sa
toate energiile si i se atribuie functiile divinitatii
supreme a panteonului grec, devine ,un singur
zeu”: Eig Zebg Zapamig. Desi initial la Roma cultele
egiptene intampind opozitie, ba chiar o aversiune
a unor imparati traditionalisti, odata cu Caligula
(37-41), pasionat de misterele si riturile orientale,
zeii alexandrini incep si-si extindd autoritatea
morald la toate nivelurile societdtii romane.
Urmatorii imparati — Nero (54-68), Vespasian
(69-79), Domitian (81-96), Hadrian (117-138)
sunt adevarati devoti ai cultelor egiptene, iar sub
Caracalla (211-217) cultele egiptene se consacra
oficial dincolo de incinta augurala. Expansiunea
zeilor egipteni in provinciile nou cucerite de
romani s-a produs neintirziat. Adoratorii ficeau
parte din toate categoriile sociale si au continuat
sa inalte altare si sd ofere dedicatii protectorilor
lor divini peste tot unde s-au asezat.

Primele informatii despre patrunderea culte-
lor egiptene in cetatile grecesti vest-pontice apar
inca din sec. III a.Chr.: prezenta alexandrinilor
in Dobrogea si a unor cetiteni din Callatis si
Histria in Egipt; document din sec. III a.Chr. care
nota aparitia la Callatis a unui @¢wv ITotdpwvog
Alelavdpebg unde a si ramas pana la sfarsitul
vietii; callatieni si tomitani care figurau printre
mercenarii regali ale cdror nume apar in inscrip-
tiile grecesti din Theba; in jurul anului 200 a.Chr.
un Gaukos al lui Gouras, din Callatis, se numara
printre inchindtorii zeilor egipteni, asa cum
rezultd dintr-o inscriptie din Delos, etc.

Serapis. La momentul fondarii, practic, a
noului cult, Serapis era deja onorat in Egipt, sub
forma taurului sacru Apis, adorat dupa moarte
sub numele de User-Hapi, care putea fi apropiat
fonetic, prin metatezd, de Serapis. Monarhia
elenistica a pus bazele unui cult susceptibil a
conveni celor doud popoare pe care le guverna,
grec si egiptean. Serapis a fost inaltat la rang de
divinitate supremad, iar cultul sau a devenit cult
de stat.

Zeul egiptean este frecvent sincretizat cu
®ed¢ Méyag, forma foarte raspandita in perioada
elenisticd si romand imperiald, cu precddere in
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a programmatic syncretism identified the great
Egyptian deities with the principal gods of the
Greek pantheon: Amen was assimilated to Zeus,
Ptah to Hephaestus, Horus to Apollo, Isis-Hathor,
Aphrodite, etc. Serapis was elevated to the rank of
supreme divinity, and his cult became state cult.
Therefore, the new god was identified with Osiris
himself, as Osiris-Hapi, and in his capacity as
the official god of the state, also assimilated with
Zeus-Amon.

The cult soon went beyond the borders of
Egypt, especially in Roman times, when the god
became the tutelary deity of Alexandria, with the
title IToAtevg, and was assimilated to Helios, under
the name Helioserapis. Gradually, the universal
tendencies of syncretism make him a divinity
with absolute powers, concentrating all energies
in his being, and he is attributed the functions
of the supreme divinity of the Greek pantheon,
becoming “one god™: Eig Zevg Zapamig. Although,
initially in Rome the Egyptian cults were opposed
and even disliked by some traditionalist emperors,
with Caligula (37-41), who was fascinated by
Eastern mysteries and rites, the Alexandrian
gods began to extend their moral authority to all
levels of Roman society. The following emperors
- Nero (54-68), Vespasian (69-79), Domitian
(81-96), Hadrian (117-138) - are true devotees
of Egyptian cults, and under Caracalla (211-217),
Egyptian cults are officially consecrated beyond
the augural precincts. The expansion of the
Egyptian gods into the newly conquered Roman
provinces was not delayed. Worshipers came
from all walks of life and continued to erect altars
and offer dedications to their divine protectors
wherever they settled.

The first information about the penetration
of the Egyptian cults in the Greek West-Pontic
cities appear as early as the 3™ century BC: the
presence of Alexandrians in Dobruja and of
some citizens of Callatis and Histria in Egypt;
document from the 3" century BC which notes
the appearance at Callatis of a @¢éwv ITotdpwvog
Alelavdpebg where he remained to the end of his
life; Callatians and Tomitans who were among
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orasele comerciale cosmopolite (asa cum era si
Tomis, unde se atesta de timpuriu un templu).
Patrunderea cultelor egiptene (si in special a lui
Serapis) pare sd se fi petrecut in afara oricérei
propagande oficiale si numai datorita circulatiei
oamenilor si schimbului de bunuri.

Cea mai veche stire (un decret) despre cultul lui
Serapis in Dobrogea antica provine de la Histria,
din epoca elenisticd (jumatatea sec. III a.Chr.);
histrienii se arata interesati de introducerea in
cetate a cultului lui Serapis, motiv pentru care
»Adunarea Sfatului si Poporului” hotardste s
trimitd o delegatie la Kalkhedon ,care sa aduca
cetatii, din partea Zeului, un raspuns cu privire la
Serapis... ”; cel mai probabil cd raspunsul zeului
(Apollo) a fost negativ.

Cronologic, Tomis este a doua cetate pontica
unde cultele egiptene devin populare incd din
perioada elenistica, aici existand un sanctuar al
acestora. In primele secole ale erei crestine, in plind
epoca romand, la Tomis cultul zeului egiptean
se raspandeste la inceput printre navigatorii si
negustorii stabiliti acolo, unii dintre ei inchinand
monumente in onoarea cetitii. Intr-o inscriptie
descoperita la Tomis, de la sfarsitul sec. IT a.Chr.
se aminteste de un preot eponim Zapamiwy, iar in
alta, datata in jurul anului 100 a.Chr., adoratorul
ii inchind un monument lui Serapis, in urma unui
vis — pe linia traditiei intemeietorilor cultului
alexandrin: XZapami[8i...Jog IToAvdw[pov] katd
ovap Zivomevg. Tot acum se poate data si numele
teofor Zapamiwv, care apare simultan in decretul
tomitan in cinstea Gaérzii si in lista histriana de
evepyétal, dar si decretul fragmentar unde se
mentioneazd existenta la Tomis a unui adevarat
iepdv Tov Zapdmdoq. In aceeasi perioadd (sec.
I a.Chr. - I p.Chr.) un anume Dionysos al lui
Hedylos a construit un monument votiv din
propria avere, dedicat ,,... pentru Serapis si pentru
Isis si pentru Anubis si pentru toti zeii”. In sec. I
p.Chr. la Tomis exista o asociatie profesionald, dar
si religioasd a alexandrinilor, desigur majoritatea
negustori si armatori. Dintr-un decret al
asociatiei aflam atat despre existenta unui templu
al zeului (16 iepov 100 Zapamdog) — ,,... cei ce se

the royal mercenaries whose names appear in
Greek inscriptions from Thebes; about 200 BC,
a Gaukos of Gouras, from Callatis, was among
the worshippers of the Egyptian gods, as appears
from an inscription from Delos, etc.

Serapis. By the time the new cult was
practically founded, Serapis was already honored
in Egypt in the form of the sacred bull Apis,
worshipped after death as User-Hapi, which could
be phonetically related to Serapis by metatheosis.
The Hellenistic monarchy established a cult that
would have suited the two peoples it ruled, Greek
and Egyptian. Serapis was elevated to supreme
divinity and his cult became a state cult.

The Egyptian god is frequently syncretized
with @edg Méyag, a very widespread form in
the Hellenistic and Roman imperial period,
especially in cosmopolitan commercial cities
(such as Tomis, where a temple is attested from
early times). The penetration of the Egyptian
cults (and in particular Serapis) seems to have
taken place without any official propaganda and
only through the movement of people and the
exchange of goods.

The oldest news (a decree) about the cult of
Serapis in ancient Dobruja comes from Histria,
from the Hellenistic period (mid-3 century
BC); Histrians are interested in introducing
the cult of Serapis in the city, which is why the
“Assembly of the Council and People” decides to
send a delegation to Kalkhedon “to bring to the
city, from the God, an answer about Serapis...”;
most probably the gods (Apollos) answer
was negative.

Chronologically, Tomis is the second Pontic
city where the Egyptian cults become popular
since the Hellenistic period, and there is a
sanctuary of Egyptian cults here. In the first
centuries of the Christian era, at the height of
the Roman era, the cult of the Egyptian gods
in Tomis first spread among the sailors and
merchants settled there, some of whom dedicated
monuments in honor of the city. In an inscription
discovered at Tomis, dating from the end of the
2" century BC and in another, dated around



ingrijesc de templu (mpogedpevovtal Twt igpwt),
iar decretul sa fie scris pe o placd de marmura
si sa fie agezat in templul lui Serapis’, iar in lista
asociatiei de alexandrini intalnim si un ,crainic
sacru Serapion (fiu) al lui Dadas..”. Iar Karpion,
fiul lui Anubion, a ridicat, in numele asociatiei
alexandrinilor (6 oikog T@v Ae§avdpéwv) care
rezidau la Tomis, un altar din banii sai, inchinat
»marelui zeu Serapis si zeilor cinstifi impreuna
cu el, in acelasi templu”, cdrora le sunt asociati ca
semn de lealitate Antoninus Pius, ca imparat, si
Marcus Aurelius, ca Caesar (si datatd astfel intre
139-161) ,fiind preoti Cornutus, zis si Sarapion,
Polymnus, zis si Longinus”

La Callatis, in afara unei descoperiri izolate a
unei dedicatii, in care este mentionat un teofor,
o notabilitate a cetdtii — Serapion Zosimos, nu
existd altd marturie atestand practicarea cultului
egiptean in aceste locuri.

Din aceeasi perioada (sec. III p.Chr.) dateaza
un capitel de pilastru descoperit la Troesmis pe
care apare inscriptia I(ovi) O(ptimo) M(aximo)
Serapi, unde - prin interpretatio Romana — Serapis
este identificat cu Jupiter, accentudndu-i-se
sacralitatea, caracterul universal si reprezentand
si un simbol al justitiei divine.

Reprezentirile sculpturale ale lui Serapis
sunt realizate dupd prototipul unei statui de
cult din templul zeului din Alexandria, creata
in epoca elenisticd. Doud busturi din Tomis,
un altul descoperit la Histria, ca si o imagine in
basorelief sunt versiuni provinciale ale lui Serapis
din Alexandria.

Isis. Adorata mai intai in valea Nilului (numele
sau apare pentru prima data in Dinastia a V-a, in
asa-numitele ,texte ale sarcofagelor”), importanta
si puternicd divinitate feminina, dupd ce
absoarbe mai multe divinitéti locale, in perioada
ptolemaica (sec. III a.Chr.) intra in combinatia
divind alexandrind, care o va consacra de acum
inainte in intreaga lume greco-romanad, alituri de
celdlalt mare zeu compozit alexandrin, Serapis (ca
sotie a acestuia), de Harpocrates (Horus copil),
si de Anubis, partenerul lor credincios, cel care
conducea sufletele la Osiris, dupda moarte.
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100 BC, the worshippers dedicates a monument to
Serapis, following a dream - in the tradition of the
founders of the Alexandrian cult: Zapdmt[dt...Jog
[ToAvdw[pov] katd dvap Xtvomevg. It is also now
possible to date the Theophoric name Zapamiwv,
which appears simultaneously in the Tomitan
decree in honor of the Guard and in the Histrian
list of evepyétal, as well as the fragmentary decree
where the existence at Tomis of a true iepdv o0
Zapdamdog is mentioned. In the same period (1%
century BC - 1% century AD) a certain Dionysos
of Hedylos built a votive monument out of his
own fortune, dedicated “.. to Serapis and to Isis
and to Anubis and to all the gods” In the 2™
century AD, in Tomis there was a professional,
but also religious association of Alexandrians,
of course mostly merchants and shipowners.
From a decree of the association we learn both
about the existence of a temple of the god (16
igpov OV Zapamdog) - “.. those who take care
of the temple (mpogedpevovtal Tt iepwt), and
that the decree be written on a marble plaque
and placed in the temple of Serapis”, and in the
list of the Alexandrian association we also find a
“sacred herald Serapion (son) of Dadas..”. And
Karpion, son of Anubion, erected, in the name
of the association of Alexandrians (6 oiko¢ T@Vv
Alekavdpéwv) residing at Tomis, an altar of his
own money, dedicated “to the great god Serapis
and the gods honored with him, in the same
temple”, to which are associated as a token of
loyalty Antoninus Pius, as emperor, and Marcus
Aurelius, as Caesar (and thus dated between
139-161) “being priests Cornutus, called also
Sarapion, Polymnus, called also Longinus”.

At Callatis, apart from an isolated discovery of
a dedication, in which a theophor, a notable of the
city — Serapion Zosimos - is mentioned, there is
no other testimony attesting to the practice of the
Egyptian cult in these places.

From the same period (3" century AD) dates
a pilaster capital discovered at Troesmis bearing
the inscription I(ovi) O(ptimo) M(aximo) Serapi,
where - by interpretatio Romana - Serapis is
identified with Jupiter, emphasizing its sacredness,
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In lumea mediteraneeana isi va impune si
un statut independent de Serapis, dobandind
treptat atributul de salvatoare, si intrand astfel
in randul asa-numitilor ,,zei salvatori”. Zeita se
va adapta sincretic (cultural sau artistic) atéat la
tipul elenic al Demetrei, cat si la cel al Fortunei,
ori al Afroditei, dar nu numai: ea este asimilata
simultan si Herei, Semelei, lui Io, fenicienei
Astarte, syrienei Attargatis, iranienei Anaitis i,
in general, tuturor zeitdtilor feminine locale ale
lumii elenistice sau orientale. Avea calitatea de
»Sfanta Fecioara a Mdrii” (ITeAayia), personificd
deopotriva trecutul, prezentul si viitorul, si era
investita cu aspecte infinite (unul dintre epitetele
sale comune in aceasta vreme este acela de
Myrionyma, puvpiwuvog). Doud sdrbdtori mari ii
sunt dedicate zeitei egiptene: Navigium Isidis -
care se desfdsura primavara si marca, pe 5 martie,
deschiderea sezonului de navigatie - si Inventio
Osiridis, ale carui solemnitati din toamnd, la
inchiderea sezonului navigabil, durau mai multe
zile (din 28 octombrie pana in 3 noiembrie).

In Italia ajunge la apogeul rispandirii sale in
sec. III p.Chr. (aici Isis beneficia de doud temple
renumite - Iseurn de pe Campul lui Marte,
de la Roma, si Iseurn de la Pompei), avand ca
centru important Aquileia, centru comercial
prin filiera caruia cultul sau se va raspandi si in
regiunile dunarene.

In ceea ce priveste cetitile vest-pontice, in
perioada romana imperiala cultul lui Serapis se
impleteste cu cel al Isidei si, se pare, acesta din
urma capata o importantd mai mare. Din Tomis,
oras cosmopolit si capitala a provinciei, provin
cele mai multe dovezi asupra cultului zeitei.
Astfel, dintr-un decret al asociatiei (Biacog) de
inchinatori ai lui Isis si Serapis (oepamaotai)
a alexandrinilor (6 oikog t@v AleEavdpéwv),
aflim despre una dintre sdrbétorile dedicate
Isidei: ,,... primului (preot?) al Isidei, la numitele
charmosyne...”. In timpul acestei sirbatori,
charmosyna (xappuoovva), pomenitd in inscriptii,
un cortegiu vesel purta statuia zeifei cu mare
pompa pana la unul dintre membrii asociatiei,
unde continua ritualul. In aceeasi perioadd

its universal character and representing a symbol
of divine justice.

The sculptural representations of Serapis
are based on the prototype of a cult statue from
the temple of the god in Alexandria, created in
Hellenistic times. Two busts from Tomis, one
discovered at Histria, as well as a bas-relief image
are provincial versions of Serapis of Alexandria.

Isis. First worshipped in the Nile Valley (her
name first appears in the 5" Dynasty, in the
so-called “sarcophagus texts”), an important and
powerful female divinity, after having absorbed
several local divinities, in the Ptolemaic period (3
century BC), she enters the Alexandrian divine
combination, which will henceforth enshrine her
throughout the Greco-Roman world, together
with the other great Alexandrian composite god,
Serapis (as his wife), Harpocrates (the infant
Horus), and Anubis, their faithful partner, the
one who led the souls to Osiris after death.

In the Mediterranean world, she will also
impose an independent status of Serapis,
gradually acquiring the attribute of savior, and
thus joining the ranks of the so-called “savior
gods”. The goddess will be syncretically (culturally
or artistically) adapted to the Hellenic type of
Demeter, Fortuna, or Aphrodite, but not only:
she is simultaneously assimilated to Hera, Semele,
lo, the Phoenician Astarte, the Syrian Attargatis,
the Iranian Anaitis and, in general, to all the local
female deities of the Hellenistic or Eastern world.
She had the quality of the “Holy Virgin of the Sea”
(TTehayia), personified past, present and future
alike, and was invested with infinite aspects (one
of her common epithets at this time is Myrionyma,
poprwuvog). Two great feasts are dedicated to the
Egyptian goddess: the Navigium Isidis — which
took place in spring and marked, on March 5, the
opening of the sailing season - and the Inventio
Osiridis, whose solemnities in the fall, at the close
of the navigable season, lasted several days (from
October 28 to November 3).

In Italy, it reaches the height of its spread in the
3" century AD (here Isis had two famous temples
— the Iseum on the Field of Mars in Rome and the



(sec. I a.Chr. - I p.Chr.) un anume Dionysos
al lui Hedylos a construit un monument votiv
din propria avere, dedicat ,... pentru Serapis
si pentru Isis si pentru Anubis si pentru toti
zeii”. Divinei Agrippina (sotia imparatului
Claudius) ii este dedicat un monument ,prin
grija lui Antonius Arch..., preot al lui Serapis
si al Isidei (...)” In sec.IIl p.Chr. hieronautii
(iepovavtatr) - confrerie de credinciosi proprii
cultului, in timpul lui Aristarchos, presedinte
al comunitatii (mpootdtwv ToL KOLVOL sau, mai
curand, tov oikov), ii onoreazd cu ,statui’ pe
»Menecrates, parinte al pastophorilor (matip t@v
MaoToQOpwv)” — pastophorii fiind cei care purtau
imaginile si obiectele sacre ale zeitei Isis in timpul
procesiunilor nautice ale acesteia.

O inscriptie descoperita la Callatis, datata sfar-
situl sec. II - inceputul sec. III p.Chr.,, prezinta o
importanta deosebitda din doua puncte de vedere:
prin prezentarea atributiilor tatdlui defunctei
(Eiowakog) ea releva practicarea cultului lui Isis
dar, mai ales, atestda un termen foarte rar in greaca
— care desemneaza in regiunile occidentale ale
Imperiului roman deopotriva pe preotul si initi-
atul zeitei.

Cu toata marea popularitate de care s-a
bucurat din sec.II pana in sec. IV p.Chr., doar
patru monumente sculpturale descoperite in
Dobrogea o reprezintd pe Isis: doua busturi — unul
din epoca Flavilor, al doilea, spre mijlocul sec. I1I
p.Chr. (240-250), apropiat de portretul Sabiniei
Tranquillina; un basorelief péstrat fragmentar,
unde Isis este reprezentata aldturi de Serapis si
Harpocrate; doar cu Harpocrate este infatisata
pe panoul superior din stanga al unei usi de
mormant provenind din Tomis, monument care
constituie de altfel ultima atestare, din sec. IV
p.Chr,, a cultului zeitei egiptene.

Alti zei egipteni. Deseori, in asociere cu
divinitdtile principale ale noii triade alexandrine,
Serapis si Isis, sunt prezente si alte zeitati egiptene.
Astfel, impreuna sau aldturi de celalalt zeu al
triadei alexandrine, Harpocrates, si cu asociatul
Anubis, Isis si Serapis sunt prezenti in cateva
inscriptii din Dobrogea, datate cel mai devreme la
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Iseum in Pompeii), with Aquileia as its important
center, a commercial center through which her
cult would spread to the Danube regions.

As far as the West Pontic cities are concerned,
the cult of Serapis is intertwined with that of
Isis during the Roman Imperial period, and it
seems that the latter is gaining in importance.
Most evidence of the cult of the goddess comes
from Tomis, the cosmopolitan city and capital
of the province. Thus, from a decree of the
association (Biacog) of worshippers of Isis and
Serapis (ogpamiaotai) of the Alexandrians (0
oikog T@v Alefavdpéwv), we learn of one of the
feasts dedicated to Isis:,,... the first (priest?) of
Isis, at the so-called charmosyne...”. During this
feast, charmosyna (xappoovva), mentioned in
the inscriptions, a joyful procession carried the
statue of the goddess with great pomp to one of
the members of the association, where the ritual
continued. In the same period (1* century BC -
I** century AD) a certain Dionysos of Hedylos
built a votive monument out of his own fortune,
dedicated “.. to Serapis and to Isis and to Anubis
and to all the gods” To the divine Agrippina (wife
of Emperor Claudius) a monument is dedicated
“through the care of Antonius Arch..., priest
of Serapis and Isis (...)”. In the 3" century AD,
the hieronauts (iepovavtat) - a confraternity
of believers proper to the cult, in the time
of Aristarchos, president of the community
(mpootdtwv TOL KOOV or, rather, Tov oikov),
honor with “statues” “Menecrates, father of the
pastophors (matnp TV MaocTo@opwv)” - the
pastophors being those who carried the images
and sacred objects of the goddess Isis during her
nautical processions.

An inscription discovered at Callatis and dated
to the end of the 2™ century - early 3 century
AD, it is of particular importance from two points
of view: by presenting the duties of the father of
the deceased (Eiolakog), it reveals the practice of
the cult of Isis, but above all it attests to a very rare
term in Greek — which in the western regions of
the Roman Empire designates both the priest and
the initiate of the goddess.
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sfarsitul sec. I a.Chr,, si mai cu seama in primele
douad secole ale erei crestine.

In amintitul decret al asociatiei (Biacog) de
inchinatori ai lui Isis si Serapis (oepamaotai),
sunt amintiti i ceilalti zei egipteni (cVvvaot Beoi)
care trebuie sa fi fost Anubis si Harpocrates. O
altd inscriptie, o dedicatie, poate fi interpretata
si ca o formd de sincretism religios, aldturi de
marile divinitati egiptene — Serapis, Isis, Anubis
- fiind venerati oarecum global ,toti zeii” (oi ol
TAvVTEG); un monument votiv este pus pentru
»marele zeu Serapis” si ,zeii cinstiti impreund
cu el in acelasi templu” (oi ovvvaot Beoi). In
cadrul acestor inscriptii se remarcd si céteva
nume teofore, de rezonanta egipteana, cum ar fi
Anubion sau Isidoros.

Aceleasi divinitati egiptene sunt reprezentate
si plastic: Serapis apare singur sau insotit de Isis si
Harpocrate, acesta din urma nefiind reprezentat
niciodatd singur. Pe un relief, pastrat fragmentar,
singura figura pastratd integral si cu toate
atributele, este cea a lui Harpocrate: in picioare,
acesta {ine in mana stanga cornucopia, are pe cap
o floare inalta de lotus si schifeazd un gest de a
ridica ména spre gura.

Ultimul (cronologic) document arheolo-
gic care atestd adorarea divinitatilor egiptene in
Dobrogea, fie si intr-o forma sincreticd, este o
lespede din calcar, descoperita la Constanta — usa
unui hypogeu, datata in prima jumatate a sec. IV
p.Chr. cu ajutorul a doua monede constantini-
ene. Decorul, executat rudimentar, reprezinta
pe zeita Isis, cu imbracimintea si atributele-i
caracteristice, cu Harpocrates; un peisaj egiptean;
zeita Afrodita cu micul Eros; (cel mai probabil)
Hercule in gradina Hesperidelor - document
de sincretism tarziu al unor divinitati pagane
greco-romane si egiptene, intr-o regiune in care
cultul divinitatilor egiptene era raspandit inca din
epoca elenistica.

Un altar votiv din sec. IT p.Chr., prin imaginile
si simbolurile pe care le pastreazd, constituie unica
documentare a lui Osiris in cetatile vest-pontice.
In aceeasi situafie este o alta divinitate egipteand -
Chnoubis, al carei chip apare pe o gemd gnostica

With all the great popularity it enjoyed from
the 2™ century to 4™ century AD, only four
sculptural monuments discovered in Dobruja
represent Isis: two busts — one from the Flavian
period, the second, towards the middle of the
3" century AD (240-250), close to the portrait
of Sabinia Tranquillina; a bas-relief preserved
fragmentarily, where Isis is represented with
Serapis and Harpocrates; only with Harpocrates
is depicted on the upper left panel of a tomb
door from Tomis, a monument that is the last
attestation, from the 4™ century AD of the cult of
the Egyptian goddess.

Other Egyptian gods. Other Egyptian deities
are often present in association with the main
deities of the new Alexandrian triad, Serapis and
Isis. Thus, together or together with the other
god of the Alexandrian triad, Harpocrates, and
his associate Anubis, Isis and Serapis are present
in several inscriptions from Dobruja, dated
at the earliest to the end of the 1* century AD,
and especially in the first two centuries of the
Christian era.

In the mentioned decree of the association
(Biacog) of worshippers of Isis and Serapis
(ogpamaotai), the other Egyptian gods (cVvvaot
Oeoi) are also mentioned (ogpamaotai), who
must have been Anubis and Harpocrates. Another
inscription, a dedication, can also be interpreted
as a form of religious syncretism, alongside the
great Egyptian gods — Serapis, Isis, Anubis - being
worshipped somewhat globally “all the gods” (oi
Deoi mavteg); a votive monument is placed to “the
great god Serapis” and “the gods honored with
him in the same temple” (oi oOvvaot Beot).

These inscriptions also include several
theophoric names with Egyptian resonance, such
as Anubion or Isidoros.

The same Egyptian divinities are also rep-
resented in sculptural manner: Serapis appears
alone or accompanied by Isis and Harpocrates,
the latter never alone. On this fragmentary relief,
the only fully preserved figure with all its attrib-
utes is that of Harpocrates: standing, he holds
the cornucopia in his left hand, holds a tall lotus



montata intr-un inel de plumb, descoperit intr-un
mormant de inhumatie din Tomis.

La documentatia epigrafica si arhitectonica
privind cultele egiptene in panteonul Dobrogei
romane, se adaugd dovezile numismatice -
monede din bronz din epoca imperiald pe care
apar reprezentarile lui Serapis si ale Isidei si, nu in
ultimul rdnd, monumentele sculpturale.

CULTELE IRANIENE

Mithras. Cultul zeului iranian Mithras, care a
avut o mare difuziune mai ales din sec. II p.Chr., a
absorbit multe culte pagéne si a influentat o serie
de culte orientale, cunoscand o larga difuzare si
apreciere in toate provinciile Imperiului roman.
Mithraismul asigura adeptilor sdi nemurirea,
victoria impotriva fortelor raului si o viata fericita
dincolo de mormant. De la initiere, care se facea
in cadrul unor ceremonii secrete, erau excluse
femeile; depasirea celor sapte probe - deosebit
de lungi si grele - asigurau adeptilor, pentru
viitor, o viatd lipsita de griji in care nu vor mai
exista diferente sociale si in care toti oamenii vor
fi egali. Mithraismul nu avea ceremonii publice,
zgomotoase, ca ale altor divinitati orientale, iar
la sarbatorile zeului nu puteau participa decat
initiatii, grupuri restranse de membri, care se
cunosteau intre ei.

Lui Mithras, identificat adeseori cu Sol, i
s-au alaturat epitetele invictus sau deus invictus.
Asimilarea Sol-Mithras cu epitetul invictus, tra-
dus din grecescul ,aveikntog este un fenomen
care devenea general incd din secolul II p.Chr. in
lumea romana, iar Sol Invictus ajunge o desem-
nare generala care imbratiseaza toate divinitatile
orientale, considerate solare de catre teologiile
imperiului. In sec. III p.Chr. imparatul Aurelian
a reusit sd oficializeze cultul lui Sol, in tendinta
de restaurare a unitdtii spirituale a Imperiului
si demnitatii auguste, in acest cult monote-
ist fiind sincretizate conceptii solare din toate
religiile antice.

Cele peste 26 monumente sculpturale, o serie
de geme si de documente epigrafice atesta larga
raspandire a cultului mithriac in Scythia Minor.
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flower on his head and gestures by raising his
hand to his mouth.

The last (chronologically) archaeological
document that attests to the worship of Egyptian
deities in Dobruja, even in a syncretic form, is a
limestone slab discovered in Constanta — the door
of a hypogeum, dated in the first half of the 4™
century AD, with the help of two Constantinian
coins. The rudimentarily executed decoration
depicts the goddess Isis, with her characteristic
clothing and attributes, with Harpocrates; an
Egyptian landscape; the goddess Aphrodite with
little Eros; (most probably) Hercules in the garden
of the Hesperides — a document of late syncretism
of Greco-Roman and Egyptian pagan deities in
a region where the cult of Egyptian deities was
widespread since the Hellenistic period.

A votive altar from the 2™ century AD, by the
images and symbols it preserves, constitutes the
only documentation of Osiris in the West Pontic
cities. In the same situation is another Egyptian
deity - Chnoubis, whose face appears on a
Gnostic gem mounted in a lead ring, discovered
in a burial tomb in Tomis.

In addition to the epigraphic and architectural
documentation on the Egyptian cults in the
pantheon of Roman Dobruja, there is also
numismatic evidence - bronze coins from the
imperial age on which depictions of Serapis and
Isis and, last but not least, sculptural monuments.

IRANIAN CULTS

Mithras. The cult of the Iranian god Mithras,
which had a great diffusion, especially from the
2 century AD, it absorbed many pagan cults and
influenced a number of Eastern cults, spreading
widely and gaining widespread popularity and
appreciation throughout the provinces of the
Roman Empire. Mithraism assured its followers
immortality, victory over evil forces and a happy
life beyond the grave. Women were excluded from
the initiation, which took place in secret ceremo-
nies, and overcoming the seven particularly long
and arduous ordeals ensured that followers would
lead a carefree life in the future, where there
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Etapele si aspectele principale ale cultului solar
sunt reprezentate in religia Dobrogei antice
prin sincretismul Sol-Mithras si suprapunerea
cultului imperial peste cultul solar mai vechi.
Iconografic, reliefurile se inscriu in asa numitul
tip ,danubian”> o scena centrald, inconjurata
- in chip de chenar - de o serie intreagd de
scenete realizate in mici casete. Scena principala
il infitiseaza pe Mithras Taurochton, aflat in
grota sacra in care se desfasoarda sacrificiul.
De o parte si de alta, in partea de sus a scenei,
sunt reprezentate busturile lui Sol si ale Selenei;
dadophorii sunt plasati la dreapta si la stanga
imaginii centrale, iar sub taur sunt figurati
sarpele, scorpionul si cdinele — in tendinta de a
sumariza toate elementele de bazd ale cultului.
Se remarca, dintre monumentele sculpturale
mithriace géasite in Dobrogea, basorelieful mare
din grupul monumentelor descoperite in pestera
»La Adam” de la Gura Dobrogei, unica piesa
de altfel care poartd si semndtura sculptorului:
®oPog Nikopndeve.

Numeroase marturiile epigrafice dobrogene
il atesta pe Deus Invictus, Deus bonus Mithras
Invictus, Deus Sanctus Sol, adorat in aceasta
ipostaza de militari sau de veterani. Cea mai
timpurie inscriptie din Scythia Minor inchinata
lui Deus Invictus dateaza din timpul lui Marcus
Aurelius (terminus ante quem 169), provine din
teritoriul cetatii Tropaeum Traiani si a fost pusa
de Annius Saturninus, centurion din Legiunea
XI Claudia. Un alt centurion, din Legiunea I
Italica, dedica un altar in honorem Soli Invicto, in
apropierea aceleiasi cetati. De la Troesmis provine
o a treia inscriptie inchinata lui Sol, deasupra ei
aflandu-se un cap radiat. Mai cunoscuta intre
monumentele legate de cultul solar si, in acest
caz, de cultul imperial, este inscriptia descoperita
la Salsovia, datata in anul 322 si inchinata lui Deus
Sanctus Sol.

Pe trei geme descoperite la Tomis si Callatis
erau gravate simboluri referitoare la aspectul
misterios al cultului lui Mithras: un semn zodiacal
— pestii; imaginea unui corb asezat pe o creanga
si un leu iesind dintr-un melc. Corbul - Corax

would be no social differences and all men would
be equal. Mithraism had no noisy public ceremo-
nies like other Eastern gods, and only initiates,
small groups of members who knew each other,
could attend the god’s celebrations.

Mithras, often identified with Sol, was joined
by the epithets invictus or deus invictus. The
assimilation of Sol-Mithras with the epithet
invictus, translated from the Greek aveikntog, is
a phenomenon that became general as early as
the 2™ century AD in the Roman world, and Sol
Invictus became a general designation embracing
all the Eastern deities, considered solar by the
theologies of the Empire. In the 3" century AD, the
emperor Aurelian succeeded in formalizing the
cult of Sol, in the tendency to restore the spiritual
unity of the Empire and the Augustan dignity,
in this monotheistic cult being syncretized solar
concepts from all ancient religions.

The more than 26 sculptural monuments, a
series of gems and epigraphic documents testify
to the widespread diffusion of the Mithraic cult in
Scythia Minor. The main stages and aspects of the
solar cult are represented in the religion of ancient
Dobruja by the Sol-Mithras syncretism and the
superimposition of the imperial cult over the
older solar cult. Iconographically, the reliefs are
of the so-called “Danubian” type: a central scene,
surrounded - in the form of a border - by a whole
series of small scenes realized in small boxes. The
main scene depicts Mithras Taurochton in the
sacred grotto where the sacrifice takes place. On
either side, at the top of the scene, are the busts
of Sol and Selene; the dadophors are placed to the
right and left of the central image, and beneath
the bull are the serpent, scorpion and dog - in
a tendency to summarize all the basic elements
of the cult. Among the Mithraic sculptural
monuments found in Dobruja, the large bas-relief
in the group of monuments discovered in the
cave of “La Adam” at Gura Dobrogei is the only
one to bear the signature of the sculptor: ®otBog
Nikopndeve.

Numerous epigraphic testimonies from
Dobruja attest to Deus Invictus, Deus bonus



si Leul - Leo semnificau prima si, respectiv,
cea de a patra treaptd de initiere in misterele
mithriace: Corax, Nymphus, Miles, Leo, Perses,
Heliodromus si Pater.

CULTELE SIRIENE

Sunt reprezentate printr-un numadr redus
de divinitati, dar cu o exprimare epigrafica
consistentd. Astfel, la Tomis este adoratd O¢a
Yvpia de catre Sosippos al lui Callicrates din
Sidon, dar subiect frecvent al adoratiei a fost zeul
Iupiter Dolichenus.

Divinitate de esenta solard, rezultata din sin-
cretismul dintre cultul zeului sirian Baal din
Doliche si Iupiter, divinitatea suprema a panteo-
nului roman, Iupiter Dolichenus s-a bucurat de o
popularitate deosebitd in viata religioasa a intre-
gului Imperiu Roman.

In Dobrogea este atestat in secolele 1T si III
p.Chr. prin sculpturi - mai ales pe litoralul pontic,
si prin sculpturi si inscriptii in centrele militare de
pe limes-ul dunarean sau din orasele romane (la
Tomis cultul beneficiaza de un colegiu de preoti
si de statuete votive).

O iconografie completd a divinitatii este greu
de stabilit, monumentele sculpturale descoperite
pana in prezent pastrandu-se fragmentar (ex.
dintr-o statueta descoperita in Constanta se
péstreaza torsul taurului pe care se vad urmele
picioarelor lui Iupiter Dolichenus, iar pe suportul
statuetei este scris numele zeului, prin initialele in
greacd; statueta gésita la Histria a putut fi atribuita
marelui zeu sirian datorita costumului; pe o steld
votivd descoperita la Murfatlar, in teritoriul rural
al Tomisului se vede capul zeului, cu bonetad
frigiana, iar in frontonul triunghiular este figurata
acvila cu aripile desfacute).

Dintre piesele figurate dedicate lui Iupiter
Dolichenus reprezentativ, prin proportii si cali-
tatea executiei, este un monument descoperit la
Cerna (jud. Tulcea), care are si o inscriptie din
care aflaim cd dedicatia catre divinitate a fost
facuta de preotul Aur(elius) Marinus Romanus
in sdnatatea imparatului Severus Alexander (si
datata astfel la inceputul sec. III p.Chr.).
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Mithras Invictus, Deus Sanctus Sol, worshipped
in this pose by soldiers or veterans. The earliest
inscription in Scythia Minor dedicated to Deus
Invictus (Mithras) dates from the time of Marcus
Aurelius (terminus ante quem 169), comes from
the territory of the city of Tropaeum Traiani and
was placed by Annius Saturninus, a centurion of
the Legion XI Claudia. Another centurion, from
Legion I Italica, dedicated an altar in honorem
Soli Invicto, near the same city. A third inscription
dedicated to Sol comes from Troesmis, with a
radiate head above it. Better known among the
monuments associated with the solar cult, and in
this case with the imperial cult, is the inscription
found at Salsovia, dated in the year 322 and
dedicated to Deus Sanctus Sol.

On three gems discovered at Tomis and Callatis
were engraved symbols relating to the mysterious
aspect of the cult of Mithras: a zodiacal sign - the
fish; the image of a raven sitting on a branch; and
a lion emerging from a snail. The raven — Corax
and the lion - Leo signified the first and the fourth
rung of initiation into the Mithraic mysteries
respectively: Corax, Nymphus, Miles, Leo, Perses,
Heliodromus and Pater.

SYRIAN CULTS

They are represented by a small number
of deities, but with a consistent epigraphic
expression. Thus, at Tomis the @¢a Xvpia is
worshipped by Sosippos of Callicrates of Sidon,
but the frequent subject of adoration was the god
Jupiter Dolichenus.

A deity of solar essence, resulting from the
syncretism between the cult of the Syrian god
Baal of Doliche and Jupiter, the supreme deity of
the Roman pantheon, Jupiter Dolichenus enjoyed
great popularity in the religious life of the entire
Roman Empire.

In Dobruja, it is attested in the 2™ and
3" centuries AD by sculptures - especially on the
Pontic coast, and by sculptures and inscriptions
in the military centers on the Danubian Limes or
in Roman cities (in Tomis the cult benefits from a
college of priests and votive statues).
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Din teritoriul cetatii Noviodunum provin
doud inscriptii votive care atestd existenta unui
templu dedicat lui Iupiter Dolichenus si certifica
prezenta clerului acestuia. Astfel, la Valea Teilor
(jud. Tulcea), s-a descoperit placa inaugurala, din
marmura, pusa in anii 218-235, pentru templul lui
I(ovi) O(ptimo) M(aximo) Doly[c]heno, inscriptia
mentionand si trei preoti ai divinitatii; cel de al
doilea monument este o coloana descoperita la
Niculitel, datata in anii 212-217, pusa pentru
I(ovi) O(ptimo) M(aximo)/Dolchen(o).

Un templu al zeului este atestat in vicus
Quintionis, in teritoriul histrian, iar o stela fune-
rara, descoperita langa Mangalia, atestd existenta
unui preot al cultului lui Iupiter Dolichenus in
zond si pdstreaza si imaginea acestuia in costumul
caracteristic ceremoniilor cultuale.

*k*k

O privire asupra hartii descoperirilor, marturi-
ile epigrafice, arheologice, iconografice prezentate
selectiv in acest text introductiv, chiar si puti-
nele marturii literare, ne infitiseaza un tablou
complex si dinamic al credintelor religioase
din Dobrogea pentru perioada greco-romana.
Pornind de la fondul credintelor autohtone gisit
aici, de la credintele traditionale aduse de colo-
nistii greci, completate permanent prin noi
divinitati, fenomenul sincretismului si adaptarile
locale specifice perioadei romane, si terminand
cu religiile orientale care si aici, ca peste tot in
Imperiul roman, gisesc un mediu cultural pro-
pice de dezvoltare, asistim la o crestere continua
a numadrului divinitatilor adorate, epoca Severilor
putand fi considerata apogeul celebrarii cultelor
pigane. In a doua jumaitate a sec. Il p.Chr. se
constatd, similar restului Imperiului roman, o
descrestere accelerata a adordrii zeitatilor pagane,
care vor dispdarea definitiv (cel putin din punct
de vedere al dovezilor arheologice si cel putin
panad in actualul stadiu al cercetdrilor) la sfarsi-
tul secolului IV p.Chr., sub presiunea noii religii
monoteiste crestine.

Rolul principal in aceastda mare confruntare a
religiilor, cele pdgane (greco-romane si orientale),

A complete iconography of the divinity
is difficult to establish, as the sculptural
monuments discovered so far are fragmentary
(e.g. from a statue found in Constanta, the bull’s
torso is preserved with the footprints of Jupiter
Dolichenus, and the name of the god is written
on the statue’s base, with initials in Greek; the
statue found in Histria could be attributed to
the great Syrian god because of the costume; on
a votive stele found in Murfatlar, in the rural
territory of Tomis, the head of the god is visible,
with a Phrygian cap, and the triangular pediment
shows the eagle with spread wings). Among the
figurative pieces dedicated to Jupiter Dolichenus,
a monument discovered at Cerna (Tulcea county)
is representative, by proportions and quality of
execution, which has an inscription from which
we learn that the dedication to the divinity was
made by the priest Aur(elius) Marinus Romanus
for the health of Emperor Severus Alexander (and
thus dated to the early 3 century AD).

From the territory of Noviodunum there are
two votive inscriptions attesting the existence
of a temple dedicated to Jupiter Dolichenus
and certifying the presence of his clergy. Thus,
at Valea Teilor (Tulcea county), an inaugural
marble plaque was discovered in 218-235 for
the temple of I(ovi) O(ptimo) M(aximo) Doly|[c]
heno, the inscription also mentions three priests
of the divinity; the second monument is a column
discovered at Niculitel, dated 212-217, placed for
I(ovi) O(ptimo) M(aximo)/Dolchen(o).

A temple of the god is attested in the vicus
Quintionis, in the Histrian territory, and a funer-
ary stele, discovered near Mangalia, attests
the existence of a priest of the cult of Jupiter
Dolichenus in the area and preserves his image in
the characteristic costume of the cult ceremonies.

*k*k

A glance at the map of discoveries, the
epigraphic, archaeological, and iconographic
testimonies selectively presented in this intro-
ductory text, even the few literary testimonies,
paint a complex and dynamic picture of religious



pe de o parte si crestinismul, de cealalta parte, a
fost jucat de imparati care, treptat, au contribuit
prin deciziile lor la distrugerea vechilor credinte.
Astfel, startul a fost dat, paradoxal, de Edictul
de la Mediolanum (Milano), emis de imparatii
Constantin I (aflat deja pe drumul convertirii
sale la crestinism) si Licinius in 313, prin care era
declarata toleranta religioasa in intreg imperiul,
iar crestinismul, pana atunci religie persecutatd,
ajunge sa se afle pe aceeasi pozitie cu celelalte
credinte acceptate pe teritoriul statului roman. In
anul 325, acelasi Constantin I prezideaza Conciliul
Ecumenic de la Niceea, in care se iau hotdrari
capitale privind drumul pe care crestinismul avea
sa il urmeze, deciziile luate aplicaindu-se ulterior
in toate provinciile imperiului.

Un alt moment crucial a fost cel in care
imparatii Teodosius I, Gratian si Valentinian
al II-lea au emis, pe 28 februarie 380, Edictul
de la Tesalonic (Cunctos populos), prin care
Crestinismul Niceean devenea religia oficiala a
imperiului. Acest nou edict anula practic legea
de toleranta religioasa, luata la Mediolanum cu
aproape sapte decenii in urma, edictul fiind apli-
cat din acest moment peste tot in imperiu.

Intre anii 389-391 Teodosius emite mai multe
decrete prin care paganismul este interzis, iar
vizitele la templele vechilor zei devin, efectiv,
fapte pedepsite aspru. La Roma, focul sacru din
Templul zeitei Vesta (consideratd timp de secole
protectoare a poporului roman) a fost stins
iar preotesele-fecioare, vestalele, au fost alun-
gate din ldcasul de cult. Ca urmare a decretelor
lui Teodosius, in acelasi an 391 crestinii distrug
partial celebra Biblioteca din Alexandria, consi-
derand cd manuscrisele aflate aici sunt pagéane si
indeamna la idolatrie. Fanatismul atingea astfel
cele mai inalte cote iar cei care mai credeau inca
in vechii zei ajunsesera sa se teamd pentru pro-
pria viata. Aceasta mentalitate de ,rdazbunare”
impotriva vechilor divinitati, fie ele din panteo-
nul greco-roman, oriental sau barbar, se regdseste
in toate provinciile imperiului si astfel de fapte,
chiar dacd la o scard mai redusa, sunt consemnate
in scrierile antice.
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beliefs in Dobruja during the Greco-Roman
period. Beginning with the indigenous beliefs
found here, the traditional beliefs brought by
the Greek colonizers, constantly supplemented
by new divinities, the phenomenon of syncre-
tism and local adaptations specific to the Roman
period, and ending with the Eastern religions
which here, as everywhere else in the Roman
Empire, found a cultural environment conducive
to their development, we witness a continuous
increase in the number of divinities worshipped,
the Severan period being considered the height of
the celebration of pagan cults. In the second half
of the 3™ century AD, similar to the rest of the
Roman Empire, there is an accelerated decline
in the worship of pagan deities, which will
definitively disappear (at least in terms of archae-
ological evidence and at least up to the present
stage of research) at the end of the 4™ century AD,
under the pressure of the new Christian mono-
theistic religion.

The main role in this great confrontation of
religions, pagan (Greco-Roman and Eastern) on
the one hand and Christianity on the other, was
played by the emperors who gradually contributed
by their decisions to the destruction of the old
faiths. Thus, the start was given, paradoxically, by
the Edict of Mediolanum (Milan), issued by the
emperors Constantine I (already on the road to
conversion to Christianity) and Licinius in 313,
which declared religious tolerance throughout
the empire and put Christianity, until then a
persecuted religion, on the same footing as the
other faiths accepted in the Roman state.

In 325, the same Constantine I presided
over the Ecumenical Council of Nicaea, where
momentous decisions were taken on the way
forward for Christianity, and subsequently
applied to all the provinces of the empire.

Another crucial moment was when the
emperors Theodosius I, Gratian and Valentinian
IT issued the Edict of Thessalonica (Cunctos
populos) on February 28 of 380, making Nicean
Christianity the official religion of the empire.
This new edict virtually annulled the law of
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Tin4nd seama de toate aceste date, de contextul
istoric existent, ipoteza potrivit careia Tezaurul de
la Tomis, in care se regasesc piese sculpturale cu
reprezentdri atat ale panteonului greco-roman
(Hecate, Selene, Nemesis, Tyche, Charites,
Dionysos, Asclepios, Dioscurii, Hermes), cat si
celui oriental (Cybele, Isis, Glykon, Mithras) si
local (Cavalerul Thrac), a fost ascuns la sfarsitul
secolului al IV-lea p.Chr, pentru a fi protejat
de prigoana crestinilor, capdtd tot mai multd
substantd. Este adevarat, nu este singura teorie
posibild, dar este foarte probabil ca in ultimul
deceniu al secolului al IV-lea, in contextul
tensiunilor religioase ajunse la paroxism, in
intreg imperiul, adeptii vechilor credinte sa fi luat
decizia de a proteja reprezentarile divinitatilor
din templele asa-zis pagane.

Insd, indiferent de modul real de constituire
a acestuia, Tezaurul de sculpturi de la Tomis
reprezintd o dovada fidela a multitudinii si
complexitatii zeilor adorati in Dobrogea anticd,
de-a lungul mai multor secole de istorie.

religious toleration passed at Mediolanum almost
seven decades earlier, and the edict has since been
applied throughout the empire.

Between 389-391, Theodosius issued several
decrees banning paganism and making visits to
the temples of the old gods effectively criminal
offenses, with severe penalties. In Rome, the
sacred fire in the temple of the goddess Vesta (for
centuries considered the protector of the Roman
people) was extinguished and the priestesses, the
vestal virgins, were banished from the place of
worship. Following the decrees of Theodosius,
in 391, the Christians partially destroyed the
famous Library of Alexandria, considering the
manuscripts there to be pagan and idolatrous.
Fanaticism was at its height, and those who still
believed in the old gods feared for their lives. This
“revenge” mentality against the old gods, be they
from the Greco-Roman, Eastern or barbarian
pantheons, is to be found in all the provinces of
the empire and such acts, albeit on a smaller scale,
are recorded in ancient writings.

Taking into account all these data, the exist-
ing historical context, the hypothesis that the
Treasury of Tomis, which contains sculptures
depicting both the Greco-Roman pantheon
(Hecate, Selene, Nemesis, Tyche, Charites,
Dionysos, Asclepios, Dioscuri, Hermes) and the
Eastern pantheon (Cybele, Isis, Glykon, Mithras)
and local pantheon (Thracian Rider), was hidden
at the end of the 4™ century AD, to be protected
from Christian persecution, is gaining more and
more substance. True, it is not the only possible
theory, but it is very likely that in the last decade of
the 4™ century, in the context of religious tensions
reaching a paroxysm throughout the empire, the
followers of the old faiths took the decision to
protect the representations of the divinities in the
so-called pagan temples.

However, regardless of how it was actually
assembled, the Tomis sculptures treasure is a
faithful proof of the multitude and complexity
of the gods worshipped in ancient Dobruja,
throughout many centuries of history.

Constantin Aurel Mototolea, Cristian Cealera



Ill. ,TEZAURUL DE SCULPTURI"
DE LATOMIS: CONTEXT,
COMPONENTA, INTERPRETARE

Contextul?

In ciuda popularizérii rapide si de mare anver-
gurd a descoperirii depozitului de sculpturi de la
Tomis, incepand cu 1 aprilie 1962, precum sia pre-
zentarii in publicatii tip catalog si in comunicari
stiintifice in tard si in strdinatate, documentatia
arheologicd extinsd nu a vazut lumina tiparului
si nici nu a fost (incd) regasita in fondurile de
arhiva. Cu alte cuvinte, contextul descoperirii
»tezaurului de sculpturi” nu este nici pe departe
cunoscut. Cu totul alta este situatia sculpturilor
in sine, unele ajunse adevarate vedete, mai ales in
ultimii ani, in expozitii temporare in strainatate,
desi valoarea deosebita a descoperirii si a sculp-
turilor, mai ales pentru Tomis, consta tocmai in
ansamblul lor.

Astfel, informatiile arheologice publicate ime-
diat dupa descoperire si reluate si in catalogul
din 1963 (Canarache etal 1963, p.12-13, cu
schite cu planul zonei si profilul gropii) si deja
citate in capitolul I, este necesar a fi coroborate
cu cele publicate de A. Radulescu in 1966 des-
pre cercetarile intreprinse la basilici si cuptoarele
pentru fabricarea ceramicii (Radulescu 1966).
Ambele descoperiri, atat cea accidentald a depo-
zitului de sculpturi, cit si cercetarea de salvare,
in suprafata, au fost ocazionate de dezafectarea
garii vechi si a tronsoanelor de cale ferata si con-
structia unor blocuri noi. Intreaga zond a fost
afectatd mai ales in perioada ultimului sfert al
sec.al XIX lea si in prima jumaitate a sec. XX
de numeroasele interventii constructive, nein-
sotite de o supraveghere arheologica minimala.
Dimpotriva, s-ar putea spune ca au existat mai
degraba episoade de extragere de material de
constructie si de obtinere de obiecte pentru

Il1. “SCULPTURES HOARD"
OF TOMIS: CONTEXT,
COMPOSITION, INTERPRETATION

The context?

Despite the rapid and far-reaching populariza-
tion of the discovery of the deposit of sculptures
since April 1%, 1962, as well as its presentation in
catalog-like publications and scientific reports in
Romania and abroad, the extensive archaeological
documentation has not been published and has
not (yet) been found in the archival collections.
In other words, the context of finding the “hoard
of sculptures” is far from being entirely known.
Quite different is the situation of the sculptures
themselves, some of which have become real
stars, especially in recent years, in temporary
exhibitions abroad, although the particular value
of the discovery and of the sculptures, especially
for Tomis, lies precisely in their assemblage.

Thus, the archaeological information pub-
lished immediately after the discovery and
again in the 1963 catalog (Canarache et al 1963,
p. 12-13, containing sketches with the plan of
the area and the profile of the pit) and already
cited in Chapter I, must be corroborated with the
information published by A. Radulescu in 1966
about the excavations carried out at the basilicas
and the pottery kilns (Radulescu, 1966). Both the
accidental discovery of the deposit of sculptures
and the rescue excavation in the larger area were
occasioned by the dismantling of the old station
and railway lines and the construction of new
blocks of flats. The whole area was particularly
affected during the last quarter of the 19 century
and the first half of the 20" century by numerous
building interventions, unaccompanied by mini-
mal archaeological supervision. On the contrary,
it could be said that there were rather episodes
of quarrying building material and obtaining
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interesatii de antichitati, nu foarte putini printre
strdinii vizitatori ai targului Kiistenge.

Zona in care s-a facut descoperirea gropii cu
sculpturi (Plansa I/B) nu a fost, in fapt, propriu-
zis cercetatd, nici macar la nivelul sectiunilor
publicate in 1966. Astfel nu este deloc atat de
clar pe cat se crede in ce raport se afla zidul
de sec. VI, vizibil pe putinele fotografii din
momentul descoperirii (Fig. 2 si 5), fatd de groapa
cu sculpturi ori detalii despre groapa anterioard,
pe care cea cu sculpturi o taie partial (vezi Plansa
II). O parte semnificativa din stratigrafia zonei
era nu doar deranjatd, ci pur si simplu deja
indepartatad, in acel moment, mai ales dat fiind ca

objects for the antiquities enthusiasts, not very
few among the foreign visitors to the Kiistenge.
The area in which the actual discovery of the
pit with sculptures (Plate I/B) was made has not
been properly investigated, not even at the level
of the sections published in 1966. Thus, it is not
at all as clear in which relation the wall of the 6™
century, visible in the few photos of the moment
of the discovery (Figs. 2 and 5), compared to the
pit with sculptures or details about the previous
pit, which the one with sculptures partially cuts
(see Plate IT). A significant part of the stratigraphy
of the area was not just disturbed, but simply
already removed, by that time, especially given

Fig. 5 (foto dupa cliseu nr.20122)
Raportul spatial dintre depozitul de sculpturi si zidul de sec. VI p.Chr. Fotografie din Arhiva MINAC.
The spatial position between the deposit of sculptures and the centur 6" AD wall. Photo from MINAC Archive.
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deja in zona existasera interventiile anterioare de
la amenajarea ciii ferate si dependintelor acesteia.
In fapt, lucririle de constructie pentru blocul C2
(vezi Fig. 6 marcat cu ,,D”, dar si Fig. 2), respectiv
pregatirea fundatiilor acestuia, erau avansate la
momentul descoperirii ansamblului de sculpturi
si semnalirii acestuia arheologilor. In contextul
epocii, povestea ajunsa in presa si evenimentele
conexe pregitite si realizate in jurul descoperirii
au avut intaietate in fata clarificarii acesteia din
punct de vedere arheologic. Rdméne astfel un
deziderat pentru viitorul apropiat abordarea
acelor zone incd accesibile unor cercetdri intruzive
din preajma locului descoperirii, singurul demers
prin care s-ar putea clarifica stratigrafia zonei
si mai ales structurile constructive antice din
aceastd parte a orasului antic care, dacd se iau
in consideratie putinele informatii existente din
anii 60 ai secolului trecut, nu erau deloc putine si
nu limitate la secolul al VI-lea (Radulescu 1966,
p. 82-84).

Terminologia
Din punct de vedere terminologic, se impun
cateva precizari, deloc noi, dar, dat fiind faptul
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that previous interventions from the development
of the railroad and its outbuildings had already
existed in the area. In fact, the construction works
for block C2 (see Fig. 6 marked with “D”, but also
Fig. 2), namely the construction of its foundations
were advanced at the time of the discovery of
the group of sculptures and its notification to
archaeologists. In the context of the period, the
story that reached the press and the related events
prepared and realized around the discovery took
priority over its archaeological clarification. Thus,
it remains a desideratum for the near future to
investigate those areas still accessible to intrusive
research in the vicinity of the site of the discovery,
the only approach through which it would be
possible to clarify the stratigraphy of the area and
especially the ancient constructive structures in
this part of the ancient city which, if we take into
account even only the little information existing
since the 1960s, were not few and not limited to
the 6 century (Ridulescu 1966, p. 82-84).

Terminology
From a terminological point of view, a few
clarifications are necessary, not new at all, but,
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Fig. 6. Pozitionarea depozitului de sculpturi fatd de constructiile din zond (dupd Radulescu 1966, fig. 1)/
Positioning of the deposit of sculptures regarding to the constructions in the area (after Radulescu 1966, fig. 1).



ca au trecut oarecum neobservate de foarte
multi specialisti si entuziasti interesati de isto-
ria Constantei in antichitate, este util sa fie
reluate in contextul unui volum precum cel
de fata. Astfel, grupul celor 24 de monumente
din piatra nu este un tezaur. Formula lansata
la momentul descoperirii si intratd in uzul
curent al specialistilor si publicului deopotriva,
este necesar a fi, mdacar acum, corectatd, in
lumina rezultatelor cercetdrii acestui grup de
sculpturi in ultimele decenii. Sculpturile au
fost ascunse in mod intentionat intr-o groapa
special amenajatd, dar fard a putea fi dovedita
o intentie clard de regdsire/dezgropare, deci
fara a fi fost ingropate pentru valoarea lor
materiala, precum ar fi fost cazul unui lot de
monede sau de obiecte din metale pretioase
(Anghel 2016, p.234) si pentru care termenul
de ,tezaur” este cel corect. Sculpturile au fost
depuse/depozitate, in mod clar ca o formd de
ingropare definitiva, cu intentii clar pozitive,
dacd se tine cont de modul ingrijit in care au
fost dezmembrate si plasate in groapa special
amenajatd. Corecta este deci formula ,depozit
de sculpturi”.

Tot legat de problema terminologicd, dat fiind
ca Tomis era un oras grec si, asa cum atestd chiar
una dintre inscriptiile din depozit, limbile greaca
si latina erau folosite deopotriva, denumirile date
in descrierea divinitatilor reprezentate se cuvine
a fi in versiune greaca si latind, daca acestea sunt
ambele cunoscute. Este de precizat totusi faptul
cd marea majoritate a pieselor din depozit nu
sunt insotite de precizéri epigrafice care sa ateste
concret ce divinitati sunt reprezentate, respectiv
cum erau acestea denumite in epoca in care au
fost sculptate si utilizate monumentele. Cu alte
cuvinte si in acest caz avem de-a face cu o serie
de conventii, cele mai multe lansate in publicatiile
din 1962-1963 si ramase in uz. Este necesar sd se
constientizeze insd faptul cd in cazul mai multor
piese denumirea lor este departe de a fi univocd,
dupd cum precizeaza fisele de obiect din partea a
doua a volumului.
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given that they have gone somewhat unnoticed
by many specialists and enthusiasts interested in
the history of Constanta in antiquity, it is useful to
repeat them in the context of a publication such
as the one we are dealing with here. Thus, the
group of 24 stone monuments is not a treasure
or hoard. The formula that was launched at the
time of the discovery, and which has become
commonplace among specialists and the general
public alike, needs to be corrected, at least now, in
the light of the results of research into this group
of sculptures and its comparanda over the last few
decades. The sculptures were intentionally hidden
in a specially arranged pit, but without a clear
intention of retrieval/discovery being proven,
and thus without having been buried for their
material value, as would have been the case with
a lot of coins or precious metal objects (Anghel
2016, p.234), and for which the term ,hoard”
is the correct one. The sculptures were clearly
placed/deposited as a form of final burial, with
clearly positive intentions, if one considers the
neat manner in which they were dismantled and
placed in the specially arranged pit. The formula
“sculptures deposit” is therefore correct.

Still on the question of terminology, given
that Tomis was a Greek city and, as even one of
the inscriptions in the deposit attests, Greek and
Latin were used side by side, the names given
in the description of the divinities represented
should be in Greek and Latin, if both are known.
It should be noted, however, that the vast majority
of the pieces in the deposit are not accompanied
by epigraphic details to show which deities are
represented, or how they were called in the period
in which the monuments were carved and used.
In other words, in this case too we are dealing
with a series of conventions, most of which were
launched in the 1962-1963 publications and are
still in use. It is necessary to realize, however, that
in the case of several pieces, their designation
is far from univocal, as the presentations of the
individual monuments in the second part of the
volume make it clear.
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Deteriorarile

La momentul depunerii unele dintre
sculpturi par sd fi fost deja deteriorate. Motivele
pot fi multiple. Cel mai plauzibil scenariu
pare, judecand dupa amplasarea sparturilor si
rupturilor si mai ales dupa elementele lipsd,
prabusirea de la inaltimea niselor unde erau
expuse, eventual in urma unui cataclism, gen
cutremur. Nu este clar (si nici clarificabil)
daca demontarea/prelevarea fragmentelor la
momentul descoperirii a fost completd. Este
insa de presupus ca a fost pe cat de minutioasa
si atentd posibil. Prin urmare, pentru Dioscur
(nr. 11) si pentru statueta lui Asklepios (nr.
13), ambele realizate inca din faza initiald din
mai multe elemente asamblate prin stifturi
metalice, este evident cd au fost depuse doar
partial. Dioscurul ficea parte dintr-un grup
statuar care mai cuprindea cel putin pe cel de-al
doilea Dioscur si calul siu. In plus, statueta lui
Asklepios a suferit deteriorari suplimentare in
urma unui incendiu si a fost reparata anterior
momentului depunerii. Si in cazul grupului
statuar ,,Tyche cu Pontos” (nr. 1) se observa
deteriordri anterioare depunerii, posibil cauzate
de o préabusire in fata, de la o oarecare indltime.
In vederea depunerii este clard colectarea doar
unora dintre fragmente si plasarea cu grija in
groapd. Partea dreaptd a statuii feminine (cu
bratul drept, atributul din acesta, partea dreapta
a plintei) insa lipsea deja sau eventual nu a mai
fost colectatd dintre daramaturi, daca se accepta
ipoteza unui cutremur care a deteriorat cladirea.
Monumentul pentru Nemeseis (nr. 3), bustul lui
Isis (nr. 12) si asa-zisa Cybele (nr. 22) aveau si
ele unele elemente realizate dintr-o alta bucata
de marmura si care nu s-au pastrat, posibil
nefiind depuse in groapa.

Reliefurile nr.7, 14, 18 si 23, precum si
grupurile statuare reprezentand-o pe Hekate
(nr. 4-6) prezintd si ele ciobituri sau parti lipsa.
In majoritatea cazurilor pe suprafata rupturilor
se observa ca este vorba de starea in care au fost
depuse in groapa.

Damages

Some of the sculptures appear to have already
been damaged at the time of deposition. The
reasons can be multiple. Judging by the position
of the cracks and fractures and especially by the
missing elements, the most plausible scenario
is the collapse from the height of the niches
where they were displayed, possibly following a
cataclysm, such as an earthquake. It is not clear
(nor can it be clarified) whether dismantling/
removal of the fragments at the time of discovery
was complete. However, it was presumably as
thorough and careful as possible. Therefore,
for the Dioskouroi (no. 11) and the statuette of
Asklepios / Esculap (no. 13), originally made
from several elements assembled by metal pegs,
it is clear that they were only partially deposited.
The Dioskouroi statuary group included at
least the second Dioskouros and his horse. In
addition, the statuette of Asklepios was further
damaged by fire and had been repaired prior to
the time of deposition. In the case of the statuary
group “Tyche / Fortuna with Pontos” (no. 1), too,
there is evidence of damage prior to deposition,
possibly caused by a collapse forward from some
height. In view of the deposition some of the
fragments were collected and carefully placed in
the pit. However, the right part of the female
statue (with the right arm, the attribute from it,
the right part of the plinth) was already missing
or possibly not collected from the rubble, if
we accept the hypothesis of an earthquake that
damaged the building. The monument of the
Nemeseis (no. 3), the bust of Isis (no. 12) and
the so-called Cybele (no. 22) also had some
elements made of another piece of marble that
were not preserved, possibly not deposited in
the pit.

Reliefs no. 7, 14, 18 and 23, as well as the
statuary groups representing Hekate (no. 4-6)
also show chipping or missing parts. In most
cases on the surface of the breaks, it can be seen
that this is the state in which they were deposited
in the pit.



M. Gramatopol, in demonstratia sa privind
datarea in secolul al XIX-lea a ingroparii ,tezau-
rului” (1982, p. 133-137), face vorbire de spérturi
vechi si sparturi proaspete (Gramatopol 1982,
p. 135). Documentatia lacunara a descoperirii nu
ajutd la clarificarea chestiunii. Pare insd destul de
plauzibil insa ca acele sparturi ,proaspete” sd se
datoreze uneltelor sau utilajelor folosite la momen-
tul descoperirii, precum si presiunii pamantului.

Componenta

In partea a doua a volumului sunt prezentate
pe larg cele 24 de piese descoperite in depozitul de
sculpturi: 2 statui, 6 statuete de dimensiuni medii,
14 reliefuri, un bust si un mic altar anepigraf (sau
cu suprafata atat de deterioratd incat eventualul
text este ilizibil).

Analiza detaliatd a celor 23 de piese incd
existente in sala Tezaur a muzeului constintean
mi-a permis observatii care confirmd, respectiv
completeazd unele dintre concluziile studiilor
anterioare. Astfel a devenit clar faptul ca majori-
tatea pieselor au fost realizate pentru a fi expuse
in nise sau adosate unui perete, exceptie facind
statuia lui Glykon (nr. 2). Prelucrarea diferita a
suprafetelor si, in unele cazuri, aplicarea culorilor
pentru a marca fata principala a unui grup sta-
tuar, de exemplu, sunt indicii in acest sens.

O alta observatie interesantd - si, in mod
surprinzitor, nediscutatd pana acum - este ca
unele piese au fost realizate din fragmente de
elemente de decor arhitectonic reutilizate (nr. 10
si 20) sau din placi purtand trasaje anterioare,
diferite de iconografia pusd in operd (nr. 23).
Practica reutilizarii materialelor litice, mai ales
cele atat de pretioase precum marmura importatd,
este foarte comund in antichitate si frecvent
atestata la Tomis si nu doar in perioada tarzie.

O serie dintre sculpturile si reliefurile din
depozitul descoperit in 1962 sunt destul de pro-
blematic de denumit/identificat. Fireste, pe langa
inscriptii, schemele iconografice si atributele sunt
indicii valide, doar c4, in lipsa acestora variantele
sunt multiple. Acesta este mai ales cazul reliefuri-
lor cu reprezentarea denumitd generic Cavalerul
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M. Gramatopol, in his demonstration of the
nineteenth-century dating of the burial of the
“hoard” (1982, pp. 133-137), speaks of old and
fresh breakings (Gramatopol 1982, p. 135). The
incomplete documentation of the discovery
does not help to clarify the matter. Nevertheless,
the ‘fresh’ cracks are likely due to the tools or
machinery used at the time of the excavation, and
also to earth pressure.

Composition

The second part of the volume presents in
detail the 24 sculptures discovered in the deposit:
2 statues, 6 medium-sized statuettes, 14 reliefs,
a bust and another anepigraphic (or with the
surface so damaged that the text is illegible).

A detailed analysis of the 23 pieces still in
the Treasury room of the museum in Constanta
allowed me to make observations that confirm
and complement some of the conclusions of
previous studies. It has thus become clear that
most of the pieces were made to be displayed in
niches or against a wall, except for the statue of
Glykon (no. 2). The different surface treatments
and, in some cases, the application of colors
to mark the main face of a group of statues, for
example, are indications of this.

Another interesting — and, surprisingly, hith-
erto undiscussed - observation is that some
pieces were carved in fragments of reused archi-
tectural decorative elements (no. 10 and 20) or
from slabs bearing earlier traces, different from
the iconography (no. 23). The practice of reus-
ing lithic materials, especially those as precious
as imported marble, is very common in antiquity
and frequently attested in Tomis, and not only in
the late period of the city.

A number of the sculptures and reliefs in the
deposit discovered in 1962 are rather problem-
atic to name/identify. Naturally, in addition to the
inscriptions, iconographic schemes and attrib-
utes are valid clues, except that in their absence
the variants are multiple. This is especially the
case of the reliefs with the representation gener-
ically called the Thracian Rider (no. 17-20). The
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Thrac (nr. 17-20). Schema iconografica este une-
ori identificata prin inscriptii ca fiind un relief
votiv dedicat unui Heros, lui Apollo sau chiar
lui Asklepios. Sau cazul divinitatilor feminine
sezand, cu un polos pe cap si un atribut in méana
sau pe bratul sting, fira a fi insotitd de acolitii
definitorii. Acestea sunt incadrate in categoria
generald de reprezentari de Cybele, Magna Mater,
sau chiar Demeter ori o alta Dea Karpophoros
(vezi, de exemplu, Bordenache 1969, nr. 49, 57,
61). In cazul statuetei din acest depozit (nr. 22),
atributul, lucrat separat si fiind exact elementul
definitoriu pentru identificarea zeitei, nu este
pastrat. Gradul de finisare al statuetei este redus,
aproape ca se poate spune ca este neterminata.

Si relieful initial de dimensiuni considerabile
nr. 23 prezintd o schema iconografica destul de
dificil de interpretat si de denumit, mai ales in
contextul actual in care iconografia nimfelor,
Gratiilor si altor personaje feminine reprezentate
sub formd de triada apare mult mai complexa
decat se cunostea in urmd cu decenii, prin
descoperiri noi si studii de detaliu.

G. Bordenache si M. Alexandrescu-Vianu au
analizat in mai multe rdnduri atat iconografia
unora dintre sculpturi, cat si asocierea acestora
(Bordenache 1964, 1965 si 1970; Alexandrescu-
Vianu 2009 si 2022b). S-a incercat recunoasterea
unor elemente caracteristice pentru Tomis, mai
ales in cazul grupului statuar ,,Tyche cu Pontos”
(nr. 1) si a statuii lui Glykon (nr. 2), nu in
ultimul rand datoritd prezentei acestora pe unele
dintre emisiunile monetare ale cetatii. Cel mai
probabil aceastd asociere, atestatd numismatic
si in toreutica din Asia Mica, este legata de
caracterul complex al divinitatii protectoare a
cetatii, mai precis de atributele sale oracolare,
si constituie in orice caz un argument pentru
valoarea exceptionala a statuii atat in sine, cét si,
in general, pentru Tomis.

Este evidenta preponderenta in cadrul
grupului a reprezentdrilor triplei Hekate, atat in
formatul aproape tridimensional al grupurilor
statuare (nr. 4-6), cat si ca relief de format mai
mic (nr. 7-8).

iconographic scheme is in some cases identified
by the inscriptions as a votive relief dedicated to
a Heros, Apollo or even Asklepios. Or the case
of seated female deities, with a polos on the head
and an attribute in the left hand or on the left
arm, unaccompanied by defining acolytes. They
fall into the general category of representations
of Cybele, Magna Mater, or even Demeter or
Dea Karpophoros (see, for example, Bordenache
1969, no. 49, 57, 61). In the case of the statue in
this deposit (no. 22), the attribute, worked sep-
arately and being precisely the defining element
for identifying the goddess, is not preserved.
Furthermore, the statue has a rather unfinished
appearance.

The initial relief of considerable size no. 23 also
presents an iconographic scheme that is rather
difficult to interpret and to name, especially in
the current context in which the iconography
of nymphs, Graces and other female characters
represented in the form of a triad appears much
more complex than was known decades ago,
through new discoveries and detailed studies.

G. Bordenache and M. Alexandrescu-Vianu
have analyzed on several occasions both the ico-
nography of some of the sculptures and their
association (Bordenache 1964, 1965 and 1970;
Alexandrescu-Vianu 2009 and 2022b). An
attempt has been made to recognize some ele-
ments characteristic for Tomis, especially in the
case of the group of statues “Tyche / Fortuna with
Pontos” (no. 1) and the statue of Glykon (no. 2),
not least because of their presence on some of the
monetary issues of the city. Most probably this
association, also attested numismatically and on
toreutics in Asia Minor, is linked to the complex
character of the patron deity of the city, more
specifically to his oracular attributes, and is in
any case an argument for the exceptional value of
the statue both in itself and, in general, for Tomis.

The preponderance within the group of
representations of the triple Hekate is evident,
both in the almost three-dimensional format of
the statuary groups (no. 4-6) and as smaller relief
(no. 7-8).



Pentru ,,Tyche” (nr. 1) si Isis (nr. 12) discutia
inca nu este inchisa, in ce masura nu reprezinta
o forma de portretizare in formam deorum, care,
pentru epoca romand, nu este rar intalnitd nici
pentru portrete imperiale si nici pentru cele ale
persoanelor particulare sau personalului de cult.

Interpretarea

Dupa ce ipoteza depunerii de epoca moderna
a fost abandonatd (desi este mentionatda in mod
repetat atunci cand este vorba despre ,tezaur’,
fiind aproape uitat autorul sdu) a fost lansatd
aceea a ingropdrii statuilor, adunate din mai multe
sanctuare, ca urmare a unei actiuni antipagane a
crestinilor din Tomis (Pippidi 1969). Important
este insa de retinut, si in acest caz, ca depunerea
era consideratd a fi fost ficuta cu intentia de a
proteja, deci nu ca distrugere a unor statui si
reliefuri de cult/votive pagéane.

Ingroparea statuilor in antichitate este cunos-
cutd a se fi intamplat din mai multe posibile
motive, dincolo de pericolul masurilor antipa-
gane (Donderer 1991-1992; Alexandrescu-Vianu
2009; Anghel 2016; Alexandrescu-Vianu 2022b).
Astfel, putea fi vorba de desacralizarea statuilor in
urma unor calamitati (cutremur, lovituri de traz-
net etc.), de aglomerarea unor incinte sacre care
solicita indepartarea unor monumente mai vechi
pentru a face loc unora noi sau de inchiderea unor
temple. Un alt aspect al manifestérilor religioase
antice, destul de putin abordat pana acum, este
acela al sanctuarelor din incinta constructiilor
civile, resedinte din mediu urban sau peri-urban
ale unor familii de vaza sau din sediile unor aso-
ciatii profesionale sau intemeiate pe baza originii
comune dintr-o anumita zona, de exemplu.

Cercetatorii sunt inca in stadiul discutiilor
privind caracterul depozitului. Este vorba de o
colectie de statui si reliefuri votive si de cult din
mai multe sanctuare din Tomis (Canarache et al
1963; Pippidi 1969) sau este vorba de o parte
din inventarul unui singur templu al unor culte
misterice (Alexandrescu Vianu 2009)? Unanim
acceptatd este constatarea ca sculpturile au fost
depuse cu grija in groapa special amenajata astfel
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For “Tyche” (no. 1) and Isis (no. 12) the
discussion is not yet closed, to the extent that
they might represent a form of portraiture in
formam deorum, which, for the Roman era, is not
uncommon for imperial portraits, nor for those
of private individuals or cult personnel.

Interpretation

After the hypothesis of the modern deposition
was abandoned (although it is repeatedly
mentioned when talking about the “hoard”, its
author being almost forgotten), the hypothesis
of the burial of the statues, collected from several
sanctuaries, as a result of an anti-pagan action
of the Christians of Tomis (Pippidi 1969) was
launched. It is important to note, however, also in
this case, that the burial was considered to have
been done with the intention of protecting, and
therefore not as a destruction of, pagan statues
and reliefs of cult/votives.

The burial of statues in antiquity is known to
have happened forseveral possiblereasons,beyond
the danger of anti-pagan measures (Donderer
1991-1992; Alexandrescu-Vianu 2009; Anghel
2016; Alexandrescu-Vianu 2022b). Thus, it could
have been the desecration of statues following
calamities (earthquake, lightning strikes, etc.),
the crowding of sacred precincts requiring the
removal of older monuments to make room for
new ones, or the closure of temples. Another
aspect of ancient religious manifestations is that
of shrines or small sanctuaries in the precincts of
civil buildings, urban or peri-urban residences
of prominent families or the headquarters of
professional associations or founded on the basis
of common origin in a given area, for example.

Researchers are still at the stage of discussing
the nature of the deposit. Is it a collection of
votive and cult statues and reliefs from several
sanctuaries in Tomis (Canarache etal 1963;
Pippidi 1969) or is it part of the inventory of a
single temple of mystery cults (Alexandrescu
Vianu 2009)? Unanimously accepted is the
observation that the sculptures have been
deposited with care in the specially arranged pit
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incat sd serveascd drept suport altora (vezi Fig. 2
si 5), unele fiind chiar intentionat demontate
(precum nr. 3) in acest scop, totul cu evidenta
intentie de a le proteja.

In baza atributelor chtoniene, oracolare, de
vindecare, comune divinitatilor reprezentate in
ansamblul de la Tomis, unii autori au acceptat
ideea ca depozitul sa fi provenit dintr-un singur
sanctuar. Diferita este divinitatea considerata
a fi fost cea principald: Hekate, in opinia
M. Alexandrescu-Vianu (2022b, p.128), sau
Glykon (Anghel 2016, p.240). In cazul celei
din urmd propuneri, incetarea cultului acestei
divinitati in a doua jumatate a sec. al IIl-lea ar fi
fost si ocazia inchiderii/abandonarii templului si
a realizarii depozitérii definitive a inventarului.

S. Anghel (2016, p. 238-239) este cel care atrage
atentia asupra descoperirii destul de vechi facuta
la Roma, pe colina Esquilin, in zona bisericii San
Martino ai Monti, unde a fost cercetat un complex
tip domus, in via G. Lanza. Exemplul este departe
de a fi singular in lumea romana (Sfameni 2023)
si este chiar relevant pentru discutia privind
depozitul de la Tomis. Acolo, in cadrul unei
constructii special amenajate ca un mic sanctuar/
lararium, cu mai multe nise si una centrala in care
a fost gdsita statuia unei Isis-Fortuna, similara
ca dimensiuni celei de la Tomis (Fig. 7). Alte 19
statuete si busturi reprezentand alte divinitati
egiptene dar si divinitati din panteonul greco-
roman (Apollo, Afrodita, Dionysos, Cybele,
Hecate, Hercules, Lares) se aflau in acest lararium
datat in secolul al II-lea p.Chr.. Ulterior, in spatele
micii constructii, a fost amenajat intr-o pivnita un
sanctuar pentru Mithras. Aceste elemente sunt
pastrate in perioada ulterioara, atunci cand vor
fi integrate structurilor rezidentei din epoca lui
Constantin (Sfameni 2023).

Astfel, pentru depozitul de sculpturi de la
Tomis este plauzibila si aceasta ipoteza a unui
sanctuar/lararium dintr-una dintre locuintele
reprezentative pentru oras in secolele II-III p.Chr.
Este de retinut selectia divinitatilor reprezentate,
precum si, pe langa caracterul misteric, compo-
nenta de capacitati vindecétoare si de protectie a

so that they serve as support for others (see Figs. 2
and 5), some being even intentionally dismantled
(as no. 3) for this purpose, all with the obvious
intention to protect them.

Based on the chthonic, oracular, healing
attributes common to the deities represented
in the Tomis assemblage, some authors have
accepted the idea that the deposit came from a
single sanctuary. Different is the deity considered
to have been the main one: Hekate, according
to M. Alexandrescu-Vianu (2022b, p. 128), or
Glykon (Anghel 2016, p. 240). In the case of the
latter proposal, the cessation of the cult of this
deity in the second half of the 3™ century would
also have been the occasion for the closure/
abandonment of the temple and the definitive
deposition of the inventory.

S. Anghel (2016, p. 238-239) is the one who
draws attention to the rather old discovery made
in Rome, on the Esquiline hill, in the area of the
church of San Martino ai Monti, where a domus-
type complex was excavated in via G. Lanza. The
example is far from being singular in the Roman
world (Sfameni, 2023) and is even relevant to
the discussion on the Tomis deposit. There, in a
building specially designed as a small sanctuary/
lararium, with several side niches and a central
one in which a statue of an Isis-Fortuna, similar
in size to the one at Tomis, was found (Fig. 7).
Other 19 statuettes and busts representing other
Egyptian deities but also deities from the Greek
and Roman pantheon (Apollo, Aphrodite,
Dionysos, Cybele, Hecate, Hercules, Lares) were
located in this lararium dated to the 2™ century
AD. Later, a sanctuary for Mithras was set up in a
cellar behind the small building. These elements
were preserved in the later period when they were
integrated into the structures of the Constantine-
era residence (Sfameni, 2023).

Thus, for the deposit of sculptures from Tomis,
it is also plausible this hypothesis of a sanctuary/
lararium in one of the representative residences
for the city in the 2"-3™ centuries AD. It is worth
noting the selection of the divinities represented,
as well as, in addition to the mysterious character,
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Fig. 7. Lararium descoperit pe colina Esquilin, Roma (dupd Sfameni 2023, fig. 7) /
Lararium discovered on the Esquiline Hill, Rome (after Sfameni 2023, fig. 7).

caminului si destinului/sortii. Evidenta epigrafica
din Tomis si din teritoriul orasului atestd prezenta
unor negustori, armatori si altor cetateni instariti
cu diferite alte ocupatii din diverse orase din Asia
Micd, nu in ultimul rand din Abonuteichos (ISM
I1, 129). De mentionat este si faptul cd reprezentari
identificate generic ca ale Cavalerului Thrac, isi
gasesc drumul intre dedicatiile unora dintre acesti
nou veniti, dupd cum o atesta (prin reprezentare
si inscriptie) si stela votiva deja mentionatd des-
coperita la Cumpéna (Bordenache 1969, nr. 204),
dedicat (H)ero et D[omno] de patroana (mater)
unei asociatii de cetdteni de origine din Asia
Micd, ale cdror nume sunt mentionate in inscrip-
tia redactatd in limba latina.

Aceste ansambluri de divinitati se pot regasi
intre preferintele personale sau pot fi si expresia
activitatilor pe care rezidentii le indeplineau in
comunitéti de cult din care faceau parte in Tomis
si imprejurimi (e.g. asezarea de la Cumpdna)
sau in localitatile lor de origine. Intre piesele
din depozit inscriptiile nu sunt numeroase. A
fost remarcat insa faptul ca si prin acestea este

the component of healing and protective capac-
ities of the home and destiny/fortune. The
epigraphic evidence from Tomis and the territory
of the city attests to the presence of merchants,
shipowners and other wealthy citizens with vari-
ous other occupations from various cities in Asia
Minor, not least Abonuteichos (ISM 11, 129). Also,
worth mentioning is the fact that representations
generically identified as the Thracian Horseman
find their way between the dedications of some of
these newcomers, as attested (by representation
and inscription) by the votive stele already men-
tioned and discovered at Cumpéna (Bordenache
1969, no. 204), dedicated to (H)ero et D[omno] by
the patroness (mater) of an association of citizens
of Asia Minor origin, whose names are men-
tioned in the inscription written in Latin.

These assemblages of deities can be found
among personal preferences or they may also
be the expression of the activities that these res-
idents carried out in the cult communities they
belonged to in Tomis and its surroundings or in
their hometowns. There are not many inscriptions
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evidentiatd conexiunea cu zona Asiei Mici,
anume prin dedicatia de pe nr. 9, unde este
mentionat Dionysos Kathegemon, care, la fel
ca si iconografia zeului, evidentiazd legatura cu
traditia pergameniana a acestui cult misteric
(Alexandrescu-Vianu 2022b, p. 94 51 98). Mai mult
decat atit, iconografia monumentului dedicat
celor doua Nemeseis (nr. 3) este direct legata de
Smyrna si cunoaste analogii tot de la Tomis.

Unde se va fi aflat aceastd resedintd, daca
este sa dezvoltim ipoteza propusa? Posibil sa
se fi gasit cu frontul spre port, prezentind o
arhitectura elaborata. Poate ca a fost deteriorata
de unul dintre cutremurele care au afectat orasul,
sau familia ori asociatia si-au mutat resedinta
in alta localitate. Astfel, inventarul relevant al
respectivului lararium, sau mai precis, dacd este sa
ne orientdm dupa stadiul de conservare al unora
dintre piese, ramasitele sale au fost strinse si
ingropate definitiv la mare addncime, alegandu-se
pentru aceasta o zona care parea la acel moment
destul de sigura. Aceasta ipoteza nu poate fi dusa
mai departe, folosind analogiile din alte zone, in
sensul in care sd fie postulata o datare a utilizarii
acestui lararium in mediul rezidential, eventual
in paralel cu extinderea crestinismului la Tomis,
din considerente legate de traditii culturale si
nu religioase (Sfameni 2023, p. 135). Dupa cum
nu poate fi pus in legatura momentul ingroparii
cu unul dintre cutremurele care sunt atestate a
fi afectat bazinul pontic si cetdtile de pe coasta
de vest. Pentru acest gen de demonstratie sunt
in primul rand necesare cercetdri arheologice
punctuale si bine documentate, care sa poata
oferi un cadru cronologic al evolutiei diferitelor
zone ale orasului antic si structurilor urbanistice
in care resedinta pe care am sugerat-o ca sursd a
sculpturilor din depozit va fi existat.

Analiza sculpturilor din depozit a evidentiat
faptul ca majoritatea sunt produse ale unor
ateliere locale, cu sculptori de origine sau formatie
microasiatica, lucrand in marmure de import si
capabili sa puna in opera, la comandd, scheme
iconografice personalizate. Unele vor fi fost
cu siguranta mai putin valoroase din punct de

among the pieces in the deposit. It has been noted,
however, that the connection with the area of Asia
Minor is also evidenced by them, namely by the
dedication on no. 9, where Dionysos Kathegemon
is mentioned, which, like the featured iconog-
raphy of the god, highlights the connection
with the Pergamenian tradition of this mystery
cult (Alexandrescu-Vianu 2022b, p. 94 and 98).
Moreover, the iconography of the monument ded-
icated to the two Nemeseis (no. 3) is directly linked
to Smyrna and also knows analogies from Tomis.

Where would this residence have been, if we
are to elaborate the proposed hypothesis? Possibly
it would have faced the harbor, presenting an
elaborate architecture. It may have been damaged
by one of the earthquakes that affected the city or
the family or association may have moved their
residence to another locality. Thus, the relevant
inventory of that lararium, or more precisely, if
the state of preservation of some of the pieces
is anything to go by, its remains were collected
and buried definitively at great depth, choosing
for this purpose an area that seemed at the time
to be quite safe. This hypothesis cannot be taken
further, using analogies from other areas, in the
sense of postulating a dating for the use of this
lararium in a residential setting, possibly in par-
allel with the spread of Christianity in Tomis, for
reasons related to cultural rather than religious
traditions (Sfameni, 2023, p. 135). Just as the tim-
ing of the burial cannot be linked to one of the
earthquakes that are attested to have affected the
Pontic basin. For this kind of demonstration, first
and foremost, punctual and well-documented
archaeological research is needed, which can pro-
vide a chronological framework of the evolution
of the different areas of the ancient city and of the
urban structures in which the residence that we
have suggested as the source of the sculptures in
the deposit would have existed.

The analysis of the sculptures in the deposit
revealed that most of them are the products of
local workshops, by sculptors of micro-Asian
origin or training, working in imported marble
and able to customize iconographic schemes to



vedere financiar decat celelalte, indicand astfel o
adunare in timp, dar urmérind un fir director dat
de atributele respectivelor divinitati, de originea si
traditia schemelor iconografice sau a formelor de
cult etc. Cel mai probabil statuia lui Glykon (nr. 2)
a fost importata ca atare, ca o comanda speciala.
Pentru statueta lui Asklepios (nr. 13) situatia
este departe de a fi clarificata. Materialul, la o
inspectie macroscopica, este 0 marmura diferita
de cele frecvent intalnite la Tomis si in depozitul
de sculpturi. Reparatiile antice precum si modul
de realizare sunt deosebite, dar nu in sensul
unei calitdti superioare. Mai degrabd statueta
prezenta pentru detindtorul siu o semnificatie
aparte, fiind poate achizitionatd si adusd la Tomis
in circumstante speciale pentru acesta, eventual
dintr-un sanctuar anume, si pdstratd si ingrijita
in consecinta. Postura speciald a statuetei, atat
cat poate fi reconstituitd, este in fapt o varianta a
celei a lui Asklepios, gasind o analogie in Grecia
centrala, la Oropos, in sanctuarul oracolului lui
Amphiaraos, considerat ,al doilea Asklepios”
(Krauskopf 1981, 701, nr. 54).

2024 este un moment aniversar pentru muze-
ologia din Constanta si pentru Muzeul de Istorie
Nationala si Arheologie. Oportunitatile create
de reorganizarea depozitelor si clddirilor muze-
ului, vor marca activitatea institutiei in viitorul
apropiat. Nu se poate decét exprima speranta si
dorinta ca si pentru depozitul de sculpturi desco-
perit in 1962 sa se creeze conditiile unor cercetari
viitoare aprofundate. Acestea pot fi atat arheolo-
gice propriu-zise, anume incercarea de clarificare
a zonei antice unde au fost ingropate sculpturile
(in arealul mai larg dintre port — Liceul Traian
- Bd. Ferdinand), cat si interdisciplinare, comple-
tandu-se analiza pieselor cu investigatii privind
urmele de policromie, dar si determinarea siste-
matica a provenientei materialului litic printr-o
abordare multivariata, conforma standardelor
actuale ale cercetdrii de profil.
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order. Some will certainly have been less valuable
in financial terms than others, thus indicating a
coming together over time of the sculptures, but
following a guiding thread given by the attributes
of the respective deities, the origin and tradition of
the iconographic schemes or cult forms, etc. Most
probably the Glykon statue (no. 2) was imported
as such, as a special commission. For the statue of
Asklepios (no. 13) the situation is far from clear.
The material, on macroscopic inspection, is a
different marble from those commonly found at
Tomis and in the sculpture deposit. The antique
repairs as well as the manner of realization are
remarkable, but not in the sense of superior qual-
ity. Rather, the statue had a special significance for
its owner, perhaps acquired and brought to Tomis
under special circumstances for him, possibly
from a particular sanctuary, and preserved and
cared for accordingly. The special posture of the
statue, as far as can be reconstructed, is in fact a
variant of that of Asklepios, finding an analogy in
central Greece, at Oropos, in the oracular sanctu-
ary of Amphiaraos, considered to be the “second
Asklepios” (Krauskopf 1981, 701, no. 54).

2024 is an anniversary moment for Constanta’s
museology and for the Museum of National
History and Archaeology. The opportunities
created by the reorganization of the museum’s
storerooms and buildings will mark its activities in
the near future. One can only express the hope and
wish that the conditions for future research will
be created for the deposit of sculptures discovered
in 1962. These can be both archaeological, i.e.
the attempt to clarify the ancient area where the
sculptures were buried (in the wider area between
the port — the Traian High School - the Ferdinand
Boulevard), and interdisciplinary, completing the
analysis of the monuments with investigations on
the traces of polychromy, but also the systematic
determination of the origin of the lithic material
through a multivariate approach, in accordance
with current standards of research in this field.

Cristina-Georgeta Alexandrescu



IV. CATALOGUL SCULPTURILOR

1.
.TYCHE / FORTUNA CU PONTOS"

Grup statuar (nr. inv. 2001)

Realizat din marmura alba, cu cristale de dimensiuni
medii; posibil marmuré de Thasos Aliki.

Dimensiuni: h totala = 155 cm, h personaj feminin
= 144 cm, h personaj masculin = 49 cm, h plintd =
10-11 cm, I plintd 73 cm, adancime plinta 32,5-33 cm.

Referinte bibliografice: Canarache etal 1963, nr. 1,
p-16-24, fig. 4-9; Bordenache 1964, p.167-175;
Bordenache 1970, p.136-138; R. Vollkommer,
LIMC VII (1994), s.v. Pontos Euxeinos, p.437-
438, nr.1; Alexandrescu-Vianu 2009, p.27-46;
Covacef 2002, p. 134 si 142-144; Covacef 2011, nr. 6,
p- 28-31, fig. 8-10; Alexandrescu et al 2014, CT15;
Alexandrescu-Vianu 2022b, p. 108-111.

Stare de conservare in general buna, cu unele
lipsuri. Plinta este spartd in partea stanga, pe
toatd adancimea. La personajul feminin lipsesc
mana dreapta si sceptrul pe care-1 sprijinea, varful
piciorului drept cu o parte din plintd, precum si
o parte din cutele inferioare ale vesmantului,
pe latura dreapta; o serie de ciobituri au afectat
nasul si ochiul stang precum si diadema. Pe latura
dreapta a statuii sunt recognoscibile resturile
a trei tije de sustinere: la nivelul diademei, la
nivelul soldului si in dreptul gambei. Personajului
masculin ii lipsesc ména stangd si antebratul;
lipseste jumatatea superioara a cdrmei de care
se sprijinea; ciobituri vizibile la nivelul fetei si
pe prora de corabie pe care se sprijina. Cornul
abundentei cu o parte din ména stdnga a zeitei si
coroana murald a personajului masculin au fost
reatasate prin lipire dupa descoperire. Suprafata
grupului statuar prezinta urme de degradare a
materialului, ciobituri si zgarieturi usoare.

IV. CATALOGUE OF SCULPTURES

1.

“TYCHE / FORTUNA WITH PONTOS"
Statuary group (inv. 2001)

Carved in white marble with medium-sized grins;
possibly Thasos Aliki marble.

Dimensions: overall h = 155 cm, female character h =
144 cm, male character h =49 cm, plinthh =10-11 cm,
plinth width 73 c¢m, plinth depth 32.5-33 cm.

References: Canarache etal 1963, no.1l, p.16-24,
fig. 4-9; Bordenache 1964, p.167-175; Bordenache
1970, p. 136-138; R. Vollkommer, LIMC VII (1994),
s.v. Pontos Euxeinos, p. 437-438, no. 1; Alexandrescu-
Vianu 2009, p.27-46; Covacef 2002, p.134 and
142-144; Covacef 2011, no.6, p.28-31, fig.8-10;
Alexandrescu et al 2014, CT15; Alexandrescu-Vianu
2022b, p. 108-111.

Generally good state of preservation, with
some flaws. The plinth is broken on the left side,
all the way through. The female figure is missing
the right hand and the scepter on which it was
resting, the top of the right foot with part of the
plinth, and part of the lower folds of the garment
on the right side; a number of chips have affected
the nose and left eye and the diadem. On the right
side of the statue, the remains of three supporting
rods are recognizable: at the level of the diadem,
at the hip and at the right calf. The male figure is
missing his left hand and forearm; the upper half
of the rudder on which he was leaning is missing;
visible chipping to the face and to the ship’s prow
on which he is leaning. The horn of plenty with
part of the goddess’s left hand and the mural
crown of the male figure were reattached by gluing
after discovery. The surface of the statuary group
shows traces of material degradation, chipping
and light scratches.






88

Divinitatea feminind, denumitd conventional
Tyche sau Fortuna, este reprezentata in picioare,
sprijinindu-se in piciorul sting si cu piciorul
drept usor flexat, adus in spate. In mana stanga
si pe antebratul stang tine cornul abundentei, iar
cu dreapta ridicata sprijinea cel mai probabil un
sceptru cu tija lungd (acum spart). Zeita poarta pe
cap o diadema. Neclar raiméne dacd zeita purta pe
crestet si o corond murald sau un alt atribut (kala-
thos, semilund), dat fiind ca suprafata prezinta cel
putin doua orificii care ar fi permis fixarea aces-
tuia cu mici tije. Parul ondulat este pieptanat cu
carare la mijloc, doua suvite buclate cazand pe

The female deity, conventionally called Tyche
or Fortuna, is depicted standing, leaning on her
left leg and with her right leg slightly flexed,
brought to the back. In her left hand and on her
left forearm she holds the horn of abundance,
and with her raised right hand she was most
likely supporting a long-stemmed scepter (now
broken). The goddess wears a diadem on her
head. It remains unclear whether the goddess
also wore a mural crown or some other attribute
(kalathos, crescent) on her head, since the surface
has at least two holes that would have allowed it to
be fixed with small rods. The wavy hair is combed



umeri. Capul este intors usor spre dreapta. Ochii
au pupilele reprezentate plastic, prin adancire cu
trepanul, buzele sunt cdrnoase. Este imbracata
cu un chiton lung, strans in talie; partea de jos a
acestuia are o serie de pliuri verticale, dese. Are
pe deasupra un himation amplu, ridicat pe cap ca
un vl si adus in fatd peste umarul si cotul mai-
nii drepte, rasucit sub sani, de unde cade in jos
pana sub genunchi, cu capétul adus peste bratul
stang. Zeita poarta sandale simple, constand din-
tr-o talpa platd tinutd liber pe picior de o curea
in formd de Y, care trece intre primul si al doilea
deget si in jurul ambelor pérti ale labei piciorului.
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with a middle parting, two curly locks falling to
the shoulders. The head is turned slightly to the
right. The pupils of the eyes are well represented,
with the pupils set with the trepan, the lips are
fleshy. She is dressed in a long chiton, tight at the
waist; the lower part of the chiton has a series of
dense vertical folds. On top she wears a broad
himation, raised on the head like a veil and
brought forward over the shoulder and elbow of
the right hand, twisted under the breasts, from
where it falls down to below the knee, with the
end brought over the left arm. The goddess wears
simple sandals, consisting of a flat sole held loosely







Cutele din fata sunt lucrate foarte amanuntit,
spre deosebire de cele din mijlocul spatelui, care
sunt doar schitate si nefinisate. Grupul statuar
a fost realizat pentru a fi expus intr-o nisg, la o
indltime care nu permitea vederea picioarelor si
plintei in detaliu. Acestea sunt indicate de modul
de prelucrare a partii din spate a grupului, precum
si de finisarea putin detaliata a picioarelor (aspect
aproape neterminat) si plintei, spre deosebire de
restul grupului, unde suprafetele au fost atent sle-
fuite. Modul de tratare al fetei anterioare a plintei,
daca se accepta ideea ca nu este neterminata, ar
putea indica fixarea acesteia intr-un soclu.

Personajul masculin barbos, de mici dimen-
siuni, identificat conventional ca Pontos, zeul
Madrii Negre, este reprezentat in stinga zei-
tei cu privirea indreptatd in sus spre aceasta.
Personajul este nud, iesind din valurile marii
precum un Triton, partea inferioard a corpu-
lui, de sub bazin, fiind acoperita de un manuchi
de frunze de acant. Cu mana dreaptd se spri-
jind de o carma (partial pdstrata), iar cu stanga
de prora unei corabii. Pe cap poarta o coroana
murala cu o poartd cu doud intréri arcuite, mar-
ginitd de turnuri. Parul si barba, carliontate,
ude, ca si detaliile anatomice ale corpului cu
musculatura puternicd, sunt redate cu multd
exactitate. Deasupra umarului drept, in fundal,
lipit de drapajul zeitei, este reprezentatd coroana
unui arbore.

Denumirea hibridd datd acestui grup statuar
,Fortuna cu Pontos” (Canarache etal 1963,
nr. 1), combinidnd un termen latin cu unul grec,
este imprecisd, dar a raimas incetatenitd, mai ales
in lucrdrile autorilor roméni. Identificarea cu
Tyche, lansatd initial de B. Pick pentru descrierea
reprezentdrilor de pe emisiuni monetare din
secolul al ITI-lea (mai ales AMNG .1, 3613), a fost
discutata destul de putin, fiind in cele din urma
acceptata (AMNG 1.1, p. 629, n. 4; Bordenache
1964, p.171; Bordenache 1970, p.136-137).
Este de remarcat totusi cd nu este o identificare
neechivocd, dovadd ca grupul statuar nu este
discutat in contextul studiilor speciale dedicate
reprezentarilor de Tyche/Fortuna.
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on the foot by a Y-shaped strap, passing between
the first and second toes and around both sides
of the foot.

The folds at the front are very elaborately
carved, unlike the ones in the middle of the back
which are only sketched and unfinished. The
statuary group was made to be displayed in a
niche, at a height that did not allow the legs and
plinth to be seen in detail. This is indicated by the
manner in which the back of the group has been
worked as well as the poorly detailed finishing
of the legs (almost unfinished appearance)
and plinth, unlike the rest of the group, where
the surfaces have been carefully polished. The
treatment of the front face of the plinth, if it is
accepted that it is not unfinished, could indicate
the plinth being fixed into a base.

The small, bearded male figure, conventionally
identified as Pontos, the god of the Black Sea, is
depicted to the left of the goddess, looking up
towards her. The figure is nude, emerging from
the waves like a Triton, the lower part of his body
below the pelvis covered by a glove of acanthus
leaves. With his right hand he rests on a rudder
(partly preserved), and with his left hand on the
prow of a ship. On his head he wears a mural
crown depicting a fortress with a gate with two
arched entrances, surrounded by towers. The hair
and beard, curly, wet, as well as the anatomical
details of the heavily muscled body, are rendered
with great accuracy. Above the right shoulder,
in the background, against the drapery of the
goddess, is the crown of a tree.

The hybrid name given to this statuary group
“Fortuna with Pontos” (Canarache et al 1963, no. 1),
combining a Latin term with a Greek one, is impre-
cise, but it has remained established, especially in
the works of Romanian authors. The identification
with Tyche, initially launched by B. Pick, while
describing third-century monetary issues of Tomis
(especially AMNG 1.1, 3613), was discussed rather
little, being finally accepted (AMNG L1, p. 629,
n. 4; Bordenache 1964, p. 171; Bordenache 1970,
pp- 136-137). It is worth noting, however, that this
is not an unequivocal identification. Further proof



Fig. 8 Vedere din spate a grupului statuar (imagine prelucratd dupd Canarache et al 1963, p. 2

Rear view of the statuary group (image processed after Canarache et al 1963, p. 20, fig. 5).




Incadrarea cronologici posibila este in a doua
jumitate a secolului al II-lea p.Chr. Iconografia
emisiunilor monetare din Tomis atestd un
grup statuar inrudit in intervalul domniilor
imparatilor de la Septimius Severus la Gordian III
(Volkommer 1994, nr. 2-6; Panait-Birzescu 2013,
p. 96, nota 132).

Statuile de acest tip, reprezentand divinitatea
protectoare a oraselor Tyche/Fortuna, sunt relativ
rare. Foarte rare sunt grupurile statuare reprezen-
tand divinitatea protectoare a unui oras si figura
alegorica a acestuia, in acest caz Pontos. Doar
pentru Tomis este cunoscutd la acest moment atat
atestarea oficiald prin emisiuni monetare diferite
a existentei grupului statuar, cat si grupul statuar
in sine.

Grupul statuar ,Tyche cu Pontos” este cel
mai probabil un produs al unui atelier local
de formatie micro-asiatica, sau chiar din sfera
centrului de la Nicomedia (Alexandrescu-Vianu
2022b, p. 109-110), fiind in orice caz executat la
comanda datorita personalizdrii constatabile la o
analiza atentd, prin elaborarea unei iconografii
unice, adaptate dupa teme uzuale in traditiile
iconografice ale epocii, doar pentru Tomis
(Bordenache 1970, p. 137-138).

Data fiind lipsa atributelor pe care zeita le
tinea in ména dreapta, precum si lipsa coroanei
murale, care este un element definitoriu al repre-
zentarii de Tyche, divinitatea protectoare a unui
orag/cetati, identificarea personajului feminin
ramane neclara (Bordenache 1964, p.173-174:
propunea identificarea cu Afrodita Maritima
sau Afrodita Pontia; Alexandrescu-Vianu 2022b,
p. 108: Tyche din Tomis). Conventional, in lite-
ratura de specialitate, este considerata divinitatea
protectoare a orasului Tomis, Tyche, precizan-
du-se caracterul sincretic si singular al grupului
statuar. Personajul masculin, care poartd doua
dintre atributele uzuale pentru Tyche - coroana
murala §i carma - este, prin aceasta, strans legat
de semnificatia ei, fiind o reprezentare simbolica/
alegoricd pentru mare si succesul activitafilor
legate de aceasta sau chiar pentru oras (Pontos
Euxeinos sau Tomis).
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of this is the fact that the statuary group is not
discussed in the context of special studies on the
representations of Tyche/Fortuna.

The possible dating is in the second half of the
2 century AD. The iconography of the monetary
issues of Tomis attests a related statuary group in
the reigns of emperors from Septimius Severus to
Gordian III (Volkommer 1994, nos. 2-6; Panait-
Birzescu 2013, p. 96, note 132).

Statues of this type representing the patron
deity of the cities, Tyche/Fortuna are relatively
rare. Very rare are groups of statues representing
the patron deity of a city and its allegorical figure,
namely Pontos. Only for Tomis are known at this
time both the official attestation of the existence
of the statuary group through different monetary
issues and the statuary group itself.

The statuary group “Tyche with Pontos” is most
likely a product of a local workshop of micro-Asi-
atic formation, or even from the Nicomedia
center (Alexandrescu-Vianu 2022b, p. 109-110),
being in any case custom-made due to the cus-
tomization ascertainable upon close analysis,
by elaborating a unique iconography, adapted
according to themes common in the iconographic
traditions of the time, only for Tomis (Bordenache
1970, p. 137-138).

Given the lack of the attributes that the goddess
held in her right hand, as well as the lack of the
mural crown which is a defining element of the
representation of Tyche, the protector deity of a
city/city, the identification of the female character
remains unclear (Bordenache 1964, p. 173-174:
proposed identification with Aphrodite Maritima
or Aphrodite Pontia; Alexandrescu-Vianu 2022b,
p. 108: Tyche of Tomis). Conventionally, in the
scientific literature, Tyche is considered the
patron deity of Tomis, specifying the syncretic
and singular character of the statuary group. The
male figure, bearing two of the usual attributes
for Tyche - the mural crown and the helm - is
thus closely linked to her significance, being a
symbolic/ allegorical representation for the sea
and the success of sea-related activities or even
for the city (Pontos Euxeinos or Tomis).
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Unicitatea cazului de la Tomis, unde se
cunoaste reprezentarea uneia dintre divinitatile
protectoare ale orasului, daca nu chiar Tyche si
personificarea acesteia intr-un grup statuar atestat
doar pentru Tomis, atat prin emisiunile monetare
locale (pentru perioada de guvernare a cel putin
cinci imparati), cat si prin grupul statuar in sine,
conferd valoarea deosebita a acestuia din urma.
In plus, caz destul de rar pentru statuile antice in
general, grupul statuar provine dintr-un context
arheologic cunoscut.

Totla Tomis a fost descoperita la finele secolului
al XIX-lea o statuie dedicata zeitei Agathe Tyche,
conform inscriptiei de pe plinta (ISM II 156), pas-
trata aproape in intregime si reprezentand-o pe
zeita purtand coroana murald pe cap, cornul abun-
dentei pe bratul stang, iar langd ea, in dreapta se
pastreaza resturile rotii (Bordenache 1964, p. 172,
fig. 19; Covacef 2002, pl. XIX / fig. 3). Aceasta sta-
tuie este diferitd atat compozitional, cét si calitativ
deceadin grupulstatuardin depozitul de sculpturi,
similare fiind doar dimensiunile, avand o inaltime
de 1,5 m. Cele doua statui de la Tomis se inscriu in
seria statuilor reprezentand personificari ale ora-
selor antice, la moda mai ales in statuaria secolului
al II-lea p.Chr., urménd modelele statuilor denu-
mite Tyche precum cele din Prusias ad Hypium
din Bithynia si din Antiochia (Bordenache 1970,
p. 137; Alexandrescu-Vianu 2022b, p. 108).

O altd ipoteza ar fi aceea ca statuia repre-
zintd un portret imperial in forma statuii unei
divinitati sau un portret privat urmand moda
aulicd. M. Alexandrescu-Vianu (2022b, p. 109)
a evidentiat similaritati cu un portret descope-
rit la Nicomedia si apropiat celui al imparatesei
Sabina, sotia lui Hadrian. Este de avut in vedere
insd faptul ca, la fel ca si in cazul bustului zeitei
Isis din acelasi depozit de sculpturi de la Tomis,
pentru care G. Bordenache (1964, p. 176) sugera
o apropiere de portretul sotiei lui Gordian III,
Tranquillinia, chestiunea nu poate ramane decat
deschisd, in lipsa unei inscriptii care sa enunte
clar intentia reprezentarii.

Datare: a doua jumatate a secolului al II-lea p.Chr.

(C.-G.A)

The uniqueness of the Tomis case, where the
representation of one of the city’s patron deities,
if not Tyche, is known, and its personification in
a statuary group attested only for Tomis, both
by local monetary issues (for the period of rule
of at least five emperors) and by the group of
statues itself, gives the latter its particular value.
Furthermore, in a rather rare case for ancient
statues in general, the group of statues comes from
aknown and documented archaeological context.

Also, in Tomis, a statue dedicated to the
goddess Agathe Tyche was discovered at the end
of the 19" century, according to the inscription
on the plinth (ISM II 156). It is almost entirely
preserved and represents the goddess wearing
the mural crown on her head, the horn of plenty
on her left arm, and next to her, on the right, the
remains of the wheel are preserved (Bordenache
1964, p. 172, fig. 19; Covacef 2002, pl. XIX/ fig. 3).
This statue is different both compositionally and
qualitatively from the one in the statuary group
from the deposit of sculptures, similar only in
size, being 1.5 m high. The two statues from
Tomis are part of the series of statues representing
personifications of ancient cities, fashionable
especially in the statuary of the 2™ century AD,
following the models of the statues called Tyche,
like the one from Prusias ad Hypium in Bithynia
and one from Antioch (Bordenache 1970, p. 137;
Alexandrescu-Vianu 2022b, p. 108).

Another hypothesis is that the statue represents
an imperial portrait in the form of a divinity
statue. M. Alexandrescu-Vianu (2022b, p. 109)
pointed out similarities with a portrait discovered
at Nicomedia and close to that of Empress Sabina,
Hadrian’s wife. It is to be borne in mind, however,
that, as in the case of the bust of the goddess Isis,
from the same deposit of sculptures from Tomis,
for which G. Bordenache (1964, p. 176) suggested
a close resemblance to the portrait of Gordian
[I's wife, Tranquillinia, the question can only
remain open, in the absence of an inscription
clearly stating the intention of the representation.

Dating: second half of the 2™ century AD.

(C.-G. A)






2.
GLYKON

Statuie (nr. inv. 2003)

Realizata din marmurd alb-cenusie, cu vine si pachete
de striuri albastre-cenusii (vizibile mai ales in zona
capului); marmurd de Prokonnesos sau eventual
Thasos Aliki.

Dimensiuni: h totala 66 cm, diametru plintd 56 cm, h
plinta 8 cm; lungimea desfasuratd de la bot la varful
cozii este calculatd la aproximativ 4,76 m (calcul
publicat de Canarache, Aricescu, Barbu, Riddulescu
1963, nr. 24).

Referinte bibliografice: Canarache et al 1963, nr. 24,
p. 109-113, fig. 55-57; Bordenache 1964, p.157-
163; Bordenache 1970, p.135-136; G. Bordenache
Battaglia, LIMC IV (1988), s.v. Glykon, p.283-279,
nr. 1; Covacef 2002, p. 157-158; Alexandrescu-Vianu
2009, p.30; Covacef 2011, nr.8, p.34-35, fig. 12;
Karasalihoglu 2013; Alexandrescu et al 2014, CT18;
Boschung 2015, p.230-232; Alexandrescu-Vianu
2022b, p. 106-108.

Stare de conservare foarte bund, cu ciobituri
cu mici parti lipsa la urechea stangd, la suvita
de pir liberd din dreapta si la soclu. Doua aschii
din plintd au fost reatasate prin lipire. Suprafata
statuii prezintd degradari ale materialului, dar
mai ales depuneri de murdarie, precum si resturi
alb-verzui ale unor amprentari in scopul realizarii
unui mulaj (informatie M. Bolocan).

Statuia a fost lucratd dintr-o singurd bucata
de marmurd, impreuna cu plinta circulara cu
marginea profilata, si reprezinta un animal fan-
tastic, cu trup de sarpe, bot de mamifer (ciine sau
ovind), ochi ficsi ca ai unui caine de pazd, urechi
si plete umane, coada terminata intr-un smoc de
pér, asemeni celei de leu. Din incolécirile trupu-
lui se inalta capul, la verticald, cu privirea atintita
inainte. Pletele constau din suvite groase, indivi-
dualizate, aproape lipite de scalp, dar cu volum,
dintre care doua sunt lasate libere, iar restul date

2.

GLYKON
Statue (inv. 2003)

Carved in grayish-white marble, with blue and grayish
veining and bundles of blue-grayish striations (visible
especially in the head area); Prokonnesos or possibly
Thasos Aliki marble.

Dimensions: total h 66 cm, diameter of plinth 56 cm,
h of plinth 8 cm; length from snout to tip of the tail is
calculated to be about 4.76 m (calculation published by
Canarache, Aricescu, Barbu, Radulescu 1963, no. 24).

References: Canarache et al 1963, nr. 24, p. 109-113,
fig. 55-57; Bordenache 1964, p. 157-163; Bordenache
1970, p.135-136; G. Bordenache Battaglia, LIMC
IV (1988), s.v. Glykon, p.283-279, no. 1; Covacef
2002, p.157-158; Alexandrescu-Vianu 2009, p. 30;
Covacef 2011, no. 8, p. 34-35, fig. 12; Karasalihoglu
2013; Alexandrescu et al 2014, CT18; Boschung 2015,
p- 230-232; Alexandrescu-Vianu 2022b, p. 106-108.

Very good state of preservation, chipping with
small missing parts to the left ear, the right loose
hair strand and the plinth. Two splinters in the
plinth have been reattached by gluing. The surface
of the statue shows degradation of the material,
but especially deposits of dirt as well as greenish-
white remnants of impressions for the purpose of
making a mold (information M. Bolocan).

The statue was carved from a single piece of
marble, together with a circular plinth with a
profiled edge, and represents a fantastic animal
with the body of a snake, the snout of a mammal
(dog or sheep), fixed-eyes like a guard dog,
human ears and human hair, the tail ending in a
tuft of hair like a lion’s. From the coils of the body,
the head rises vertically, looking forward. The
hair locks consist of thick, individualized tufts,
almost close to the scalp but with volume, two of
which are left free and the rest behind the ears.
The head is supported at the nape of the neck by
a small spirally carved rod, 8.5 cm long, also cut
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dupé urechi. Capul este sustinut la ceafd prin-
tr-o mica tija lucratd in spirala, lungd de 8,5 cm,
taiata de asemenea din acelasi bloc de marmura,
care face legatura cu masa inelelor si asigura sta-
bilitatea. Inelele sarpelui sunt executate foarte
abil, cu solzii descrescand gradat, proportional
cu grosimea corpului. Realista este si realizarea

from the same block of marble, which connects
the mass of the rings and provides stability. The
snake’s rings are very skillfully executed, with
the scales descending gradually in proportion
to the thickness of the body. The realization of
the snakes belly is also realistic. The effort to
reproduce these details on the inside of the statue,
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pantecelui sarpelui. Trebuie remarcata stradania
de a reproduce aceste detalii si in partea din inte-
rior a statuii, in locurile ascunse privirii, lucru
destul de dificil, dar cu atat mai remarcabil cu cat
s-a realizat cu minutiozitate. Nu se poate preciza
daca statuia era initial expusa intr-un mod similar
celui actual, putand fi vazuta din toate unghiurile,
eventual chiar pe un postament rotativ.

Statuia a fost identificata ca reprezentand
sarpele Glykon, divinitate inventatd in tim-
pul domniei imparatului Antoninus Pius in
Paphlagonia (pe coasta de sud a Marii Negre),
de Alexandros din Abonuteichos (azi Inebolu,
Turcia), un profet care a prezentat-o ca fiind o
reincarnare a lui Asklepios, organizind un com-
plex cult oracolar si misteric, care a cunoscut un
succes extraordinar mai ales in zona circumpon-
ticd si, de acolo, in cele danubiene, ajungand pana
la Roma, la Atena, dar si in Siria (Robert 1981).
Singura descriere a statuii de cult (in textul lui
Lucian din Samosata) mentioneaza capul de om,
fard alte detalii. Prin exemplarul descoperit la
Tomis sunt clarificate si detalii figurate schema-
tic pe unele emisiuni monetare si care, anterior,
nu erau usor de interpretat (Bordenache 1964,
p. 160-161).

Statuia poate fi incadratd cronologic in a doua
jumadtare a secolului al II-lea — prima jumadtate a
secolului al III-lea p.Chr., tindnd cont de atestarea
literard, epigraficd si mai ales numismatica a aces-
tei divinitdti, care cunoaste amploarea maxima in
timpul domniei lui Severus Alexander. Din punct
de vedere stilistic, statuia se incadreaza in prima
parte a intervalului mentionat (Bordenache 1970,
p. 136), fiind un produs al unui atelier de sculp-
tura cu capacitati artistice iesite din comun, si este
probabil sa fi fost importata ca atare.

Statuile de cult sunt in general o descoperire
rard, cea din cazul de fata are deocamdata statu-
tul de unicitate. Reprezentarile lui Glykon sunt in
general putin frecvente, limitindu-se la amulete
(Bordenache Battaglia 1988, nr. 2-3). O altd posi-
bila reprezentare in piatrd este foarte prost pastrata
(Bordenache Battaglia 1988, nr. 4). Daca statuile
sunt pastrate fragmentar, fard a fi recognoscibile

in the places hidden from view, is quite difficult,
but all the more remarkable because it has been
meticulously carved. It is not possible to say
whether the statue was originally displayed in a
similar way to the present one, and could be seen
from all angles, possibly even on a rotating stand.

The statue has been identified as representing
the serpent Glykon, a divinity invented during the
reign of Emperor Antoninus Pius in Paphlagonia
(southern Black Sea coast), by Alexandros
of Abonuteichos (todays Inebolu, Turkey), a
prophet who presented it as a reincarnation of
Asklepios, organizing a complex oracular and
mysterious cult, which was extraordinarily suc-
cessful especially in the Circumpontic area and
from there in the Danubian area, reaching as far
as Rome, Athens, and Syria (Robert, 1981). The
only description of the cult statue (by Lucian of
Samosata) mentions the head of a man, with-
out further details. The specimen discovered at
Tomis also clarifies details schematically depicted
on some monetary issues and which previously
were not easy to interpret (Bordenache, 1964,
p. 160-161).

The statue can be chronologically placed in the
second half of the 2" century - first half of the
3" century AD, taking into account the literary,
epigraphic and especially numismatic evidence
for this divinity, which reached its maximum
extent during the reign of Severus Alexander.
From a stylistic point of view, the statue belongs
to the first part of the mentioned interval
(Bordenache, 1970, p. 136). It is a product of a
sculpture workshop with extraordinary artistic
skills and was probably imported as such.

Generally, cult statues are a rare find, the
one in the present case has so far, the status of
a unique find. Representations of Glykon are
generally uncommon, being limited to amulets
(Bordenache Battaglia, 1988, nos. 2-3). Another
possible stone representation is very poorly
preserved (Bordenache Battaglia 1988, no. 4). If
the statues are fragmentarily preserved, with no
recognizable defining elements for Glykon, the
differentiation between the representation of
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elementele definitorii pentru Glykon, diferentie-
rea dintre reprezentarea acestei divinitati si cea a
unor serpi din alte culte este foarte dificild. In plus,
data fiind baza de informatii atat de limitatd, nu se
poate afirma cu certitudine, ca toate reprezenta-
rile lui Glykon prezentau toate detaliile vizibile la
statuia de la Tomis. De exemplu, in cazul statuii
de sarpe acefale din muzeul din Amasra, realizata
tot din marmurd, dar care nu prezintd coada ter-
minata in smoc de pdr, identificarea raméane doar
ipotetica (Karasalinoglu 2017), in absenta altor
date, spre exemplu o inscriptie.

Lucian din Samosata (125-180 p.Chr.) prin
lucrarea sa ,,Alexandru, falsul profet” (AAé§avdpog
i Wevdouavtig) constituie singura sursd scrisa
privind cultul lui Glykon. Importanta informa-
tiilor sale, in ciuda caracterului de pamflet al
remarcilor, consta si in faptul cd a fost contem-
poran evenimentelor descrise. El mentioneaza
in legaturd cu activitatea inventatorului cultu-
lui detalii despre imaginea de cult precum si
raspandirea acestuia in zonele circumpontice.
Informatiile isi gasesc confirmare la Tomis, dar si
in regiunea dunareana, la Apulum (Alba Iulia), in
provincia Dacia, fiind atestate epigrafic dedicatii
catre Glykon si chiar si o reprezentare a acestuia,
din pécate precar pastrata (Bordenache Battaglia
1988, nr. 4). Emisiuni monetare din Asia Mica
atestd si ele iconografia lui Glykon (Bordenache
Battaglia 1988, nr. 6-18). Statuia de la Tomis este
un caz foarte rar care poate fi corelat cu surse
antice atat de diverse care atesta numele si icono-
grafia unei divinitati.

Datare: a doua jumadtate a secolului al II-lea -
inceputul secolului al ITI-lea p.Chr.

(C.-G.A)

this deity and that of snakes of other cults is very
difficult. Moreover, given the limited information
base, it cannot be stated with certainty that all the
representations of Glykon showed all the details
visible in the statue at Tomis. For example, in
the case of the statue of an acephalous serpent in
the Amasra museum, also made of marble, but
which does not show the tail ending in a tuft of
hair, the identification remains only hypothetical
(Karasalihoglu 2017), in the absence of other
data, for example an inscription.

Lucian of Samosata (125-180 AD) with his
work “Alexander, the false prophet” (ANé€avSpog
| WYevdopavtig) is the only written source on the
cult of Glykon. The importance of his information,
in spite of the pamphlet character of his remarks,
also lies in the fact that he was contemporary
with the events described. He mentions that, in
connection with the activity of the cult’s inventor,
there are details about the cult’s image as well
as its spread in the circum-pontic areas. The
information finds confirmation in Tomis, but
also in the Danubian region, at Apulum (Alba
Iulia), in the province of Dacia, with epigraphic
attestations of dedications to Glykon and even
a representation of him, unfortunately, poorly
preserved (Bordenache Battaglia, 1988, no. 4).
Monetary issues from Asia Minor also attest the
iconography of Glykon (Bordenache Battaglia,
1988, nos. 6-18). The statue from Tomis is a
very rare case that can be correlated with such
diverse ancient sources attesting to the name and
iconography of a deity.

Dating: second half of the 2™ - early 3%
century AD.

(C.-G. A)



3.
NEMESEIS

Grup statuar (nr. inv. 2004)

Realizat din marmura alba, cu cristale de dimensiuni
medii, probabil Thasos Aliki.
Dimensiuni: h = 1,045 m; 1 fronton = 72,8 cm; h soclu
cu inscriptie = 10,5 cm; 1 soclu = 73,2 ¢cm; adancime
25,2-28,2 cm; h statui 63 cm.

Referinte bibliografice: Canarache et al 1963, nr. 16,
p. 83-85, fig.42-45; Bordenache 1964, p.165-
167, fig. 11-12; Alexandrescu-Vianu 2009, p. 33;
Covacef 2011, nr.9, p.36-37, fig. 13; Mirgineanu
Carstoiu 2011; Bauchhenp 2013; Oppermann 2013;
Alexandrescu et al 2014, CT16; Alexandrescu-Vianu
2022b, p. 116-117; ISM 11 148; ISM V1.1, 148.

Starea de conservare este relativ buna. Piesa a
fost spartd din vechime in mai multe bucati, care
au fost colectate cu grija si depuse in groapa in
care au fost gasite, dupa cum se poate observa si
pe fotografiile din momentul descoperirii (vezi
mai ales cea de la p. 10).

Fragmentele reperate ca apartindnd acestui
monument au fost in mare parte lipite la loc.
Lipsesc coloana din dreapta in intregime (acum
reconstituitd din ciment alb si ghips, confom Fisei
de conservare a muzeului, autor M. Bolocan),
precum si mana dreapta a statuetei din stanga
si coltul acroterei din stanga. Mici deteriorari
si sparturi sunt vizibile la capetele si vesmintele
ambelor personaje, ca si la rigla gradata a statue-
tei din dreapta. Partea din spate a monumentului
prezinta pe toatd latimea o crdpatura semnifica-
tivd, restaurata.

Inscriptie bilingva (latind/greaca) amplasatd pe
soclu: C(aius) Herennius Charito votum solvit/
[(&iog) Epévviog Xapitwy evéduevog

Traducerea inscriptiei: ,,Caius Herennius Charito
si-a indeplinit promisiunea”

3.

NEMESEIS
Statuary group (inv. 2004)

Carved in white marble with medium-sized grains,
probably from Thasos Aliki.

Dimensions: h = 1.045 m; pediment width 72.8 cm;
h of plinth with inscription 10.5 cm; width of plinth
73.2 cm; depth 25.2-28.2 ¢cm; h of statues 63 cm.

References: Canarache et al 1963, no. 16, p. 83-85,
figs. 42-45; Bordenache 1964, p. 165-167, fig. 11-12;
Alexandrescu-Vianu 2009, p.33; Covacef 2011,
no.9, p.36-37, fig. 13; Margineanu Carstoiu 2011;
Bauchhenf 2013; Alexandrescu etal 2014, CT16;
Oppermann  2013; Alexandrescu-Vianu = 2022b,
p. 116-117; ISM II 148; ISM V1.1, 148.

The state of preservation is relatively good. The
piece has been broken into several pieces since
ancient times, which have been carefully collected
and deposited in the pit in which they were found,
as can be seen in the photographs of the time of
discovery (see especially p. 10). The fragments
found to belong to this monument have largely
been glued in place. The column on the right is
missing in its entirety (now reconstructed in white
cement and plaster, according to the museum’s
conservation sheet, author M. Bolocan), as well
as the right hand of the statue on the left and the
corner of the left acroterion. Small damages and
cracks are visible on the heads and garments of
both figures, as well as on the graduated ruler of
the right statue. The back of the monument has a
significant restored full-width crack.

Bilingual (Latin/Greek) inscription on the plinth:
C(aius) Herennius Charito votum solvit / I'(&iog)
Epévvios Xapitwv evédpevos

Translation of the inscription: “Caius Herennius
Charito fulfilled his promise”.






Monumentul, tiiat dintr-un singur bloc
de marmura, reprezintd intr-un mod aproape
tridimensional un templu de tip prostil in
miniaturd, cu fronton, antablament si doua
coloane. In spatiul dintre cele doud coloane sunt
reprezentate, pe o plinta comuna trapezoidala,
doua statuete distincte, dar foarte asemanitoare,
fiecare reprezentind-o pe Nemesis in picioare,
tindnd in ménd o rigla gradata, simbol al masurii
in misiunea zeitei de a recompensa binele si de a
pedepsi raul si lipsa de mésura. Cele doud statui
ale zeitei fac, de la nivelul omoplatilor in jos, corp
comun cu fundalul/ peretele din spate al micului
templu, aspect vizibil doar daca monumentul este
privit din lateral.

Frontonul triunghiular este bogat profilat. In
centrul sdu se vede, in relief, o cunund groasa
din frunze de laur, legatd in partea de jos cu
o panglicd, prelungitdi de o parte si de alta,
ondulatd si simetrica. Pe colturile extreme ale
frontonului se afld cate o acrotera cu palmeta si
frunzi de acant. In spatele varfului frontonului
se afla o portiune platd prevazutd cu o gaura de
fixare pentru un element de decor suplimentar,
lucrat separat. Antablamentul este simplu, cu trei
registre adancite, acordandu-se cu stilul pseudo-
corintic al capitelurilor cu frunze de acant de
deasupra coloanelor si a pilastrilor din fundal.
Coloanele sunt redate tridimensional si stau pe
baze de tip ionic attic. Cea din stdnga, singura
pastratd in intregime, este simpla, usor ingrosata
la mijloc. Spatele monumentului nu este prelucrat
dincolo de degrosarea minimald pentru a da
forma intentionata, ceea ce dovedeste cd acesta
era destinat sd fie expus adosat unui perete sau
intr-o nisa.

Cele doua zeite sunt reprezentate frontal,
sprijinindu-se in piciorul drept, cu cel stang foarte
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The monument, carved from a single block
of marble, is an almost three-dimensional rep-
resentation of a miniature prostyle temple, with
pediment, entablature and two columns. In the
space between the two columns, on a common
trapezoidal plinth, are two distinct but very sim-
ilar statues, each depicting Nemesis standing,
holding a graduated ruler, a symbol of measure in
the goddess’s mission to reward good and punish
evil and lack of measure. The two statues of the
goddess are, from the level of the shoulder blades
downwards, joined to the background/back wall
of the small temple, visible only when the monu-
ment is viewed from the side.

The triangular pediment is richly profiled.
In its center is a thick wreath of laurel leaves in
relief, tied at the bottom with a ribbon, extended
on either side, wavy and symmetrical. At the
extreme corners of the pediment is an acroterion
with palmette and acanthus leaf. Behind the
pediment’s apex there is a flat portion with a hole
for an additional, separately worked decorative
element. The entablature is simple, with three
recessed registers, in keeping with the pseudo-
Corinthian style of the acanthus leaf capitals above
the columns and pilasters in the background. The
columns are three-dimensionally rendered and
stand on Attic Ionic bases. The one on the left,
the only one preserved in its entirety, is simple,
slightly thickened in the middle. The back of
the monument is not worked beyond minimal
roughening to give it its intended shape, which
proves that it was intended to be displayed against
a wall or in a niche.

The two goddesses are depicted frontally,
leaning on their right leg, with the left leg slightly
flexed, slightly turned outwards and to the side.
The rich hair is parted on the forehead and
slicked back into two large curls, then brought to
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putin flexat, usor retras spre exterior si in lateral.
Parul bogat este despartit pe frunte si coafat spre
spate in doud suluri mari, aduse apoi spre crestet
unde sunt prinse si cad in lateral. Doua bucle
scurte se desprind pe langa urechi. Fetele aproape
copildresti sunt foarte asemanatoare. Ochii sunt
migdalati, cu irisul marcat, si canalul lacrimal
redat destul de stangaci, tot cu trepanul. Coafura
si fata plina gasesc analogii in traditia elenistica
de reprezentare a Afroditei. Cele doua figuri sunt
insa lipsite de expresie.

Bratul drept al zeitei din dreapta este com-
plet conservat si arata clar asa-numitul gest al lui
Nemesis, care scuipa in san. Cea din stinga are
aceeasi posturd. In Antichitate acest gest super-
stitios, practicat mai ales de barbati, avea menirea
de a indeparta pedeapsa zeilor, mai ales a zeitei
Nemesis, in situatii considerate a fi pasibile de
repercursiuni, fiind depésitd masura si stirnita
mania zeilor. Gestul a ajuns sa fie transferat in
iconografia zeitei, devenind unul caracteristic
(Bauchhenf 2013, p.79). In mainile lor stangi
coborite, sprijinit pe antebrat, ambele zeite sus-
tin rigla gradata, atributul cu care Nemesis le
aminteste muritorilor de ,,moderatia in cuvinte
si fapte”.

Ambele poarta un vesmant de corp lung
cu madneci scurte, acoperit de un alt vesmant
care le ajunge aproape pana la glezne si al carui
pliu (apoptygma) al marginii superioare ajunge
aproape pand sub partea superioard a coapsei.
O vedere din profil arata cd imbracdmintea de
deasupra era deschisd pe partea dreapta: ambele
tivuri cad in jos in linii in zig-zag; la statueta
din dreapta este redat si un ciucure rotund intr-
unul dintre colturile pliate pand in fatd. Bucata
de stofa pliatd intr-un fald gros, care traverseaza
diagonal trunchiul de la umarul drept la soldul
stang, este mai greu de interpretat. Se remarca
fixarea pe umeri cu brose rotunde. Chiar daca
pare a fi o piesd de imbracdminte separata, ar
trebui sa fie vazutd ca parte a vesmantului de
deasupra, deoarece ambele bucati de tesatura
trebuie sa ii apartind. Asadar, imbracdmintea
de deasupra a fost drapata ca si himation-ul

the crown where they are pinned up and fall to
the side. Two short curls are parted by the ears.
The almost childlike faces are very similar. The
eyes are almond-shaped, with the iris marked,
and the tear duct rendered rather awkwardly, all
with trepanation. The hairstyle and full face find
analogies in the Hellenistic tradition of depicting
Aphrodite. But the two figures are expressionless.

The right arm of the goddess on the right is
fully preserved and clearly shows the so-called
gesture of Nemesis spitting into her breast.
The one on the left has the same posture. In
antiquity, this superstitious gesture, practiced
mainly by men, was intended to ward off the
punishment of the gods, especially the goddess
Nemesis, in situations considered to be liable to
repercussions, being out of line and incurring
the wrath of the gods. The gesture came to be
transferred into the iconography of the goddess,
becoming a characteristic one (Bauchhenf 2013,
p. 79). In their lowered left hands, resting on their
forearms, both goddesses hold the graduated
ruler, the attribute with which Nemesis reminds
mortals of “moderation in word and deed”.

They both wear a long, short-sleeved body
garment, covered by an outer garment that
reaches almost to their ankles and whose fold
(apoptygma) of the upper edge reaches almost
below the upper thigh. A profile view shows that
the outer garment was open on the right side:
both hems fall down in zigzag lines; the right
statuette also shows a round tassel in one of the
folded corners, folded forward. The piece of cloth
folded into a thick fold running diagonally across
the torso from the right shoulder to the left hip
is more difficult to interpret. The round brooch
fastening on the shoulders stands out. Even
though it appears to be a separate garment, it
should be seen as part of the outer garment, as
both panels of fabric must belong to it. Thus, the
outer garment was draped like the archaic girls’
himation (korai), which was also characterized by
a particularly pronounced upper hem.

Another complex feature is the narrow girdle,
just below the breasts, which, in both goddesses,
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fetelor arhaice (korai), care era caracterizat,
de asemenea, de un tiv superior deosebit
de pronuntat.

O altd caracteristicd complexd este cingdtoarea
ingustd, chiar sub sani, care, la ambele zeite,
prinde vesmantul de deasupra. Caracteristica este
draparea faldurilor perpendiculare din partea
din fata, intr-un mod arhaizant, la fel ca tivurile
vesmintelor de deasupra de pe partea dreapta,
dénd impresia unei statui arhaice.

Zeitele poarta sandale simple, constand
dintr-o talpad plata tinuta liber pe picior de o curea
in forma de Y, care trece intre primul si al doilea
deget si in jurul ambelor parti ale labei piciorului.

Analiza monumentului din punct de vedere
arhitectural (Margineanu-Carstoiu  2011) a
concluzionat ca executia precisa si proportiile
constructiei sunt deosebite, putind indica faptul
ca a fost folosit un model bine stabilit, redus la
scara si adaptat destinatiei votive a piesei, cele
doua coloane scoase din reprezentare permitand
reprezentarea detaliatd a celor doua statuete.

Tot de la Constanta provin doua statuete din
colectiile Muzeului National de Antichitdti din
Bucuresti (ajunse la Muzeul National de Istorie
a Romaniei), care au fost cel mai probabil parte
dintr-un monument similar (Bordenache 1969,
nr. 91). Statuetele sunt de sine statatoare, cu plinta
separatd (pastrata doar intr-un caz), si prezinta
foarte multe asemdnari cu cele doud zeite din
monumentul descoperit in tezaurul de sculpturi,
mai ales in ceea ce priveste vesméntul si modul
de reprezentare (Bauchhenp 2013), indicand un
model comun. Starea de conservare diferitd si
mai ales lipsa capetelor celor doua statuete nu
permit alte consideratii. Drapajul hainelor de pe
partile din fata in cazul statuetelor din colectia
bucuresteand nu poate poate fi pus in acord cu
cel de pe partile din spate. Umfldtura diagonala
continud pe spate, dar nu poate fi legata de
niciuna dintre celelalte parti ale imbridcamintei;
si apoptygma vesmantului de deasupra, ajungand
aproape pand la jumadtatea coapsei, exista, dar
se desfisoara intr-o linie aproape dreapt.
Mai este, de asemenea, o a doua apoptygma,

clasps the outer garment. Characteristic is the
draping of the perpendicular folds at the front, in
an archaizing manner, like the hems of the outer
garment on the right side, giving the impression
of an archaic statue.

The goddesses wear simple sandals, consisting
of a flat sole held loosely on the foot by a Y-shaped
strap running between the first and second toes
and around both sides of the foot.

The analysis of the monument from an
architectural point of view (Margineanu-Carstoiu
2011) concluded that the precise execution
and the proportions of the construction are
outstanding, indicating that a well-established
model was used, reduced to scale and adapted to
the votive purpose of the piece, the two columns
removed from the representation allowing the
detailed representation of the two statues.

Also, from Constanta come two statuettes
from the collections of the National Museum of
Antiquities in Bucharest (now in the Romania’s
National Museum of History) which were most
probably part of a similar monument (Bordenache
1969, no. 91). The statues are freestanding, with a
separate plinth (preserved in only one case), and
show many similarities with the two goddesses
from the monument discovered in the sculpture
hoard, especially in terms of their clothing and
mode of representation (Bauchhenf 2013),
indicating a common pattern. The drape of the
clothes on the front parts cannot be matched
with that on the back parts. The diagonal bulge
continues down the back, but cannot be related
to any of the other parts of the garment; and
the apoptygma of the outer garment, reaching
nearly to mid-thigh, exists, but runs in an almost
straight line. There is also a second apoptygma,
which additionally structures the garment,
almost in the middle of the upper part of the
body. The working of the back differs greatly
from that of the front, the folds being rendered
only schematically, without expression, as if the
sculptor had a good reference only for the front,

and had to be content with his own composition
for the back.



care structureazd suplimentar imbracamintea,
aproape in mijlocul partii superioare a corpului.
Prelucrarea partii din spate difera foarte mult de
cea de pe partea din fatd, pliurile fiind redate doar
schematic, fard expresie, ca si cum sculptorul ar
fi avut o buna referinta numai pentru partea din
fatd, iar pentru partea din spate a trebuit sa se
multumeasca cu o compozitie proprie.

Cele doud descoperiri sunt insa argumente
pentru existenta la Tomis a unei clientele care
alegea aceastd forma speciala de reprezentare a
zeitei Nemesis, dupd modelul din Smyrna (unde
zeita face parte din mitul de refondare al cetitii) si
din alte centre din Asia Mica. Modul arhaizant de
reprezentare al vesmintelor zeitelor este singular
intre exemplele cunoscute pentru Nemesis si
poate fi eventual vorba de o variantd elaborata
pentru Tomis (Bauchhenf 2013, p. 82).

Desi inscriptia nu nominalizeaza divinitatea
careia ii este adresatd dedicatia, reprezentarile
pot fi identificate ca Nemeseis, mai ales in baza
gestului caracteristic al mainii drepte.

Cele mai vestice atestdri epigrafice ale cultului
dublei Nemesis sunt un fragment de mic altar
votiv cu inscriptie in limba greacd descoperit in
Dacia, langa Napoca (Cluj-Napoca), la Valcele,
si o dedicatie de la Astorga (Bauchhenf 2013).
Modul de reprezentare, frontal si pe un postament
comun, se regiseste si in alte reprezentdri
descoperite la Efes si pe Thasos, dar in format si
cu caracteristici diferite. Pe emisiunile monetare
de la Smyrna, dat fiind ca de acolo nu se cunosc
pand acum statui sau reliefuri, cele doud zeite
sunt reprezentate din profil si cu diferite atribute.

Redarea arhaizantd a vesmintelor este destul
de rard si nu in ipostaza dubld a zeitei. Astfel ar
fi de mentionat o statueta, destul de apropiatd ca
design si executie de cele tomitane, descoperita
la Apulum/ Alba Iulia, in Dacia, una dintre
emisiunile monetare de la Smyrna (unde este
figurata alaturi de Homonoia), precum si eventual
o statuie descoperita in gimnaziul din Salamina,
insula Cipru.

In provincia Moesia Inferior sunt cunoscute
mai multe reprezentdri sub forma de reliefuri si
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The different state of preservation and espe-
cially the missing heads of the two statuettes do
not allow further considerations. However, the
two finds are arguments for the existence at Tomis
of a clientele that chose this particular form of
representation of the goddess Nemesis, follow-
ing the model from Smyrna (where the goddess
is part of the myth of the re-founding of the city)
and other centers in Asia Minor. The archaistic
mode of representation of the goddesses’ gar-
ments is singular among the known examples of
Nemesis and may possibly be an elaborate variant
for Tomis (Bauchhenf 2013, p. 82).

Although the inscription does not name the
deity to whom the dedication is addressed, the
representations can be identified as Nemesis,
especially on the basis of the characteristic gesture
of the right hand.

The western most epigraphic attestations of
the cult of the double Nemesis are a fragment of
a small votive altar with Greek inscription found
in Dacia, near Napoca (Cluj-Napoca), at Vilcele,
and a dedication from Astorga (Bauchhenf
2013). The mode of representation, frontal and on
a common base, is also found in other representa-
tions discovered at Ephesus and Thasos, but in a
different format and with different characteris-
tics. On monetary issues from Smyrna, since no
statues or reliefs are known from there so far, the
two goddesses are depicted in profile and with
different attributes.

The archaistic rendering of the garments is
quite rare and not in the double goddess. Thus,
we should mention a statuette, quite close in
design and execution to the ones from Tomis,
discovered at Apulum/ Alba lulia, in Dacia, one
of the monetary issues from Smyrna (where she
is depicted alongside Homonoia), and possibly a
statue discovered in the gymnasium of Salamis,
Cyprus island.

In the province of Moesia Inferior several
representations in the form of reliefs and statuettes
are known, on which Nemesis (not in the double
hypostasis) is depicted with specific attributes
(scales, globe, wheel, whip, graduated ruler) and
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statuete, pe care Nemesis (nu in ipostaza dubla)
este infatisatd cu atribute specifice (balanta,
globul, roata, biciul, rigla gradata) si cu un acolit
precum grifonul (Covacef 2002, p. 144; Buzoianu,
Barbulescu 2012, p. 66-67 si 171).

Ipoteza existentei unui templu al zeitei
Nemesis sau chiar un sanctuar al celor doua
Nemesis la Tomis nu poate fi elaborata, data
fiind baza de informatii existenta (Covacef 2002,
p. 144). Pe emisiuni monetare din Histria, Tomis
si Callatis Nemesis este reprezentata, dar nu in
ipostaza dubla si nu in cadru arhitectonic, fara a
avea vesmintele redate in manierd arhaizanta, ci
doar ca figurd in picioare, cu atribute specifice
(Panait-Birzescu 2013, p. 96-97), uneori preluand
si cornul abundentei de la Tyche si aripile de la
Nike. S-a remarcat faptul ca exclusiv pe emisiunile
tomitane din secolul al III-lea, Nemesis are ca
atribute rigla gradatda si fraul, in unele cazuri
zeita avand aripi (Panait-Birzescu 2013, p. 97,
nota 142).

Nu exista pana acum dedicatii la Tomis
care sa lege cultul zeitei Nemesis de luptele de
gladiatori, activitate cu care sunt in multe cazuri
corelate sanctuarele dedicate zeitei in provinciile
Imperiului roman, fiind chiar incluse in sau
amplasate langd amfiteatru.

Datare: mijlocul secolului al II-lea p.Chr.

(C.-G. A)

with an acolyte such as the griffin (Covacef 2002,
p. 144; Buzoianu, Barbulescu 2012, p.66-67
and 171).

The hypothesis of the existence of goddess
Nemesiss temple or even a sanctuary of the two
Nemesis at Tomis cannot be elaborated, given
the existing information base (Covacef 2002,
p. 144). On monetary issues from Histria, Tomis
and Callatis, Nemesis is depicted, but not in the
double hypostasis and not in an architectural
setting, without having her garments rendered
in an archaistic manner, but only as a standing
figure with specific attributes (Panait-Birzescu
2013, p. 96-97), sometimes also taking the horn
of plenty from Tyche and the wings of Nike. It
has been noted that exclusively on third-century
issues of Tomis, Nemesis has as attributes the
graduated ruler and the bridle, in some cases
the goddess having wings (Panait-Birzescu 2013,
p. 97, note 142).

So far there are no dedications at Tomis linking
the cult of the goddess Nemesis to gladiatorial
combat, an activity with which sanctuaries
dedicated to the goddess in the provinces of the
Roman Empire are in many cases correlated,
being even included in or located near the
amphitheater.

Dating: mid-2" century AD.

(C-G.A)






4.
HEKATAION

Statueta (nr. inv. 2006)

Realizat din marmura zaharoidd, corodata, acoperité
partial cu depuneri de calcar.
Dimensiuni: h = 71,5 cm.

Referinte bibliografice: Canarache etal 1963,
nr. 14, p. 73-78; Covacef 2011, p. 38-39, fig. 14-16;
Alexandrescu-Vianu 2009, nr. 1, p. 28; Alexandrescu-
Vianu 2022b, nr. 4, p. 112.

De departe cea mai reusita piesa a lui Hekate
din cadrul tezaurului, monumentul o infatiseaza
pe zeita, ca de obicei, in tripla reprezentare, cu
cele trei corpuri lipite spate in spate. Uneia dintre
imagini ii lipseste capul in intregime, precum
si o parte din antebratul drept. In toate cele trei
imagini, zeita apare imbracata cu douad chiton:
unul mai subtire, de la care se vede doar partea
inferioard, acoperind laba piciorului; peste acesta,
al doilea chiton, repliat, cade pana aproape de
glezne. Pe partea repliata (kolpos), de o parte
si de alta a liniei mediane, se vad cute paralele,
la distante egale. Prin felul in care este infatisat
chiton-ul, ca si faldurile care scot in relief formele
picioarelor, statuia aminteste de kore-le arhaice.

Toate figurile poarta un kalathos cilindric. Una
dintre figuri {ine in mana stanga o faclie lunga, mai
subfiata in jos si ajungind de la pdmant pana la
umar. Flacdra, care trebuia sa fi fost indreptata in
sus, lipseste. In mana dreapta zeita tine un vas, din
care toarnd apa in gura cainelui asezat pe labele
dinapoi la picioarele ei si tinind botul intins spre
vas, astfel incat firul de apa sd i se prelinga in gura.

Prin finetea si siguranfa cu care sunt tdiate
liniile vesmantului, prin pozitia capului cu
privirea indreptatd inainte, statuia respirda multa
severitate si prestantd, deosebindu-se de toate
celelalte monumente cu Hekate ale depozitului de
la Constanta. Este o lucrare de o calitate mai buna,

4.
HEKATAION

Statuette (inv. no. 2006)

Carved in saccharoid, corroded marble, partly covered
with limestone.
Dimensions: h = 71.5 cm.

Bibliography: Canarache et al 1963, no. 14, p. 73-78;
Covacef 2011, p.38-39, figs. 14-16; Alexandrescu-
Vianu 2009, no. 1, p. 28; Alexandrescu-Vianu 2022b,
no. 4, p. 112.

By far the most accomplished Hekate piece
in the Hoard, the depicts the goddess, as usual,
in triplicate, with the three bodies joined back to
back. One of the images is missing the entire head
and part of the right forearm. In all three images,
the goddess appears wearing two chiton: a thinner
one, from which only the lower part is visible,
covering the foot; over this, the second chiton,
folded, falls almost to the ankles. On the folded
part (kolpos), on either side of the median line,
you can see parallel folds, at equal distances. By
the way the chiton is depicted, as well as the folds
that highlight the shapes of the legs, the statue is
reminiscent of the archaic kore.

All the figures wear the cylindrical kalathos.
One of the figures is holding a long torch in its left
hand, tapering downwards and reaching from the
ground to the shoulder. The flame, which should
have been pointing upwards, is missing. In her
right hand, the goddess holds a bowl from which
she pours water into the mouth of the dog sitting
on its hind legs at her feet, holding its muzzle
outstretched towards the bowl so that the water
trickles into its mouth.

By the smoothness and certainty with which
the lines of the garment are cut, by the position of
the head with the gaze directed forward, the statue
exudes great severity and poise, differing from
all the other Hekate monuments in Constanta









executatd cu mai multa artd si constiinciozitate,
atdt in ceea ce priveste tratarea elementelor
anatomice, cat si reproducerea vesmintelor, care
sunt redate cu minutiozitate si elegantd.

Cele trei figuri au géatul lung, robust si capul
semet, cu privirea indreptata inainte. Marmura
fiind corodata, nu se mai observa detaliile fetei,
exceptie facand orbitele ochilor bine pastrate.
Despartit usor printr-o cdrare la mijloc, parul este
facut rulou in jurul capului. Un val venit din spate
cade pe umeri si se lasd pe piept, strangandu-se pe
talia ridicata.

Se remarcd la acest monument o crustd de
calcar care lipseste la celelalte patru reprezentari
clare ale zeitei. La data descoperirii specialistii
au explicat acest detaliu, motivand ca piesa a fost
probabil indelungat péstratd intr-un sol umed si
calcaros. Acest presupus sol nu este insa specific
terenului in care a fost descoperit tezaurul. Din
acest motiv, s-a presupus ca statuia de fatd este
dintr-o epocd mai veche decét celelalte, ca a
ramas ingropatd mult timp intr-o altd locatie,
apoi redescoperita in secolul al III-lea, refolosita
si apoi ingropatd iar, impreund cu celelalte piese
ale depozitului. Daca aceasta teorie este una
valabila, atunci piesa poate fi datata la finalul
epocii elenistice, intrucat se incadreaza in moda
sculpturilor arhaizante, de caracter neo-attic.
Statueta, ca atitudine a corpului si a figurii, cat si
ca tratare rigida a vesmantului, poate fi comparata
cu statuia Atenei de la Poitiers sau cu statuile
arhaizante ale Atenei si Artemisei de la Pompei
(Canarache et al 1963, p. 74).

Datare: secolul I a.Chr. - secolul I p.Chr.

(C.C)

115

warehouse. It is a work of better quality, executed
with more art and conscientiousness, both in the
treatment of the anatomical elements and the
reproduction of the garments, which are rendered
with meticulousness and elegance.

The three figures have long, sturdy necks and
a stocky, forward-facing head. As the marble is
corroded, the details of the face are no longer
visible, except for the well-preserved eye sockets.
Slightly parted by a path down the middle, the
hair is curled around the head. A veil from the
back falls over the shoulders and drapes over the
chest, tightening at the raised waist.

This monument shows a limestone crust that
is missing from the other four clear representa-
tions of the goddess. At the time of the discovery
experts explained this detail by saying that the
piece had probably been kept in damp, calcareous
soil for a long time. However, this supposed soil
is not specific to the terrain where the hoard was
discovered. For this reason, it has been assumed
that the present statue is from an earlier period
than the others, that it was buried for a long time
in a different location, then rediscovered in the
3" century, reused, and then buried again, along
with the other pieces in the hoard. If this theory
is a valid one, then the piece can be dated at the
end of the Hellenistic era, as it fits the fashion
of archaizing sculptures of a neo-attic character.
The statuette, in the attitude of the body and the
figure, as well as in the rigid treatment of the gar-
ment, can be compared with the statue of Athena
from Poitiers or with the archaizing statues of
Athena and Artemis from Pompeii (Canarache
et al 1963, p. 74).

Dating: 1* century BC - 1* century AD.

(C.C)



S.
HEKATAION

Statueta (nr. inv. 2010)

Realizatd din marmura alba, cu granule mici.
Dimensiuni: h = 53 cm.

Referinte bibliografice: Canarache etal 1963,
nr. 13, p. 69-72; Covacef 2011, p.40-41, fig. 17-19;
Alexandrescu-Vianu 2009, nr. 2, p. 28; Alexandrescu-
Vianu 2022b, nr. 5, p. 112-113.

Cultul zeitei Hekate a inceput sd se raspan-
deasca, in intreaga lume greacd, incd din sec. V
a.Chr, si a ajuns astfel si in vestul Mdrii Negre
(Pontos Euxeinos), unde deja negustorii eleni
intemeiaserd colonia Histria si pusesera bazele
unui emporion (port de escald, targ) la Tomis.
In stransa legiturd cu aceastd colonizare greaca
se poate explica si popularitatea zeitei Hekate,
cea care, pe langa toate celelalte caracteristici si
atribute, era considerata si protectoare a orase-
lor marine si a marinarilor, cea care asigura, in
bune conditii, traversarea nesfarsitelor intinderi
de apa. In acelasi timp, Hekate era protectoare a
pescarilor si cea care, potrivit traditiei, a inven-
tat navodul, plasa de pescuit, simbolizand astfel
bunaéstarea si trajul indestulat.

Popularitatea zeitei este evidenta si dintr-un
alt punct de vedere: intr-o lume romana tolerant
religioasa si plina de zeitati, ea se afla la loc de
cinste, fiind adesea reprezentata pe monumente,
chiar dacd uneori stdngaci si sub chipul unor
produse de serie. Inca un lucru trebuie evidentiat:
din cele 24 de piese ce compun Tezaurul de
sculpturi, nu mai putin de cinci sunt clar imagini
ale zeitei Hekate, cea de a sasea (atribuita Selenei)
putand fi, de asemenea, pusd in legiturd cu
cultul sdu.

Piesa de fata este o statueta din care s-au
pastrat, in mare, imaginile zeitei, dar nu si
portiunea inferioard, picioarele (la doua dintre

S.
HEKATAION

Statuette (inv. no. 2010)

Carved in fine, white, small grained marble.
Dimensions: h = 53 cm.

References: Canarache et al 1963, no. 13, p. 69-72;
Covacef 2011, p.40-41, figs. 17-19; Alexandrescu-
Vianu 2009, no. 2, p. 28; Alexandrescu-Vianu 2022b,
no. 5, p. 112-113.

The cult of the goddess Hekate began to
spread throughout the Greek world as early as the
5% century BC, and thus reached the western Black
Sea (Pontos Euxinus), where Greek merchants
had already founded the colony of Histria and laid
the foundations of Tomis emporion (port of call,
market). The popularity of the goddess Hekate,
who, in addition to all her other characteristics
and attributes, was considered to be the protector
of sea towns and sailors, and who ensured that
the endless stretches of water could be crossed in
good conditions, can be explained by the fact that
she was closely linked to this Greek colonization.
At the same time, Hekate was the protector of
fishermen and, according to tradition, the one
who invented the fishing net, symbolizing wealth
and a prosperous life.

The popularity of the goddess is also evident
from another point of view: in a tolerantly
religious and deity-filled Roman world, she was
in place of honour, often depicted on monuments,
albeit sometimes clumsily and in the disguise
of mass-produced products. One more thing
to emphasize: of the 24 pieces in the Sculptures
Treasure, no less than five are clearly images of
Hekate, and the sixth (attributed to Selena) can
also be linked to her cult.

The present piece is also a statuary ensemble,
made of fine white marble, of which the images
of the goddess have mostly been preserved, but
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reprezentari) si o parte din soclul pe care statueta
a fost pusa. Toate cele trei reprezentari ale zeitei
au greutatea corpului lasatd pe un picior, celdlalt
fiind indoit din genunchi si impins usor inainte.

Mainile zeitei tin deja obisnuitele sale atribute:
faclia, biciul, un vas, o pasire, un sarpe, in timp
ce la baza ansamblului apare si cainele. Toate cele
trei corpuri sunt invesmantate in tunici (chiton)
cu maneci scurte, iar la mijloc sunt incinse cu un
bréau ce trece pe sub séni, dar care este petrecut si
peste bratele lipite de corpuri. Cele trei figuri nu
sunt identice: doua au fata mare si ovala, in timp
ce a treia are conturul ceva mai rotund. Mai mult,
expresia lor nu este aceeasi, doud sunt senine iar
cea de a treia, incruntata. Toate fetele au gura
mica si ochii mari, au pe cap céite o diadema iar
parul tratat sumar este impartit in doud, avand
cdrare pe mijloc.

Desi este o lucrare de serie, in care multe detalii
au fost neglijate, creatorul piesei a depus efort in
reprezentarea unor elemente si detalii, ceea ce
face ca artefactul sd aiba si o valoare artistica.
Astfel, se observa cum una dintre figuri tine in
mana stanga, strans la piept, o pasdre, in timp ce
in méana dreaptd se afld, intins pe langé corp, un
sarpe. O a doua figura tine, tot strans la piept, un
céine cu urechi mari, in timp ce cu mana dreapta
toarnd apd dintr-un vas (pastrat fragmentar)
in gura celuilalt caine, care se afld la picioare (si
care s-a pastrat de asemenea, partial). Cea de a
treia figura a zeitei {ine in méana stanga o ficlie cu
flacdra in sus, sprijinitd de sold si de umar.

Datare: secolul III p.Chr.

(C.C)
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not the lower portion, the legs (in two of the
representations) and part of the plinth on which
the statues were placed. All three representations
of the goddess have the weight of the body resting
on one leg, the other bent at the knees and pushed
slightly forward.

The hands of the goddess are already holding
her usual attributes: the torch, the whip, a vessel,
a bird, a snake, while at the base of the ensemble
the dog appears. All three bodies are clothed in
short-sleeved (chiton), and in the middle, they
are encircled by a waistline that passes under the
breasts but also over the arms attached to the
bodies. The three figures are not identical: two
have large oval faces, while the third has a slightly
rounder outline. Moreover, their expressions are
not the same: two are serene and the third frowns.
All the faces have small mouths and large eyes,
each has a tiara on its head, and the hair is briefly
treated and parted in two, with a middle parting.

Although it is a mass-produced work, in which
many details have been neglected, the creator of
the piece has put effort into the representation
of certain elements and details, which makes the
artifact of greater artistic value than the previous
ones. For example, one of the figures holds a bird
in its left hand, clutched to its breast, while in
its right hand, a snake is lying close to its body.
A second figure holds a large-eared dog, also
clutched to its chest, while with its right hand, it
pours water from a bowl (preserved in fragments)
into the mouth of the other dog, which is at its feet
(also partially preserved). The third figure of the
goddess holds a torch in her left hand, with the
flame upwards, resting on her hip and shoulder.

Dating: the 3™ century AD.

(C.C)



6.
HEKATAION

Statueta (nr. inv. 2009)

Realizatd din marmura alba, find, cu cristale mici.
Dimensiuni: h = 19,5 cm, d soclu = 12,5 cm.

Referinte bibliografice: Canarache etal 1963,
nr. 12, p. 65-68; Covacef 2011, p. 42-43, fig. 20-22;
Alexandrescu-Vianu 2009, nr. 3, p. 29; Alexandrescu-
Vianu 2022b, no. 6, p. 113.

O alta reprezentare a Triplei Hekate, de
asemenea parte a Tezaurului, este o statuetd
care o infdtiseaza pe zeita amplasatd pe un soclu
scund, aproape rotund. La doud din imaginile
zeitei, capetele lipsesc in intregime; la a treia,
lipseste numai jumdtatea superioard; pe acesta
se observa la imbinarea barbiei cu gétul o linie
fermd, conturdnd barbia rotunda si plind, iar pe
umeri cad doua cozi groase. Cele trei statui sunt
imbracate in deja clasica tunica (chiton) lunga
pana la pamint, cu partea superioard repliata.
Fiecare reprezentare poarta in mana dreapta cate o
torta cu flacdra indreptata in jos. In urma studierii
atente a piesei s-a concluzionat ca atat flacérile
tortelor, cat si marginea soclului au fost vopsite
in vechime cu o culoare rosie, din care se mai
pastreaza urme. Statueta, rudimentard, urmeaza
o tipologie consacratd in epoca si respecta relativ
fidel proportiile modelului dupa care a fost
realizata. Se considera ca a fost lucrata expeditiv,
in vederea completdrii operatiei sculpturale prin
picturd (Canarache et al 1963, p. 65).

Dincolo de celelalte semnificatii ale sale,
Hekate, in asocierea sa cu Persefona, a ajuns sa
fie considerata si o divinitate a naturii renascute,
a vegetatiei. Ea era consideratd si protectoare a
turmelor de animale domestice, a oilor, a caprelor
si a cirezilor de boi. Ca zeitate a naturii, ea
cunostea functiile tuturor plantelor vindecatoare,
pe care adesea le folosea ca ingrediente in magie

6.
HEKATAION

Statuette (inv. no. 2009)

Carved in white, fine grained marble,.
Dimensions: h = 19.5 cm, d of the plinth = 12.5 cm.

References: Canarache et al 1963, no. 12, p. 65-68;
Covacef 2011, p.42-43, figs. 20-22; Alexandrescu-
Vianu 2009, no. 3, p. 29; Alexandrescu-Vianu 2022b,
no. 6, p. 113.

Another depiction of the Triple Hekate, also
part of the Treasure, is a statuette who depicting
the goddess on a low, almost round pedestal. In
two of the images of the goddess, the heads are
missing entirely; in the third, only the upper halfis
missing; on it, at the junction of the chin with the
neck, a firm line can be seen, outlining the round
and full chin, and two thick tails of hair fall on
the shoulders. The three statues are dressed in the
already classic tunic (chiton), long to the ground,
with the upper part folded down. Each figure
carries a torch in the right hand with the flame
pointing downwards. An analysis of the piece has
led to the conclusion that both the flames of the
torches and the edge of the plinth were painted in
ancient times with a red color, traces of which are
still preserved. The statuette, rudimentary, follows
a typology established in the era and relatively
faithfully respects the proportions of the model
after which it was made. It is considered that it
was worked expeditiously, in order to complete
the sculptural operation by painting (Canarache
et al. 1963, p. 65).

Beyond her other meanings, Hekate, in her
association with Persephone, also came to be
considered a deity of reborn nature, of vegetation.
She was also regarded as the protector of herds
of domestic animals, sheep, goats and herds of
oxen. As a deity of nature, she was familiar with
the functions of all healing plants, which she






122

sau pentru crearea unor bauturi miraculoase.
De altfel, printre simbolurile ce apar adesea in
reprezentdrile sale se numara si vasele si cupele
cu apa din roua, ,hrand” pentru plante, fructe
si flori.

Datare: secolul III p.Chr.

(C.C)

often used as ingredients in magic or to create
miraculous drinks. In fact, among the symbols
that often appear in her depictions are pots
and cups of dew water, “food” for plants, fruit
and flowers.
Dating: the 3™ century AD.
(C.C)




7.
TRIPLA HEKATE

Basorelief votiv (nr. inv. 2007)

Realizat din marmura alba, cu cristale fine.
Dimensiuni: h = 33,7 cm, 1= 21,6 cm, gr = 3,2 cm.

Referinte bibliografice: Canarache etal 1963,
nr. 10, p.59-61; Covacef 2011, p.44-45, fig. 23;
Alexandrescu-Vianu 2009, nr. 4, p. 29; Alexandrescu-
Vianu 2022b, nr. 7, p. 113.

Basoreliefului ii lipseste o micé parte din coltul
superior stang, dar acest lucru nu este de natura
sa afecteze compozitia. Relieful este incadrat de
un chenar simplu, a cdrui parte inferioara este
mai latd decat cea superioara. Este o reprezentare
tipica divinitatii Hekate Triformis, cu toate
atributele si simbolurile sale caracteristice, intr-o
realizare modesta din punct de vedere artistic,
dar care se incadreaza in modelul epocii (sfarsitul
sec. II p.Chr.). Astfel, zeita este reprezentatd
frontal, in picioare, cu trei capete si trei perechi
de maini, in care t{ine doua faclii, un manunchi
de fructe, un pumnal, un bici si un vas plat, toate
simboluri caracteristice ei.

Corpul din fata este singurul care este lucrat
in intregime, celelalte doud, laterale, fiind
mai degrabd schitate cu ajutorul unor linii ce
marcheazd, pentru fiecare, soldul, coapsa si
piciorul. Implicit, atentia este atrasd de detaliile
oferite de corpul central. Hekate este aici
invesmantata intr-o tunicd larga (chiton), fira
maneci, stransé la brdu cu un cordon lat si lung
pana la pamant, avand o cutd mediana care da
impresia unui stalp vertical. Capul central al
zeitei este vazut din fata, in timp ce celelalte doua
pot fi observate doar din profil. Cel din fatd are
conturul oval, fruntea inaltd, gura si ochii abia
schitati. Parul, impartit in doua printr-o carare
la mijloc si facut rulou gros in jurul capului, este
indicat prin mai multe bucle. Toate cele trei capete

7.
TRIPLE HEKATE

Votive bas-relief (inv. no. 2007)

Made of white, fine grained marble.
Dimensions: h = 33.7 cm, w = 21.6 cm, th = 3.2 cm.

References: Canarache etal 1963, nr. 10, p.59-61;
Covacef 2011, p.44-45, fig.23; Alexandrescu-
Vianu 2009, no. 4, p. 29; Alexandrescu-Vianu 2022b,
no. 7, p. 113.

The bas-relief is missing a small part of the
upper left corner, but this does not detract from
the composition. The relief is framed by a simple
border, the lower part of which is wider than
the upper. It is a typical representation of the
deity Hekate Triformis, with all its characteristic
attributes and symbols, in a modest artistic
realization, but which fits the model of the
time (late 2™ century AD). Thus, the goddess
is depicted frontally, standing, with three heads
and three pairs of hands, holding two torches, a
bunch of fruit, a dagger, a whip and a flat bowl, all
characteristic symbols of her.

The front body is the only one that is worked
in its entirety, the other two, on the sides, being
rather sketched with lines marking the hip,
thigh and leg for each. Implicitly, the attention is
drawn to the detail provided by the central body.
Hekate is here clad in a wide, sleeveless tunic
(chiton), gathered at the waist with a wide, long
cord running to the ground, with a median crease
giving the impression of a vertical pole.

The central head of the goddess is seen from
the front, while the other two can only be seen in
profile. The one in front has an oval outline, a high
forehead, mouth and eyes barely outlined. The
hair, divided in two by a path down the middle
and rolled thickly around the head, is indicated
by several curls. All three heads are covered with
a tall kalathos (basketshaped covering, symbol of
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sunt acoperite cu cite un kalathos (acoperamant
sub forma de cos, simbol al fertilitatii) inalt. Cele
doua capete laterale, vazute din profil, nu seamana
intre ele.

Cele doud faclii, {inute de figura centrala,
oblic, cu flacdrile in jos spre colfurile reliefului, au
manere lungi, stranse cu cate doud inele, unul la
mijloc si altul, mai mare, la capatul de unde iese
flacdra. Figura din dreapta {ine in ména stanga un
pumnal mare, cu lama triunghiulard indreptatd in
sus, iar in cea dreapta un bici. Figura din stanga
tine cu ména dreapta cozile unor fructe, iar in cea
stanga, un vas plat, probabil o phiala (cupa fara
toarte si fara picior).

Din punct de vedere artistic, basorelieful
lasd de dorit intrucét trdsaturile de detaliu sunt
redate foarte sumar, la toate cele trei figuri, ceea
ce conduce la concluzia unei realizdri neglijente.

Zeitd a magiei si vrdjitoriei, protectoare a
drumurilor, ocrotitoare a célatorilor si stapana a
raspantiilor, Hekate este o divinitate complexd,
care indeplineste multiple functii si beneficiaza
de o simbolistica bogatd. Adesea confundata
in Thracia cu zeita locald Bendis, ea este o
intruchipare a lunii nebuloase care ii poate ghida
pe calatori la rascruci, pe calea cea buna, dar care,
poate fi in acelasi timp si cea care trimite inaintea
muritorilor fantome si monstri.

Datare: sfarsitul secolului al II-lea - prima
jumatate a secolului al III-lea p.Chr.

(C.C)

fertility). The two lateral heads, seen in profile, do
not resemble each other. From an artistic point
of view, the bas-relief leaves much to be desired,
as the details are very sketchily rendered for all
three figures, which leads to the conclusion of a
sloppy realization.

The two torches, held obliquely by the central
figure, with the flames pointing downwards
towards the corners of the relief, have long
handles, each with two rings, one in the middle
and a larger one at the end where the flame
emerges. The figure on the right holds a large
dagger in the left hand, with a triangular blade
pointing upwards, and a whip in the right hand.
The figure on the left is holding in the right hand
the tails of some fruit, and in the left a flat vessel,
probably a phiala (a cup without handles or stem).

A goddess of magic and sorcery, protector
of roads, patron of travelers and mistress of the
crossroads, Hekate is a complex deity who fulfills
multiple functions and benefits from a rich
symbolism. Often confused in Thrace with the
local goddess Bendis, she is an embodiment of the
misty moon who can guide travelers at crossroads
on the right path, but who can also be the one
who sends ghosts and monsters before mortals.

Dating: end of the 2" century - beginning of
the 3™ century AD.

(C.C)



8.

TRIPLA HEKATE
Basorelief (nr. inv. 2008)

Realizat din marmura alba, zaharoida.
Dimensiuni: h = 22,2 cm,1=15,5cm, gr =2 cm.

Referinte bibliografice: Canarache etal 1963,
nr. 17, p.90-93; Covacef 2011, p.46-47, fig. 24;
Alexandrescu-Vianu 2009, nr. 5, p. 29; Alexandrescu-
Vianu 2022b, nr. 8, p. 113.

Basorelief descoperit intact, cu exceptia unor
neglijabile ciobituri. In tripld ipostaza, zeita este
infatisata stand in picioare, reprezentarea din
mijloc fiind vazutd din fata, in timp ce cele doud
laterale sunt reprezentate din profil. Pe capul
fiecarei reprezentari se afla cate un kalathos (cos)
ingust si inalt. Corpul principal tine in fiecare
ména céate o torta (ficlie) cu flacdra indreptata
in jos spre colfurile placii, unde se afla, la stanga,
un altar paralelipipedic, iar in dreapta un céine.
Figura din dreapta a zeitei {ine in mana dreapta
un sarpe, iar in cealaltd ceva nedeterminabil,
poate un animal cu capul in jos, ori un simulacru
de bici. Figura din stanga tine in ména dreaptd o
cheie enorma, iar in stanga, un arc. Corpul central
este invesmantat cu o tunica (chiton), lunga pana
la pamant si cu falduri lungi.

Nici aceasta piesd nu trece testul rigorii
artistice, fiind inferioard din punct de vedere al
realizarii. Exceptii ar putea fi considerate unele
contururi mai bine proportionate, de la corpul
zeitei, unde autorul anonim al reliefului a insistat
ceva mai mult. In rest, aceeasi lipsd de preocupare,
atat pentru chipurile zeitei (unde lipsesc detaliile
sau acestea sunt neclare), cat si pentru simbolurile
sale. Spre exemplu, ciinele este redat cu un contur
schematic, iar proportiile sale anatomice sunt
gresit prezentate.

In ceea ce priveste atributele sale, trebuie
mentionat faptul ca Hekate este, pe langd celelalte

8.

TRIPLE HEKATE
Bas-relief (inv. no. 2008)

Made of white, saccharoid marble.
Dimensions: h =22.2 cm, w=15.5cm, th =2 cm.

References: Canarache et al 1963, no. 17, p. 90-93;
Covacef 2011, p. 46-47, fig. 24; Alexandrescu-Vianu
2009, no. 5, p. 29; Alexandrescu-Vianu 2022b, no. 8,
p. 113.

Bas-relief found intact except for negligible
chipping. In tripose, the goddess is depicted
standing, the middle figure is seen from the
front, while the two side figures are in profile.
A tall, narrow kalathos (basket) is placed on
the head of each representation. The main body
holds in each hand a torch (lantern) with the
flame pointing downwards towards the corners
of the plate, where a parallelepipedal shrine is
on the left and a dog on the right. The figure
of the goddess on the right holds a snake in
her right hand, and in the other something
undeterminable, perhaps an animal upside down
or a simulacrum of a whip. The figure on the left
holds an enormous key in her right hand and a
bow in her left. The central body is clothed in a
tunic (chiton), long down to the ground and with
long folds.

Even this piece does not pass the test of
artistic rigor, being even inferior in terms of
realization to the relief treated above. Exceptions
could be considered some better proportioned
contours, from the body of the goddess, where
the anonymous author of the relief insisted a
little more. Otherwise, the same lack of concern,
both for the faces of the goddess (where details
are lacking or blurred) and for her symbols. For
example, the dog is rendered with a schematic
outline and its anatomical proportions are
wrongly presented.
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caracteristici, in special, o zeitate htonica,
importanta si temuta atat pe pdmant, cat si in
infern. Potrivit traditiei, in lumea stdpéanitd de
Hades ea are un loc de frunte, fiind gardianul
ce poartd cheile infernului, insotitd mereu de
catre Cerber, cainele monstruos cu trei capete
ce pazeste portile lumii subterane. Simbolul
cainelui, ca animal prezent aldturi de zeitd, este
des reprezentat, uneori el fiind la picioarele ei
pentru a primi apa dintr-un vas tinut de stapana
sa. Hekate cea a lunii nebuloase si a lumii
subterane era sdrbdtoritd la fiecare luna noud,
moment in care i se aduceau ofrande (paine,
miei, oud, branza), iar pe altarul ei erau sacrificati
céini. Prezenta cainelui (cel care latra la luna), ca
animal sacrificat in cinstea unei zeitdti, este un
lucru rar in panteonul grecesc. Este posibil ca
aparitia acestui obicei sd fie legat de o influenta
de sorginte thraca, in sensul ca Hekate a fost
asimilata cu zeita Bendis, cult in care sacrificiul
cainelui era un ritual des intélnit.
Datare: secolul III p.Chr.
(C.C)

Asfarasherattributes are concerned, itis worth
mentioning that Hekate is, in addition to her other
characteristics in particular, a chthonic deity,
important and feared both on earth and in hell.
According to tradition, there, in the world ruled
by Hades, she has pride of place as the guardian
who holds the keys to Hell, always accompanied
by Cerber, the monstrous (threeheaded) dog that
guards the gates of the underworld. The symbol
of the dog, as an animal present with the goddess,
is often depicted, sometimes standing at her feet
to receive water from a vessel held by his mistress.
Hekate of the nebula moon and the underworld
was celebrated every new moon, when offerings
(bread, lambs, eggs, cheese) were made to her and
dogs were sacrificed on her altar. The presence of
the dog (the one that barks at the moon) as an
animal sacrificed in honor of a deity is rare in the
Greek pantheon. It is possible that the appearance
of this custom is linked to a Thracian influence,
in the sense that Hekate was assimilated with the
goddess Bendis, a cult in which the sacrifice of the
dog was a common ritual.

Dating: the 3™ century AD.

(C.C)



9.
DIONYSOS / BACCHUS

Basorelief votiv (nr. inv. 2014)

Realizat din marmura alb-galbuie, cu cristale mari.
Dimensiuni: h =47,5cm,1=37,5m, gr=7,5 cm.

Referinte bibliografice: Canarache et al 1963, nr. 4,
p. 32-37; Covacef 2011, cat. 19, p.54-55, fig. 28;
Alexandrescu-Vianu 2009, p.31-32; Alexandrescu-
Vianu 2022a, p.252-253; Panait-Birzescu 2014,
p- 257-258, pl. I1.1;; ISM 11 121; ISM V1.2 121.

Relieful era bine conservat in momentul
descoperirii, prezentind numai citeva sparturi
antice pe muchii si la colturi. Din cauza calitétii
inferioare a marmurei unele trasituri ale
personajelor erau usor atenuate de trecerea
timpului. Nu a necesitat lucrari de restaurare.

Relieful votiv il prezintd central pe zeul
Dionysos, inconjurat de patru personaje redate
la 0 scara mai micd. Scena este incadratd intr-o
fatada de templu miniatural. Frontonul, decorat
cu un vas central din care ies doua vrejuri de
vita de vie cu frunze, unul spre stanga si celalalt
spre dreapta, se sprijind pe doud coloane laterale.
Capetele frontonului sunt prevazute cu acrotere
simple. Inscriptia in limba greaca este redata sub
fronton (un singur rand) si pe baza reliefului
(doud randuri). Zeul tandr, imberb, poarta pe
cap cununa tipica, impletitd din vrejuri si frunze
de vita de vie. Este infitisat in picioare, cu
greutatea lasata aproape imperceptibil pe piciorul
stang. Mana stanga este ridicatd pe toiagul
inalt (thyrsos), iar dreapta, coboratd spre capul
panterei din dreapta zeului, tine de toarta un vas
(kantharos) intors cu gura in jos, din care curge
vin. Dionysos poartd o tunicd scurta (chiton) si
o pelerina (himation). Este incaltat cu sandale
cu caramb inalt. In coltul stang de sus, un Satir
sprijinit cu copitele pe vrejul vitei de vie culege
struguri din via ce se ridica peste umdrul drept al

9.
DIONYSOS / BACCHUS

Votive bas-relief (inv. no. 2014)

Made of yellowish-white marble with large crystals.
Dimensions: h =47.5 cm, w=37.5m, th = 7.5 cm.

References: Canarache etal 1963, no. 4, p.32-37;
Covacef 2011, p. 54-55, fig. 28; Alexandrescu-Vianu
2009, p.31-32; Alexandrescu-Vianu 2022a, p.252-
253; Panait-Birzescu 2014, p. 257-258, pl. I1.1;; ISM 11
121; ISM V1.2 121.

The relief was well-preserved at the time of
discovery, with only a few ancient cracks on the
edges and corners. Due to the inferior quality
of the marble, some of the figure’s features were
slightly softened by the passage of time. No
restoration work was needed.

The central votive relief shows the god Dionysus
surrounded by four smaller-scale figures. The
scene is framed within a miniature temple facade.
The pediment, decorated with a central vase from
which two tendrils of leafy vines, one to the left
and the other to the right, protrude, rests on two
lateral columns. The ends of the pediment have
simple acroterion. The inscription in Greek is
rendered under the pediment (single line) and
on the base of the relief (two lines). The young,
beardless god wears on his head the typical crown,
woven of tendrils and vine leaves. He is depicted
standing with his weight almost imperceptibly
resting on his left leg. The left hand is raised
on the tall staft (thyrsos), while the right hand,
lowered towards the head of the pantheon to the
god’s right, holds a vase (kantharos) turned upside
down, from which wine is flowing. Dionysos
wears a short tunic (chiton) and a cloak (himation).
He is wearing sandals with a high pointed toe.
In the upper left corner, a satyr leaning with his
hooves on the vine’s tendril gathers grapes from
the vineyard over the god’s right shoulder. In the






zeului. Jos, in coltul stang, pe o baza cilindrica pe
fata careia se distinge si silueta unui patruped, sta
un personaj masculin, in picioare, nud, cu mainile
impreunate in zona bazinului si umplute cu
fructe. Este probabil o reprezentare a lui Priapus.
In dreapta sus apare un cavaler neinarmat, cilare,
spre dreapta, intr-o reprezentare iconografica
tipicd, din care nu lipsesc nici sarpele incolicit pe
trunchiul copacului, nici altarul dreptunghiular
pe care se sprijind una dintre copitele din fata
ale calului. Ultimul personaj, situat in coltul din
dreapta jos, este un bédrbat in vérsta, imbracat
intr-un chiton scurt, posibil Pan. Se sprijina pe
toiagul din mana dreapta, iar cu stanga sustine
vasul cu fructe sprijinit pe cap.
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lower left-hand corner, on a cylindrical base on
the front of which the silhouette of a quadruped
is visible, stands a nude male figure standing with
his hands clasped around his pelvis and filled with
fruit. It is probably a representation of Priapus. In
the upper right side, there is an unarmed knight
on horseback, riding to the right, in a typical
iconographic representation, which does not
lack either the serpent coiled on the trunk of the
tree or the rectangular altar on which one of the
horse’s front hooves rests. The last figure, in the
lower right-hand corner, is an elderly man dressed
in a short chiton, possibly Pan. He is leaning on
the staff in his right hand, and with his left hand
supports the fruit bowl resting on his head.

Inscriptie greaca:

Atovoow ayadij Toxn kabnyepovel

Axvleivog ApTeltdwpov Kat’ eV eDTLXDG €T
ayadd.

Traducerea inscriptiei: ,,Noroc bun! Lui Dionysos
Kathegemon Aquilinus al lui Artemidoros (a pus)
acest ex voto (ofrandd) in imprejurari fericite,
spre binele sau”

Basorelieful este lucrat intr-un fragment de
marmura refolosit, ce pare sa fi facut initial parte
din ancadramentul unei usi, dupa urmele péstrate
pe latura stanga. Piesa este o reprezentare tipica
a zeului in postura de conducdtor (Dionysos
Kathegemon), tip iconografic ce isi are originile
in Pergamul secolului al II-lea a.Chr., preluat si
reinterpretat de cultura romana provinciald. De
acolo pare sd fi ajuns si la Tomis prin prisma
relatiilor comerciale stranse pe care cele doua

Greek inscription:

Atoviow ayadij Toxn kabnyepovel

Axvleivog ApTeltdwpov Kat’ evyTV EVTLXDG €T
ayab@.

Translation of the inscription: ,Good luck! To
Dionysos Kathegemon Aquilinus of Artemidoros
(placed) this ex voto (offering) in happy circum-
stances, for his own good”.

The bas-relief is carved in a reused fragment
of marble, which seems to have originally been
part of a door frame, according to the traces
preserved on the left side. The piece is a typical
representation of the god in the position of ruler
(Dionysos Kathegemon), an iconographic type
that originated in Pergamon in the 2™ century BC,
taken over and reinterpreted by provincial Roman
culture. From there it seems to have reached Tomis
through the close trade relations between the two
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centre le intretineau. Compozitia scenei este
tipicd pentru aceste reprezentdri sculpturale —
zeul cu acoliti din cortegiul sdu sacru, inconjurat
de elemente cu o puternica simbolistica bahica.
Mai rar asociat in acest context, cavalerul poate
fi interpretat ca imagine eroizatd a dedicantului
sau ca trimitere la dimensiunea soteriologica a
cultului. Piesa este lucrata ingrijit, insa este de o
calitate artisticd inferioara.

Adorat initial sub numele de Dionysos, mai
tarziu si ca Bacchus, grija sa fata de rodnicia
pamantului si bogatia recoltelor i-a adus si
asimilarea cu Liber, veche divinitate italica. Zeitate
cu precadere agrestd, simbol al fertilitatii solului
si al renasterii vegetatiei, Dionysos constituia
0 prezentda importantd si in manifestarea
cultelor de mistere. Zeu cu o mitologie bogata si
complexa, in care motivul renasterii sale apare
in mod repetat, el devine expresia reinnoirii,
a regenerdrii ciclice a naturii. El este cel care,
in peregrindrile sale prin lume, impartiseste
oamenilor principiile cultivarii pamantului, cu
precadere a vitei de vie. Sarbatorile organizate de
asociatiile de preoti in cadrul cultului sau public
erau insotite de voie buna, manifestari artistice cu
muzica, dans, reprezentatii diverse, exuberanta
bachica. Dionisiile joaca astfel un rol important in

centers. The composition of the scene is typical
for these sculptural representations - the god
with acolytes in his sacred cortege, surrounded by
elements with a strong Bahian symbolism. Less
often associated in this context, the knight can be
interpreted as an heroic image of the dedicator or
as a reference to the soteriological dimension of
the cult. The piece is neatly worked, but of inferior
artistic quality.

Initially worshipped as Dionysus, later also
as Bacchus, his care for the fruitfulness of the
land and the richness of the harvest also led to
his assimilation with Liber, an ancient Italic deity.
Dionysus, a predominantly agrestic deity, sym-
bol of the fertility of the soil and the rebirth of
vegetation, was also an important presence in the
manifestation of the mystery cults. A god with a
rich and complex mythology, in which the motif
of his rebirth appears repeatedly, he became an
expression of renewal, of the cyclical regeneration
of nature. He is the one who, in his wanderings
around the world, shares with people the princi-
ples of cultivating the land, especially the vine.
The celebrations organized by the priests’ associ-
ations as part of his public cult were accompanied
by merrymaking, artistic events with music,
dance, various performances and Bacchic exu-
berance. The Dionysia thus played an important
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inceputurile manifestarilor teatrale antice si pot fi
considerate precursoare ale artelor dramatice.

Este unul dintre cei mai populari zei din anti-
chitatea greco-romana, foarte bine primit si in
spatiul danubiano-pontic. In coloniile grecesti
Histria, Tomis si Callatis practicarea cultului
dionisiac, atat in forma sa publicd, cat si in cea
ezotericd, este atestatd de numeroase inscriptii,
reliefuri, monede, reprezentdri ale artei minore.
Sunt mentionate asociatii de preoti, theonime,
sarbatori si luni calendaristice legate de cultul
dionisiac. Apare reprezentat in arta sculpturald
in ipostaze diferite, uneori alaturi de membri din
cortegiul sdu sacru, format de obicei din satiri,
sileni, Pan, Priap, Menade. Atributele sale si ele-
mentele simbolice cel mai des redate iconografic
sunt cupa cu vin, tirsul, strugurii si vita de vie,
vrejul de iedera, pantera etc. Epitetele cu care
era adorat sunt variate. La Tomis sunt intalnite:
Conducatorul, Scanteietorul, cel cu coarne de
taur. In niciuna dintre cele trei colonii nu a fost
identificat arheologic un templu al lui Dionysos,
desi acestea au existat cu siguranta.

Datare: stilul redarii imaginii, cat si forma
literelor inscriptiei, plaseazd relieful in prima
jumatate a secolului al III-lea p.Chr.

(I.S.)

role in the beginnings of ancient theatrical events
and can be considered as precursors of the dra-
matic arts.

He is one of the most popular gods of Greco-
Roman antiquity, and also very well-received in
the Danubian-Pontic area. In the Greek colonies
of Histria, Tomis and Callatis, the practice of
the Dionysian cult, both in its public and eso-
teric forms, is attested by numerous inscriptions,
reliefs, coins and representations of minor art.
Associations of priests, theonyms, feasts and cal-
endar months connected with the Dionysiac cult
are mentioned. He is represented in sculptural
art in various poses, sometimes with members
of his sacred cortege, usually made up of Satyrs,
Silenians, Pan, Priap, and Maenad. His attributes
and the symbolic elements most often icono-
graphically depicted are the wine cup, the thyrsos,
grapes and vines, the ivy stalk, the panther, etc.
The epithets with which he was worshipped are
varied. At Tomis, they include: the Ruler, the
Brilliant, the bull-horned one. In none of the
three colonies, a temple of Dionysus has been
archaeologically identified, although they cer-
tainly existed.

Dating: the style of the image and the form of
the lettering of the inscription place the relief in
the first half of the 3™ century AD.

(I.S.)



10.
DIONYSOS / BACCHUS

Basorelief votiv (nr. inv. 2015)

Realizat din marmura galbuie, cu cristale mari.
Dimensiuni: h =32 cm, 1 =21 cm, gr = 8,7 cm.

Referinte bibliografice: Canarache et al 1963, nr. 3,
p. 32-37; Covacef 2011, p. 56, fig. 29; Alexandrescu-
Vianu 2009, p.32-33; Alexandrescu-Vianu 2022a,
p. 252-253.

Piesa se afla intr-o stare relativ buna in
momentul descoperirii. Latura dreaptd a chena-
rului este sparta si prezintd o serie de alte sparturi
mici, toate din vechime. Trasaturile fetei si parte
din detaliile vestimentare sunt deteriorate. Nu a
necesitat lucrari de restaurare.

Zeul este infatisat in picioare, sprijinit pe toia-
gul specific (thyrsos) din mana stanga. Greutatea
trupului este lasatd usor pe piciorul sting. Poarta
o tunica scurtd (chiton) si o mantie (himation)
prinsa pe umadrul stang si petrecutd peste bra-
tul drept, usor ridicat, de pe care cade in falduri
pand la nivelul gambei drepte. Tunica este prinsa
sub piept cu o centura, accentuand pliurile lejere
ale materialului, iar la mijloc poarta legata usor
oblic pielea unui animal. Peste parul ondulat zeul
poarta o cunund. Este incéltat cu cizme scurte.
Fata este plina, tandra, imberba. Cu mana dreapta
zeul inclind cupa (kantharos) spre capul panterei
aflata in asteptarea licorii bahice. In partea stinga,
pe jos, este asezatd o cistd in jurul cdreia este
incoldcit un sarpe. Scena este incadratd intr-un
chenar ingust. Planul secund nu este bine finisat,
incd sunt prezente urme vizibile de prelucrare.
Este o lucrare de o calitate artisticd slabd. Pantera
este redatd aproape schematic si disproportionat.
Spatiul avut la dispozitie de mester a fost calculat
deficitar: capétul superior al tirsului nu a incaput
in totalitate in imagine, iar capul lui Dionysos este
incadrat la limita.

10.
DIONYSOS / BACCHUS

Votive bas-relief (inv. no. 2015)

Made of yellowish marble, large grained.
Dimensions: h =32 cm, w =21 m, th = 8.7 cm.

References: Canarache etal 1963, no.3, p.32-37;
Covacef 2011, p. 56, fig. 29; Alexandrescu Vianu 2009,
p. 32-33; Alexandrescu Vianu 2022a, p. 252-253.

The piece was in relatively good condition
at the time of discovery. The right side of the
selvedge is broken and shows a number of other
small cracks, all from antiquity. The facial features
and some of the clothing details are damaged. No
restoration work was required.

The god is depicted standing, leaning on the
specific staff (thyrsos) in his left hand. The weight
of the body rests lightly on the left leg. He wears
a short tunic (chiton) and a cloak (himation)
fastened over the left shoulder and passed over
the right arm, slightly raised, from which it
falls in folds down to the right calf. The tunic is
fastened under the chest with a belt, accentuating
the loose folds of the material, and has the skin
of an animal tied slightly obliquely in the middle.
Over the wavy hair the god wears a wreath. He
is wearing short boots. The face is full, young,
beardless. With his right hand the god tilts the
cup (kantharos) towards the head of the panther
waiting for the Bacchic liquor. On the left side,
on the ground, a snake is coiled up around a
cist. The scene is framed in a narrow border.
The second scene is not well finished, there are
still visible traces of processing. It is a work of
poor artistic quality. The panther is rendered
almost schematically and disproportionately. The
space available to the craftsman has been poorly
calculated: the upper end of the torso does not fit
fully into the image and the head of Dionysus is
framed at the edges.
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Sarpele este prezent in iconografia dionisiaca
si pe alte artefacte descoperite la Tomis sau in
imprejurimi si subliniaza latura orfica a cultului.
Un frumos vas de cult de traditie elenistica, datat
in secolul I p.Chr., descoperit la Tomis, ilustreaza
mitul orfic al copilului Dionysos dezmembrat de
Titani, redat printre ciorchini de struguri, vita
de vie, ramuri de maslin si serpi. Un fragment
de relief descoperit la Satu Nou (com. Oltina,
jud. Constanta) il infatiseaza pe zeu intr-o
ipostaza iconografica mai putin intalnita, cu un
sarpe tinut in mana dreapta, desfasurat pana spre
glezna sa.

Recipientul cilindric din stanga personajului,
pe care sta incoldcit sarpele, reprezintd o cista
mistica, simbol central in desfisurarea cultelor
de mistere. In timpul procesiunilor, cista, mereu
inchisa in prezenta publicului profan, era purtata
de cétre un cistophoros cétre spatiul sacru ferit, in
care numai initiatii aveau dreptul de a patrunde.
Practicarea cultelor de mistere este atestata si in
coloniile vest-pontice inca de la sfarsitul epocii
elenistice.

Datare: prima jumatate a secolului al III-lea
p.Chr.

(L. S.)

Theserpentispresentin Dionysiaciconography
and on other artifacts discovered in and around
Tomis and emphasizes the orphic side of the cult.
A beautiful cult vessel of Hellenistic tradition
dating from the 1% century AD, discovered at
Tomis, illustrates the Orphic myth of the child
Dionysus dismembered by the Titans, depicted
among bunches of grapes, vines, olive branches
and snakes. A relief fragment discovered at Satu
Nou (Oltina, Constanta County) depicts the god
in aless common iconographic pose, with a snake
held in his right hand, extended to his ankle.

The cylindrical container to the left of the
figure, on which the serpent is coiled, represents a
cista mistica, a central symbol in the mystic cults.
During the processions, the cista, always closed in
the presence of the profane public, was carried by
a cistophoros to the sacred, secluded space, which
only initiates were allowed to enter. The practice
of mystery cults is also attested in the West Pontic
colonies since the end of the Hellenistic era.

Dating: from the first half of the 3™ century AD.

(I.S.)



11.
DIOSCURII

Grup statuar (nr. inv. 2012)

Realizat din marmura gilbuie, usor corodata.
Dimensiuni:h =52 cm, 1 =10,7 cm, L = 35 cm.

Referinte bibliografice: Canarache etal 1963,
nr. 17, p.90-93; Covacef 2011, p.50-51, fig. 26;
Alexandrescu-Vianu 2009, p. 34; Alexandrescu-Vianu
2022b, nr. 13, p. 118.

Monumentul sculptural nu impresioneaza din
punct de vedere al realizarii artistice, dar este
foarte important in demersul de intelegere a uni-
versului religios din Tomisul roman. Este o statuie
care a facut parte dintr-un monument mai com-
plex, care ii reprezenta pe cei doi frati Dioscuri,
Castor si Polux, aldturi de caii lor. Piesa ramasa
il reprezinta doar pe unul dintre Dioscuri, ala-
turi de cal, pe un soclu. Personajul isi tine calul
de capastru, dar piesei ii lipsesc unele elemente,
precum piciorul stang al calului, coada acestuia,
mana stinga a Dioscurului si varful piciorului
sau stang.

Cel care a realizat statuia nu a fost, cu siguranta,
un artist in adevaratul sens al cuvantului, acest
lucru fiind dovedit de modul rudimentar in
care a tratat sau chiar a ignorat detaliile sau de
nerespectarea simetriei, exagerdnd sau ignorand
unele aspecte, cu siguranta o reproducere de serie
a unui tip sculptural deja traditional. O dovada in
acest sens este si faptul cd zeul nud, reprezentat din
fata, este cu mult mai mare decat calul sau. Putem
presupune ca autorul artefactului a exagerat insa
robustetea personajului masculin, in tentativa de a
induce maretie si importanta acestuia. Dioscurul
poarta pe cap o bonetd de sub care {i ies buclele
parului, are pe umeri o hlamidd prinsa in jurul
gatului, iar in picioare poartd cizme scurte.

Soclul statuii contine o inscriptie din 3 randuri,
din care se pastreaza doar o parte, cea din stanga

11.
DIOSCURI

Statuary group (inv. no. 2012)

Carved in yellowish marble, slightly corroded.
Dimensions: h =52 cm, w = 10.7 cm, L = 35 cm.

References: Canarache et al 1963, no. 17, p.90-93;
Covacef 2011, p.50-51, fig. 26; Alexandrescu-Vianu
2009, p. 34; Alexandrescu-Vianu 2022b, no. 13, p. 118.

The sculptural monument is not impressive in
terms of artistic realization, butitis very important
in understanding the religious universe of Roman
Tomis. It was part of a more complex monument
depicting the two Dioscuri brothers, Castor and
Pollux, with their horses. The surviving piece
depicts only one of the heroes with his horse on
a plinth. The character is holding his horse by the
halter, but the piece is missing elements such as
the horse’s left leg, its tail, the Hero’s left hand and
the tip of his left foot.

Whoever made the statue was certainly not an
artist in the true sense of the word, as is proven
by the rudimentary way in which he treated or
even ignored details or by the lack of symmetry,
exaggerating or ignoring some aspects, certainly
a serial reproduction of an already traditional
sculptural type. Proof of this is also the fact that
the nude god, shown from the front, is much larger
than his horse. We can assume that the author
of the artifact exaggerated the robustness of the
male figure in an attempt to induce greatness and
importance. The Dioscurus wears a bonnet on his
head with curls of hair, a shoulder cap wrapped
around his neck, and short boots on his feet.

The plinth of the statue contains an inscrip-
tion in 3 lines, of which only part is preserved, the
one on the left, and from which it is clear that the
entire monument (not only the remaining statue)
was consecrated, to the “Dioscuri, the founders”.
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si din care reiese faptul ca intreg monumentul
(nu doar statuia ramasa) a fost consacrat
,Dioscurilor Intemeietori”, dedicantul fiind, cel
mai probabil, un cetatean roman al Tomisului, de
origine greaca.

Inscriptie in limba greaca:

[A]lookOpOVG KTIOT [aG........... ]
AH Bopéwv avé  [ecrnccnnnee ]
O " AoKANTHOS ..o ].

Traducerea inscriptiei:
,Dioscurilor Intemeietori”.. Boreon... Asklepio...
(probabil o parte din numele dedicantului).

The dedicator was most probably a Roman citi-
zen of Tomis, of Greek origin.

Greek inscription:
[A]looKOpPOVG KTIOT [aG........... ]
AH Bopéwv avé [ ]
O " AoKANTUOS[..cnveeeerraenne ].

Translation of the inscription:
“Dioscuri, the founders”.. Boreon... Asklepio...
(probably part of the dedicator’s name).

The term Dioscuri comes from the Ancient
Greek word dioskouroi, meaning “children of
Zeus’, the lord of Olympus in the Greek pantheon.

Termenul de Dioscuri vine din greaca veche,
din dioskouroi, in spetd ,,copiii lui Zeus”, stapanul
Olimpului in panteonul grecesc. Cei doi Dioscuri
sunt frati gemeni de aceeasi mama, dar avand tati
diferiti. Potrivit mitologiei grecesti, Castor era
fiul muritor al reginei Leda si al regelui Spartei,
Tyndareus, in timp ce Polux era fiul aceleiasi
Leda, el avandu-1insa ca parinte pe atotputernicul
Zeus. Legenda spune ca cei doi au fost conceputi
in aceeasi zi, Zeus seducand-o pe regina Leda,
dupd ce a luat infitisarea unei lebede. Potrivit
mitului, Leda ar fi nascut doud oud, in primul
aflandu-se gemenii Castor si Polux, iar in cel de al
doilea fiicele Elena (viitoarea Elena din Troia) si
Clitemnestra (viitoarea regina a Spartei). Cei doi

The two Dioscuri are twin brothers with the
same mother but different fathers. According
to Greek mythology, Castor was the mortal son
of Queen Leda and Tyndareus, King of Sparta,
while Pollux was the son of the same Leda, but
fathered by the almighty Zeus. Legend has it that
the two were conceived on the same day, with
Zeus seducing Queen Leda after taking the form
of a swan. According to the myth, Leda gave birth
to two eggs, the first containing the twins Castor
and Pollux and the second the daughters Helen
(the future Helen of Troy) and Clytemnestra
(the future Queen of Sparta). The two sons
chose to lead mortal lives together, never to be
separated. After meeting their end in battle, they
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fii au ales sa ducd impreuna o viatd de muritori,
pentru a nu fi despartiti niciodata. Dupa ce si-au
gasit sfarsitul intr-o luptd, ei au devenit zei, fiind
transformati in stelele constelatiei Gemeni.

Initial doar zei ai luminii in Sparta natala,
Dioscurii au devenit treptat divinitati extrem de
importante, fiind ulterior preluati si in panteonul
roman, unde au dobandit noi atribute. Astfel,
ei au devenit reprezentarea luminii alternante
si imposibil de separat, ziua si noaptea. In
lumea mediteraneeand si in vestul Pontului
Euxin (asadar si la Tomis) ei devin protectori
ai navigatorilor, intrucit pe timp de furtuna
acestia le ridicau rugi, aparitia Gemenilor pe cer
insemnénd practic sfarsitul primejdiei si, implicit,
salvarea marinarilor. Asimilati astfel vechilor Zei
din Samotrake (Cabirii), acesti Dioscuri aveau
insa si alte functii si atributii, ei fiind si divinitati
razboinice si protectori ai vanatorii, dar si zei ai
muzicii si ai poeziei.

Statuia de la Constanta a facut parte dintr-un
ansamblu al celor doi Dioscuri, iar identificarea
lor s-a realizat pe baza unor analogii clare cu alte
monumente din perioadd romana. Astfel, marea
majoritate a reprezentdrilor celor doi Gemeni {i
infatiseaza in picioare, tindnd de cédpéstru caii.
Dioscurii au fost populari la Tomis, fapt atestat
si prin prezenta lor pe monedele autohtone
batute aici.

Cei doi Gemeni au fost adorati si de populatia
autohond, care i-au asimilat cu vechi divinitati
thracice precum Cavalerii Danubieni.

Datare: prima jumatate a secolului al III-lea
p.Chr.

(C.A. M)

became gods, transformed into the stars of the
constellation Gemini.

Initially just gods of light in their native
Sparta, the Dioscuri gradually became extremely
important deities and were later taken into the
Roman pantheon, where they acquired new
attributes. Thus, they became the representation
of alternating and inseparable light, day and
night. In the Mediterranean world and west of the
Pontus Euxinus (i.e. also in Tomis) they became
protectors of sailors, as in stormy weather they
would raise prayers to them, the appearance of
the Twins in the sky signifying the end of danger
and, implicitly, the sailors’ salvation. Likened to
the ancient gods of Samotrake (Cabirii), these
Dioscuri had other functions and attributes, being
warrior divinities and protectors of the hunt, but
also gods of music and poetry.

The statue in Constanta was part ofan ensemble
of the two Dioscuri and their identification was
made on the basis of clear analogies with other
monuments from the Roman period. Thus, the
vast majority of representations of the two Twins
depict them standing, holding the horses by the
halter. The Dioscuri were popular in Tomis, a
fact attested by their presence on local coins
minted here.

The Twins were also worshipped by the native
population, who assimilated them with ancient
Thracian deities such as the Danubian Knights.

Dating: first half of the 3™ century AD.

(C.A. M)



12.
ISIS

Bust (nr. inv. 2002)

Realizat din marmura alb3, cu cristale mari, bine
slefuitd; material de import.
Dimensiuni: h = 77,5 cm, d soclu = 20 cm.

Referinte bibliografice: Canarache etal 1963,
nr.7, p.46-51; Covacef 2011, p.32-33, fig. 11;
Alexandrescu-Vianu 2009, p. 30; Alexandrescu-Vianu
2022b, nr. 11, p. 115.

Bustul este unul dintre cele mai bine reprezen-
tate estetic si mai apreciate piese ale Tezaurului
de sculpturi de la Tomis. Piesa s-a péstrat exem-
plar si contine toate elementele ce contribuie la
identificarea divinitétii, fiind una dintre putinele
reprezentari ale lui Isis care pastreaza integral
detaliile fetei, fira a prezenta deteriorari. Astfel,
parul foarte bogat este pieptanat intr-o maniera
specificd, fiind despartit la mijloc de o carare care
se prelungeste in spate pand aproape de ceafa.
Pe crestet se afla unul dintre simbolurile speci-
fice zeitei, semiluna cu varfuri retezate, imagine
frecvent intilnita in reprezentarile sale din anti-
chitate. Dupa aceastd semiluna, pe monument se
observa o gaurd dreptunghiulard de circa 4 cm
adancime, facuta probabil pentru a se fixa in ea
un alt simbol al zeitei: o floare de lotus, care aici
insa lipseste. Detaliile fetei sunt foarte frumos
si precis redate. Figura ei este senind, ochii sunt
mari si expresivi, iar arcadele sprancenelor sunt
frumos alungite si arcuite. Gura este mica, cu
buzele in asa fel conturate incat creaza senzatia
unui surds greu perceptibil. Zeita poarta o man-
tie (himation) ale cdrei colturi sunt legate laolalta
intr-un nod cunoscut sub numele de ,,nod isiac”.

Divinitate de origine egipteana, populard si
in epocd romand imperiald, Isis era sotia Marelui
zeu Osiris (identificat mai tarziu cu Serapis),
zeitd a vietii i a mortii, magica vindecdtoare a

12.
ISIS

Torso (inv. no. 2002)

Carved in white, large grained marble, well polished;
imported material.
Dimensions: h = 77.5 cm, d of the plinth = 20 cm.

References: Canarache etal 1963, no.7, p.46-51;
Covacef 2011, p. 32-33, fig. 11; Alexandrescu-Vianu
2009, p. 30; Alexandrescu-Vianu 2022b, no. 11, p. 115.

The torso is one of the best aesthetically
represented and most appreciated pieces of the
Tomis Sculptures Treasure. The piece has been
perfectly preserved and contains all the elements
that contribute to the identification of the divinity,
being one of the few representations of Isis that
preserves the details of the face in its entirety,
without any damage. Thus, the very rich hair is
combed in a specific manner, parted in the middle
by a path that extends back almost to the nape of
the neck. One of the symbols of the goddess, the
crescent moon with slashed points, is placed on
the goddess’s crown, an image frequently found
in ancient depictions of her. After the crescent,
there is a rectangular hole about 4 cm deep,
probably made to hold another symbol of the
goddess, a lotus flower, which is missing here. The
details of the face are beautifully and accurately
rendered. Her figure is serene, her eyes are large
and expressive, and the arches of her eyebrows
are beautifully elongated and arched. The mouth
is small, with lips so contoured as to create the
sensation of a barely perceptible smile. The
goddess wears a himation whose corners are tied
together in a knot known as the “isiac knot”.

A deity of Egyptian origin, popular also in the
Roman imperial age, Isis was the wife of the Great
god, Osiris (later identified with Serapis), goddess
of life and death, magical healer of the suffering
and the dying, patroness of pure love, marriage












suferinzilor sia muribunzilor, patroand a dragostei
pure, a casatoriei si a armoniei matrimoniale,
dar si divinitate a fecunditatii, a vegetatiei si
a granelor.

Popularitatea ei a depasit granitele Egiptului,
fiind adoratd in intreaga lume greco-romand, ea
ajungand in Dobrogea romana chiar din sec. I
a.Chr. - I p.Chr.. Atributele sale originare au fost
imbogdtite cu elemente ale altor zeitdti feminine
cu care se asemana, ea ajungand astfel sd aiba
si functii ca cea a casdtoriei (precum Hera),
a granelor (precum Demetra), a fecunditatii
si dragostei (similar Afroditei) sau a sdnatatii
(precum Hygeia). Cultul ei, acceptat intr-o lume
romana toleranta din punct de vedere religios, a
fost preluat si de citre persoane de alte origini
decit orientale. A ajuns sa fie asimilatd cu
Selene, cu Fortuna, cu Cybele si cu alte divinitati,
capatand la un moment dat titlul de Isis Panthea,
intruchipare a tuturor divinitatilor.

Adorarea sa la Tomis este dovedita de
monumente si inscriptii si este una logicd,
tinand cont de faptul cd in orasul vest-pontic
locuiau in sec. I-III p.Chr. numerosi orientali,
negustori, soldati, colonisti si sclavi, persoane
care au propagat credinta, dar si de faptul ca
Tomis era oras portuar. Isis avea si calitatea de
»ofantd Fecioara a Marii” (Ilehayia), fiindu-i
dedicate doud mari sdrbatori: Navigium Isidis -
care se desfdsura primavara si marca, pe 5 martie,
deschiderea sezonului de navigatie - si Inventio
Osiridis, ale cdrei solemnitdti din toamnd, la
inchiderea sezonului navigabil, durau mai multe
zile (din 28 octombrie pand in 3 noiembrie). Aici,
la Tomis, ea a fost adesea adorata impreuna cu alte
divinitati de origine egipteana precum Serapis,
Anubis si Harpocrate, iar periodic era celebrata
in mari ceremonii publice cunoscute sub numele
de Sarbatorile Isidei — charmosyna (xappoovva).

Datare: prima jumadtate a sec. III p.Chr.

(C.A. M)
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and marital harmony, but also deity of fertility,
vegetation and grains.

Her popularity went beyond Egypt, being
worshipped throughout the Greco-Roman world,
reaching Roman Dobrogea perhaps as early as
the 1* century BC - 1* century AD. Her original
attributes were enriched with elements of other
female deities, with whom she resembled, and
she thus came to have functions such as that of
marriage (like Hera), of grains (like Demeter),
of fertility and love (similar to Aphrodite) or
of health (like Hygeia). Her cult, accepted in a
religiously tolerant Roman world, was also taken
over by people of other than oriental origins.
She came to be equated with Selene, Fortuna,
Cybele and other deities, and at one point she was
given the title Isis Panthea, the embodiment of
all divinities.

Her worship in Tomis is proved by monuments
and inscriptions and it is alogical one, considering
that in the West Pontic city, in 1* - 3™ centuries
AD, numerous Orientals, merchants, soldiers,
settlers and slaves, who propagated the faith,
lived here, but also by the fact that Tomis was a
port city. The deity had the quality of the “Holy
Virgin of the Sea” (Ilehayia), two great feasts
beeing dedicated: the Navigium Isidis — which
took place in spring and marked, on March 5, the
opening of the sailing season - and the Inventio
Osiridis, whose solemnities in the fall, at the close
of the navigable season, lasted several days (from
October 28 to November 3). Here, in Tomis, she
was often worshipped along with other deities
of Egyptian origin such as Serapis, Anubis and
Harpocrates, and was periodically celebrated in
great public ceremonies known as the Isis Fests
-charmosyna (xappoovva).

Dating: first half of the 3 century AD.

(C.A.M.)






13.
ASKLEPIOS / ESCULAP

Statueta (nr. inv. 2013)

Realizatd din marmurd gélbuie, find, cu cristale mici.
Dimensiuni: h = 53,5 cm.

Referinte bibliografice: Canarache et al 1962, nr.6,
p. 42-45; Alexandrescu Vianu 2022a, p. 246, fig. 8;
Alexandrescu Vianu 2022b, p.111-112, fig. 48;
Covacef 2011, p. 52, fig. 27 asib.

Statueta era fragmentara in momentul
descoperirii, cu capul si picioarele desprinse
de corp, iar mainile lipsd. Prezinta deteriorari
multiple, fiind fisuratd pe mare parte din suprafata
sa, cu precadere in zona torsului, a abdomenului si
a soldului drept. Degraddrile din zona inferioara
a piesei par a fi cauzate de modul in care a fost
reparatd statueta in antichitate. Picioarele, rupte
de la gleznd in jos, au fost reatasate cu ajutorul
unor bare de fier, care, oxidand si dilatindu-se
au cauzat fisuri in marmura in care erau fixate.
Mainile erau atasate prin prindere cu tije din
metal, cea stanga sub cot, iar cea dreapta sub umar.
La fel si capul. Se péstreazd orificiile de prindere
cu diametrul de 0,5 cm, vizibile pe sectiunile
bine slefuite ale bratului, respectiv antebratului si
gatului. Toiagul se conserva partial. Piesa a fost
curdtata si restaurata: capul a fost lipit si partile
lipsa din gét si ceafa completate cu ipsos. Autorii
primului catalog dedicat depozitului de sculpturi
noteazd pete de arsura pe suprafata sculpturii,
justificand parte din fisurile existente prin
expunerea sa la foc in antichitate.

Zeul este infatisat in picioare, sprijinit cu mana
stanga pe toiagul sau cu sarpe incoldcit pe el, din
care se mai pastreazd numai o micd parte lipita de
partea inferioara a vesmantului lung (himation).
Piciorul sting este indoit sub himation, iar cel
drept, incordat, impinge soldul inspre exterior.
Tija din metal incd prinsd pe acest sold arata

13.
ASKLEPIOS / ESCULAP

Statuette (inv. no. 2013)

Carved in white, small grained marble.
Dimensions: h = 53.5 cm.

References: Canarache etal 1962, no.6, p.42-45;
Alexandrescu Vianu 2022a, p. 246, fig. 8; Alexandrescu
Vianu 2022b, p. 111-112, fig. 48; Covacef 2011, p. 52,
fig. 27 aand b.

The statuette was fragmentary at the time of
discovery, with the head and legs detached from
the body and the hands missing. It shows multiple
damage, with cracks over much of its surface,
particularly in the area of the torso, abdomen and
right hip. The damage to the lower part of the piece
appears to be caused by the way the statue was
repaired in antiquity. The legs, broken from the
ankle downwards, were reattached with iron bars,
which oxidised and expanded, causing cracks in
the marble in which they were fixed. The hands
were attached by metal rods, the left one under
the elbow and the right one under the shoulder.
So was the head. The 0.5 cm-diameter fastening
holes, visible on the well-chiselled sections of the
arm, forearm and neck, are preserved. The staff
is partially preserved. The piece has been cleaned
and restored: the head has been glued and the
missing parts of the neck and nape filled in with
plaster. The authors of the first catalogue dedicated
to the sculpture deposit note burn stains on the
surface of the sculpture, justifying some of the
cracks by its exposure to fire in antiquity.

The god is depicted standing, leaning with
his left hand on his staff with a coiled snake on
it, of which only a small part is still attached to
the underside of the long garment (himation).
The left leg is bent under the himation, while the
right leg is bent and pushes the hip outwards.
The metal rod still attached to this hip shows the
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punctul de sustinere a mainii lipsa. Trasaturile
fetei sunt ale unui béarbat matur: arcadele
proeminente, fruntea usor brazdatd. Ochii au
pupila marcatd. Gura micd este imbracatd de o
barba bogatd, pieptanata in douad parti. Parul
ondulat este despartit in cdrare. Poartd himation
puternic drapat. Alunecat de pe bratul stang si pe
solduri, vesmantul dezgoleste umerii, pieptul si
partial abdomenul zeului. Este incéltat cu sandale
usoare prinse pe glezna.

In pofida degradarilor suferite, piesa este
una de calitate, lucratd ingrijit, cu detalii mar-
cate elegant si cu respectarea proportiilor. Este
o piesd bine finisatd, inclusiv pe spate, destinatd
a fi total expusa ochilor privitorului. Tipul ico-
nografic, des intalnit in lumea romana, isi trage
originile dintr-un prototip elenistic din secolul al
IV-lea a.Chr.

Crescut de mic copil de catre centaurul Chiron,
Asklepios a deprins de la acesta arta razboiului si
tainele medicinei, pe care a practicat-o cu reusite
extraordinare, ajungidnd chiar sd infiptuiascd
vindecéri miraculoase. Din acest motiv este adorat
de obicei ca zeu al medicinei, singur, impreuna cu
Hygeia sau cu alte divinititi din sfera sanatatii. In
spatiul vest-pontic prezenta lui in viata spirituald
se face mai puternic simtitd in perioada romana.
La Tomis este mentionat in doud dedicatii
din secolul al II-lea p.Chr, in prima alaturi de
Hygeia, in cealaltd alaturi de Demeter. Mai multe
fragmente sculpturale romane care il reprezintd
au fost descoperite tot aici.

Apare si pe emisiunile
monetare  tomitane  din
secolele al II-lea si al III-lea
p.Chr. intr-o ipostaza simi-
lara, cu o mana pe toiagul
pe care se incolaceste sar-
pele si cu cealalta sprijinita
pe soldul opus.

Datare: sfarsitul seco-
lului al II-lea - inceputul
secolului al ITI-lea p.Chr.

(I.S.)

point of support of the missing hand. The facial
features are those of a mature man: prominent
arches, slightly furrowed forehead. The eyes have
a marked pupil. The small mouth is covered by a
rich beard combed in two parts. The wavy hair is
parted. It wears heavily draped himation. Slipping
off the left arm and over the hips, the garment
uncovers the god’s shoulders, chest and part of the
abdomen. He is shod with light sandals fastened
at the ankle.

In spite of the damage it has suffered, the piece
is one of quality, carefully crafted, with elegantly
marked details and respect for proportion. It is a
well-finished piece, including the back, intended
to be fully exposed to the viewer’s eyes. The
iconographic type, common in the Roman world,
has its origins in a Hellenistic prototype from the
4™ century BC.

Brought up as a child by the centaur Chiron,
Asklepios learnt from him the art of warfare and
the mysteries of medicine, which he practised
with extraordinary success, even performing
miraculous cures. For this reason, he is usually
worshipped as a god of medicine, alone, together
with Hygea or other health deities. In the West
Pontic area, his presence in the spiritual life
is more strongly felt in the Roman period. At
Tomis, he is mentioned in two dedications from
the 2™ century AD, in the first one with Hygeia,
in the other with Demeter. Several Roman sculp-
tural fragments representing him have also been
discovered here. He also appears on 2™ and 3™
century AD Tomitan coins in a sim-

ilar pose, with one hand on

the staff on which the ser-

pent is coiled and the

¢ other resting on the
. opposite hip.

Dating: late 2 -

early 3 century AD.

(I.S.)



14.
ARTEMIS / DIANA

Basorelief votiv (nr. inv. 2018)

Realizat din marmura alba cu cristale mici.
Dimensiuni: h =18,5cm,1=9,5cm, gr =2,1 cm.

Referinte bibliografice: Canarache etal 1963,
nr. 8, p.52-54; Covacef 2011, p.62-63, fig. 32;
Alexandrescu-Vianu 2009, p. 29; Alexandrescu-Vianu
2022b, nr. 9, p. 114-115.

Zeita a naturii, a vandtorii si a lunii, Artemis,
numita de citre romani Diana, este reprezentata
partial pe acest fragment al unei placi de marmura.
Lucrarea este una rudimentard, care atestd insa
adorarea zeitei la Tomis. Cultul Dianei a devenit
popular in Dobrogea inca din epoca elenistica
si sunt cunoscute reprezentiri ale sale atat la
Tomis, cét si la Callatis. Popularitatea Dianei in
epoca romand imperiald este atestata de prezenta
sa pe monede emise de orasele vest-pontice in
sec. II-III p.Chr..

In piesa de fata, zeita, incadrati de un chenar
simplu, este reprezentatd in picioare, imbracatad
intr-un chiton lung pana la glezne si strans la
mijloc, purtand pe cap o boneta si avand in
mana stanga un sceptru. Figura sa se afld exact
pe fragmentul care s-a pdstrat, dar detaliile fetei
sunt sterse, fiind greu de distins traséturile.
Identificarea Dianei in acest relief s-a realizat
in baza analogiei cu alte reliefuri similare din
epocd si in care zeita poarta sceptru si boneta. Cu
sigurantd, in fragmentul ce lipseste era figurat cel
putin un simbol. Uneori, zeita este reprezentata
aldturi de un caine sau este insotita de un cerb, o
caprioara sau chiar de un taur. Sceptrul este unul
din atributele sale, dar adesea, mai ales in arta
clasica, ea apare avand un arc cu sageti, o tolba
sau un corn de vandtoare, pregatitd sa porneasca
in codrii intunecati, pe urma salbaticiunilor.
Niciunul dintre aceste atribute nu se afld insa pe

14.
ARTEMIS / DIANA

Votive bas-relief (inv. no. 2018)

Made of white, small grained marble.
Dimensions: h =18.5cm, 1 =9.5cm, th=2.1 cm.

References: Canarache etal 1963, no.8, p.52-54;
Covacef 2011, p.62-63, fig.32; Alexandrescu-
Vianu 2009, p. 29; Alexandrescu-Vianu 2022b, no. 9,
p. 114-115.

The goddess of nature, the hunt and the moon,
Artemis, called Diana by the Romans, is partially
depicted on this fragment of a white marble slab.
The work is rudimentary, but it is evidence that
the goddess was worshipped at Tomis. The cult
of Diana became popular in Dobrogea as early
as the Hellenistic period, and representations of
her are known both in Tomis and Callatis. Diana’s
popularity in the Roman Imperial Age is attested
by her presence on coins issued by West Pontic
cities in the 2™ - 3™ centuries AD.

In the present piece, the goddess, framed by
a simple border, is depicted standing, wearing an
ankle-length chiton, tight in the middle, wearing
a bonnet on her head and holding a scepter in
her left hand. Her figure is exactly the same as
the surviving fragment, but the details of her
face are obliterated and her features are difficult
to distinguish. The identification of Diana in this
relief was made on the basis of analogy with other
similar reliefs of the period in which the goddess
wears a scepter and cap. Certainly, at least one
symbol was depicted in the missing fragment.
Sometimes the goddess is depicted with a dog
or accompanied by a stag, a deer or even a bull.
The scepter is one of her attributes, but often,
especially in classical art, she appears with a bow
and arrows, a quiver or a hunting horn, ready to
set off into the dark woods in pursuit of the wild.
None of these attributes are found on the fragment.






fragmentul prezentat. Interesant este faptul ca
in provincii romane precum Moesia Superior si
Moesia Inferior (din care in sec. II-III p.Chr. facea
parte si actuala Dobroge), Diana era asimilata cu
Bendis, zeita thraca a naturii si a vanatorii, ceea
ce a contribuit la popularitatea sa si in randul
populatiei indigene.
Datare: prima jumatate a sec. III p.Chr.
(C.A.M.)
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It is interesting that in Roman provinces such as
Moesia Superior and Moesia Inferior (which in
the 2" - 3 century AD included present-day
Dobruja), Diana was assimilated with Bendis,
the Thracian goddess of nature and hunting,
which contributed to her popularity among the
indigenous population as well.
Dating: first half of the 3 century AD.
(C.A.M.)



15.
HERMES / MERCURIUS

Basorelief votiv (nr. inv. 2017)

Realizat din marmura alba cu vine gri.
Dimensiuni: h =28 cm,1 =16 cm; gr =4 cm

Referinte bibliografice: Canarache et al 1963, nr.5,
p. 38-41; Covacef 2011, p. 60, fig. 31.

La descoperire relieful se afla intr-o stare
precara de conservare, cu coltul sting rupt,
descoperit langa restul pieselor, iar coltul drept
spart, nerecuperat. Latura dreaptd era ciobitd in
mai multe puncte. Piesa a fost restaurata prin
lipirea cu rdsind a celor doud fragmente. Coltul
din dreapta sus a fost reconstituit din ipsos.

Reprezentirile figurate, unele erodate destul
de puternic, sunt incadrate intr-un chenar cu
latura inferioard mai lata decat celelalte. Pe cea
superioara este schitat frontonul unui templu, din
care se mai pastreazd numai o mica portiune si
acrotera stanga.

Hermes este reprezentat central, in picioare,
drept, seminud. Priveste usor spre dreapta.
Peste pérul scurt sunt fixate aripioarele specifice
mesagerului zeilor, din care se mai pdstreaza
numai cea stdngd puternic atenuata de trecerea
timpului si actiunea factorilor externi, abia
vizibila. Trasaturile fetei sunt lucrate grosolan
si abia se disting. In mana dreapti usor ridicata
tine punguta cu bani, atribut specific zeului
comertului. Cu cealalta, redatd la dimensiuni
nefiresti de mari fatd de restul corpului, sustine
caduceul, pe care serpii sunt reprezentati stilizat,
sub forma a doud cercuri tangente. Poartd doar o
mantie (himation) prinsa peste piept si infasurata
pe mana stanga. Este descult. De o parte si de
alta a zeului se afla un cocos (dreapta sa) si un
berbec (stanga).

Scena este redata disproportionat, putin stan-
gaci si in unele cazuri chiar schematic. Este o

15.
HERMES / MERCURIUS

Votive bas-relief (inv. no. 2017)

Made of white marble with grey vines.
Dimensions: h =28 cm,w =16 cm;th=4 cm

References: Canarache etal 1963, no.5, p.38-41;
Covacef 2011, p. 60, fig. 31.

When discovered, the relief was in a pre-
carious state of preservation, with a broken left
corner, discovered next to the rest of the piece,
and a broken right corner, unrecovered. The
right side was chipped in several places. The
piece was restored by resin bonding the two frag-
ments. The upper right corner was reconstructed
from plaster.

The figurative representations, some quite
heavily eroded, are framed in a border with the
lower side wider than the others. On the upper
side is the outline of a temple pediment, of which
only a small portion and the left acroterion
are preserved.

Hermes is depicted centred, standing upright,
half-naked. He faces slightly to the right. The
wings of the messenger of the gods are fixed on the
short hair, of which only the left one is still visible,
strongly attenuated by the passage of time and the
action of external factors. The facial features are
roughly worked and barely distinguishable. In his
right hand, slightly raised, he holds the money
pouch, an attribute of the god of commerce. With
the other, rendered unnaturally large in relation
to the rest of the body, he holds the caduceus,
on which snakes are stylised in the form of two
tangent circles. He wears only a cloak (himation)
draped over his chest and wrapped around his left
hand. He is barefoot. On either side of the god are
a cockerel (on his right) and a ram (on his left).

The scene is disproportionately rendered, a bit
clumsy and in some cases even schematic. It is a









piesa de calitate slaba. Relieful se remarcd insa
prin bogatia simbolurilor aduse laolalta.

Divinitate complexd, Hermes (Mercurius),
indeplineste o serie de atributii variate si de multe
ori opuse, patroneaza domenii si activitati diverse.
El este zeul comertului, protejeazd caldtorii,
mesager al zeilor, protector al animalelor, dar este
legat de aria htoniana, el fiind cdlduza catre lumea
de dincolo. Este reprezentat deseori ca barbat
tanar, atletic, nud sau partial imbracat, insotit
de cel mai cunoscut atribut al sau - caduceul
(sceptrul magic, incredintat lui de citre Apollo),
purtand paléria inaripatd, alaturi de animale sau
obiecte specifice lui. In ipostaza redaté pe relieful
din depozitul de sculpturi, insa singur, apare si
pe emisiuni monetare tomitane din perioada
romana. Alaturi de cocos si berbec este infatisat pe
monede batute de Serdica in timpul imparatului
Gallienus. Atributele redate in relieful tomitan
rezuma partial polivalenta zeului: petasos (palaria
inaripatd) face trimitere la calitatea de mesager
al zeilor, punga cu bani la rolul protector asupra
negotului tomitan, berbecul pe jumatate ascuns
in spatele picioarelor sale duce cu gandul la
atributia sa de protector al animalelor, in timp
ce cocosul marcheaza calitatea sa psihopompa.
Legatura sa cu lumea htoniand se oglindeste si in
descoperirile de fragmente de herme funerare.

Cultul sau este cunoscut in cetitile vest-
pontice din perioada elenistica, fiind popular si in
perioada romand, in special datorita patronatului
sau asupra comertului, principala activitate a
porturilor maritime. Hermes este prezent intr-o
serie de inscriptii pe fatadele unor cladiri publice
importante, in dedicatii plasate in agora, in
graffiti pe diferite obiecte, in antroponimie sau
suita de sarbatori locale (Hermaia), pe emisiunile
monetare tomitane. Reprezentdrile figurate ale
zeului descoperite in Tomis si in celelalte colonii
vest-pontice sunt variate — reliefuri, fragmente
sculpturale, mici statuete din bronz, teracote.

Datare: prima jumatate a secolului al III-lea
p.Chr.

(I.S.)
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piece of poor quality. But the relief stands out for
the richness of the symbols brought together.

A complex deity, Hermes (Mercurius), fulfils
a number of varied and often opposing roles,
patronising diverse domains and activities.
He is the god of trade, protector of travellers,
messenger of the gods, protector of animals,
but he is linked to the Htonian realm, being the
guide to the underworld. He is often depicted as
a young, athletic man, naked or partially clothed,
accompanied by his best-known attribute - the
caduceus (the magic sceptre entrusted to him by
Apollo), wearing the winged hat, together with
animals or objects specific to him. In the pose
depicted on the relief in the sculpture deposit, but
alone, he also appears on Roman coins. Together
with the cock and ram, it is depicted on coins
minted by Serdica during the reign of Gallienus.
The attributes depicted in the Tomitan relief
partly summarise the god’s versatility: the petasos
(winged hat) refers to his role as messenger of
the gods, the money bag to his protective role
over Tomitan trade, the ram half-hidden behind
his legs suggests his role as protector of animals,
while the rooster marks his psychopomp quality.
His link with the Htonian world is also reflected
in the finds of fragments of funerary herms.

His cult is known in the West-Pontic cities
of the Hellenistic period, and was popular in
the Roman period as well, especially due to his
patronage over trade, the main activity of seaports.
Hermes is present in a series of inscriptions on
the facades of important public buildings, in
dedications placed in the agora, in graffiti on
various objects, in anthroponymy or the local
feast (Hermaia), on Tomitan monetary issues.
The figurative representations of the god found
in Tomis and in the other West-Pontic colonies
are varied - reliefs, sculptural fragments, small
bronze statuettes, terracotta.

Dating: first half of the 3™ century BC.

(I.S.)



16.
MITHRAS

Relief votiv (nr. inv. 2005)

Realizat din marmur3, descrisé ca ,,galbuie, zaharoida”
(Canarache et al 1963, nr. 22), ceea ce ar putea insemna
cristale mari, dupd cum pot fi observate si pe ilustratia
disponibila, in partea inferioard a reliefului.
Dimensiuni: h = 19,8 cm, | = 20 cm, gr. placa 2,5 cm
(dupd Canarache et al 1963, nr. 22).

Referinte bibliografice: Canarache et al 1963, nr. 22,
p. 104-106, fig. 53; Covacef 2002, pl. XXVI/fig. 2;
Alexandrescu-Vianu 2009, p. 33.

Conform Registrului Inventar al muzeului,
relieful a fost furat in 1968. La momentul des-
coperirii, relieful pare sd fi fost intreg. Suprafata
pare sd fi prezentat eroddri, iar pe canturi si
in colturi sunt vizibile ciobituri. Fisa de obiect
(intocmita de A. Radulescu) mentioneazd cd
spatele pldcii era slefuit si apreciaza ca placa de
marmurd a fost reutilizata.

Campul cu reprezentare este amplasat in
cadrul creat de bordurile inguste laterale si de sus,
iar in partea de jos a placii s-a pastrat o bordura
mai latd, pe care ar fi putut eventual fi amplasata si
o dedicatie (pictatd sau inscriptionata).

Reprezentarea este scena tipica a taurochtoniei
= uciderea taurului de citre zeul Mithras, grup
vizibil in centrul scenei. Zeul, cu capul indrep-
tat spre privitor, poarta o tunica prinsa in talie
si pantaloni stramti, precum si o boneta cu varf
ascutit, dupa moda orientald, in jurul umerilor
fluturdnd mantia prinsd pe umdrul drept. Prin
aceasta este sugeratd migscarea si efortul ingenun-
cherii si injunghierii animalului pe care zeul il
imobilizeazd cu genunchiul stang si cu degetele
mainii stangi infipte in nari.

La stanga si la dreapta grupului se afla cei
doi dadofori, Cautes si Cautopates, insotitori
ai zeului, cu facle in maini (orientate in sus,

16.
MITHRAS

Votive relief (inv. no. 2005)

Made of marble, described as “yellowish, saccharoid”
(Canarache et al 1963, no. 22), which could mean large
recognizable grains, as can be seen on the available
illustration, in the lower part of the relief.
Dimensions: h = 19.8 cm, w = 20 cm, th = 2.5 cm (after
Canarache et al 1963, no. 22).

References: Canarache et al 1963, no. 22, p. 104-106,
fig. 53; Covacef 2002, pl. XXVI/fig. 2; Alexandrescu-
Vianu 2009, p. 33.

According to the Museum’s Inventory
Register, the relief was stolen in 1968. At the
time of discovery, the relief appears to have been
entirely preserved. The surface appears to have
shown erosion, and chipping is visible on the
edges and corners. The inventory sheet (com-
piled by A. Riddulescu) mentions that the back of
the slab was polished and estimates that the mar-
ble slab was reused.

The representation field is set in the frame
created by the narrow side and top borders, and
a wider border has been preserved at the bottom
of the plate, on which a dedication (painted or
inscribed) could possibly have been placed.

The representation is the typical scene of
tauroctony = the bull-slaying scene by the god
Mithras, a group visible in the center of the
scene. The god, with his head turned towards
the viewer, wears a tunic fastened at the waist
and tight trousers, as well as a pointed cap in
the oriental fashion, around his shoulders
the cloak draped over the right shoulder. This
suggests the movement and effort of kneel-
ing and stabbing the animal, which the god
immobilizes with his left knee and with his
left hand pulls back the head of the bull by
the nostrils.



Fig. 9 Basorelief cu reprezentarea lui Mithras (imagine prelucratd dupd Canarache et al 1963, p. 106, fig. 53)/

Bas-relief depicting Mithras (image processed after Canarache et al 1963, p. 20, fig. 53).
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respectiv in jos), cel din stanga, tinand un arc in
mana stanga. In coltul superior sting se distinge
bustul lui Sol, posibil cu raze in jurul capului.
Tot in partea superioara a scenei, in dreapta, este
reprezentat bustul feminin reprezentand pe Luna,
cu o semiluna in zona umerilor. In mod normal
aceasta ar fi fost amplasatd in colt, dar compozitia
»standard” a fost personalizata, prin introducerea
in coltul superior drept a unei scene din mitul
lui Mithras, anume nasterea din stancd a zeului
(petrogenitus), cu boneta orientald pe cap si tinand
in méinile ridicate un cutit (in dreapta) si o facla
(in stanga). Atributele sunt dificil de recunoscut,
dar schitarea lor este clard, iar identificarea
posibila in baza analogiilor cunoscute pentru
acest subiect.

Dintre acolitii zeului sunt reprezentati corbul,
plasat pe mantia fluturand, intre bustul lui Sol
si capul lui Mithras, orientat spre zeu. Sarpele si
cainele sunt redati ridicandu-se spre rana din care
picurd sangele taurului, in partea de jos a scenei.

Relieful lasa impresia unei executii neinde-
manatice, de slabd calitate. Este insa de remarcat
incadrarea reusitd a elementelor principale ale
scenei precum si personalizarea acesteia, cel mai
probabil la cererea celui care a dedicat relieful.
Caracterul schematic al executiei se poate explica
in mai multe feluri: fie relieful nu a fost finalizat,
fie pe suprafata sa au fost realizate prin pictura
detaliile necesare pentru finalizarea scenei. Exista
exemple numeroase de reliefuri votive executate
doar la nivel schematic, mai ales dintre cele cu
subiecte cunoscute si usor recognoscibile pentru
antici, si care au fost dedicate/utilizate.

Printre asa-numitele religii orientale, cultul lui
Mithras a jucat si in provincia Moesia Inferior un
rol semnificativ, dupa cum o atesta sursele epigra-
fice, iconografice si arheologice (Najdenova 1987;
Covacef 2002, p. 164-168; Alexandrescu-Vianu
2009, p. 33; Barbulescu, Buzoianu 2009, p. 401-
402). Evenimentul central al cultului lui Mithras
este uciderea taurului (taurochtonia), care este
reprezentatd pe céteva zeci de reliefuri si sculp-
turi descoperite pana acum (Alexandrescu 2017;
Alexandescu, Topoleanu 2019) si care variaza

To the left and right of the group are the two
dadophores, Cautes and Cautopates, companions
of the god, with torches in their hands (facing
up and down respectively), the one on the left
possibly holding a bow in his left hand. In the
upper left corner is the bust of Sol, possibly with
rays around his head. Also, in the upper right
part of the scene, at the top right, is the female
bust of Luna, with a crescent in the shoulder area.
Normally this would have been placed in the
corner, but the ‘standard’ composition has been
customized by inserting in the upper right corner
a scene from the myth of Mithras, namely the
god’s birth from the rock (petrogenitus), with the
oriental cap on his head and raised arms holding
a knife (in the right hand) and a torch (in the left
hand). The attributes are difficult to recognize, but
their sketch is clear, and identification possible on
the basis of known analogies for this subject.

Among the god’s acolytes is the raven, depicted
on its fluttering mantle, between the bust of Sol
and the head of Mithras, facing the god. The
serpent and the dog are reaching up towards the
wound from which the bull’s blood drips, at the
bottom of the scene.

The relief gives the impression of a clumsy,
low-quality execution. However, it is worth noting
the successful framing of the main elements of
the scene and its customization, most probably
at the request of the person who dedicated the
relief. The schematic nature of the execution can
be explained in several ways: either the relief was
not finalized, or the details needed to complete
the scene were painted onto its surface. There
are numerous examples of the dedication of
votive reliefs executed only at a schematic level,
especially those with subjects known and easily
recognizable to the ancient viewer.

Among the so-called Eastern religions, the
cult of Mithras also played a significant role in
the province of Moesia Inferior, as epigraphic,
iconographic and archaeological sources attest
(Najdenova 1987; Covacef 2002, p.164-168;
Alexandrescu-Vianu 2009, p.33; Barbulescu,
Buzoianu 2009, p.401-402). The central event



mai ales prin addugarea de registre cu diferite ele-
mente din mitul lui Mithras, amplasate deasupra
si sub campul cu scena centrald, a carui margine
superioara poate avea aspectul schematic al unei
grote. Zeul imbricat oriental ingenuncheazd pe
taurul prabusit, il tine de nari si isi infige cutitul
in umdrul acestuia. Din coada animalului cresc
spice de cereale, scorpionul incearca sd ajunga la
organele genitale ale taurului, sarpele si cainele
se luptd pentru sangele acestuia. Aceste elemente
individuale, care apar in mod recurent in scenele
de ucidere a taurului, au valoare simbolica foarte
mare si cunoscuti privitorului antic. Intrucat cul-
tul lui Mithras este una dintre religiile misterice,
cunostintele asociate cu acesta erau rezervate cer-
cului de initiati. Acestia erau obligati sa pastreze
tacerea, iar femeile erau excluse. Prin urmare,
din punctul de vedere al omului modern, exista
o lipsa generalizata de surse scrise antice explica-
tive, existand insd numeroase surse iconografice
si arheologice care necesitd explicatii si interpre-
tari. Cu toate acestea, cercetdtorii sunt de mult
timp de acord cd simbolismul cultului mitraic
are mai multe niveluri de semnificatie si cd unul
dintre acestea reflectd cunostinte astronomice
si astrologice.

Un alt nivel de semnificatie in simbolismul
lui Mithras este ideea de izbavire a sufletelor
asociatd cu transmigrarea lor. Mithras, salvatorul
si conducatorul cerului instelat, le promitea
adeptilor sdi intoarcerea in siguranta a sufletelor
lor nemuritoare prin sferele planetare la locul lor
de origine in cosmos dupd moarte. In practica,
aceastd intoarcere a sufletelor era anticipata de
cele sapte niveluri de initiere ale misticului, fiecare
dintre acestea fiind sub protectia unui zeu planetar.
Ritualurile de initiere si ceremoniile cultului lui
Mithras includeau, de asemenea, un fel de botez
cu iertarea pdcatelor, un fel de confirmare, o
nunta mistica, o hirotonire sacerdotala si o masa
sacrd cu paine si vin.

Probabil cd romanii au intrat pentru prima data
in contact cu manifestari ale cultului lui Mithras
in anul 67 a.Chr., in sud-vestul Asiei Mici. Cu
toate acestea, primele texte si reprezentari databile
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of the cult of Mithras is the slaying of the bull
(tauroctonia), which is represented on several
dozen reliefs and sculptures discovered so far
(Alexandrescu 2017; Alexandescu, Topoleanu
2019) and which vary mainly by the addition of
registers with different elements from the myth
of Mithras, placed above and below the field
with the central scene, whose upper edge may
have the schematic appearance of a grotto. The
god in oriental dress kneels on the fallen bull,
holds it by the nostrils and plunges his knife
into its shoulder. The tail of the bull occasionally
appears to end in an ear of wheat, the scorpion
seizes the bull’s genitals. The snake and the dog
are fighting for the bull’s blood. These individual
elements, which appear recurrently in the
bull-killing scenes, have very great symbolic
value known to the ancient viewer. As the cult
of Mithras is one of the mystery religions, the
knowledge associated with it was reserved for the
initiated circle. They were bound to silence and
women were excluded. Therefore, from today’s
perspective, there is a general lack of explanatory
ancient written sources, but there are many
iconographic and archaeological sources that
require explanation and interpretation. However,
scholars have long agreed that the symbolism of
the Mithraic cult has several levels of meaning
and that one of these reflects astronomical and
astrological knowledge.

Another level of significance in the symbolism
of Mithras is the idea of redemption of souls
associated with their transmigration. Mithras, the
savior and ruler of the starry heavens, promised
his followers the safe return of their immortal
souls through the planetary spheres to their place
of origin in the cosmos after death. In the cult’s
practice, this return of souls was anticipated by the
mystic’s seven levels of initiation, each of which
was under the protection of a planetary god. The
initiation rites and cult ceremonies of the cult
of Mithras also included a kind of baptism with
the forgiveness of sins, a kind of confirmation,
a mystical wedding, a priestly ordination, and a
sacred meal of bread and wine.
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ale zeului Mithras ucigand taurul, au aparut in
Roma, Italia si provincii abia in ultima treime
a secolului I p.Chr. (Boschung 2015). Traditia
persand si babiloniand si formele microasiatice
de manifestare ale acesteia, mai ales din perioada
elenistica, dar si ulterior in arealul Commagene
si Imperiul Kushan, puternic marcate de
cultura greacd, sunt sensibil diferite de cultul si
iconografia zeului Mithras raspandite de la Roma
in provinciile Imperiului, inclusiv in Moesia
Inferior. Noul cult, reorganizat in prealabil de
catre romani, atat in ceea ce priveste iconografia,
cat si in amenajarea sanctuarelor specifice, a
fost raspandit in principal de soldati, ofiteri si
functionari imperiali, ajungand a fi corelat chiar
cu elemente ale cultului imperial. Interzicerea
cultelor pagane sub imparatul Teodosius, la finele
secolului al IV-lea, a insemnat, de asemenea,
sfarsitul cultului lui Mithras.
Datare: secolele al II-lea — al III-lea p.Chr.
(C.-G. A)

The Romans probably first came into contact
with the cult of Mithras in 67 BC in southwest
Asia Minor. However, the earliest datable texts
and depictions of the god Mithras slaying the bull
did not appear in Rome, Italy and the provinces
until the last third of the 1** century AD (Boschung
2015). The Persian and Babylonian tradition and
the micro-Asiatic forms of its manifestation,
especially from the Hellenistic period, but also
later in the Commagene area and the Kushan
Empire, strongly marked by Greek culture, are
markedly different from the cult and iconography
of the god Mithras spread from Rome to the
provinces of the Empire, including Lower Moesia.
The new cult, reorganized in advance by the
Romans, both in terms of iconography and in the
arrangement of specific sanctuaries, was spread
mainly by soldiers, officers and imperial officials,
and even came to be correlated with elements of
the imperial cult. The prohibition of pagan cults
under Emperor Theodosius at the end of the 4
century also marked the end of the cult of Mithras.

Dating: 2™ - 3" centuries AD.

(C.-G. A)



17.
CAVALERUL THRAC"

Basorelief votiv (nr. inv. 2021)

Realizat din marmura alba, cu vine gri.
Dimensiuni: h =22 cm, 1 = 22,5 cm, gr = 3,2 cm.

Referinte bibliografice: Canarache et al 1963, nr. 21,
p. 101-103; Scorpan 1967, p. 42, fig. 18; Covacef 2011,
p. 68-69, fig. 35; Alexandrescu-Vianu 2009, p. 34;
Alexandrescu-Vianu 2022b, p. 126.

Basorelieful are forma dreptunghiulard; piesa
a fost gasita spartd in trei bucati, care au fost
reintregite prin lipire cu risind. In centru, unde
ramasese o fisurd mai pronuntatd, piesa a fost
completata cu ipsos, iar coltul chenarului din
dreapta, sus, reintregit cu fragmentul original. Se
mai pot observa zgarieturi si pierderi de material
la baza. Placa de marmura are un chenar simplu,
mai lat in partea inferioara si prezintd cea mai
complexa scend dintre cele patru ale Cavalerului
Thrac ce fac parte din Tezaurul de sculpturi de
la Tomis.

Cavalerul Thrac este reprezentat galopand
spre dreapta, catre copacul sacru. Printre ramu-
rile sale, se distinge sarpele incolacit si cu capul
iesind printre frunze citre capul calului. In col-
tul din dreapta jos al reliefului, este redat altarul
rectangular, dublu profilat, asezat in fata arbo-
relui. Cavalerul este imbricat cu o tunica lunga
pana la genunchi, cu pliuri verticale in partea
de jos si stransa la mijloc, iar hlamida (man-
tia) prinsa pe umarul drept ii flutura in spate.
Atat capul cat si trunchiul sunt intoarse spre
dreapta, astfel incat sunt vazute din fata. Figura
este rotunda, ochii mari si parul buclat; pre-
zintd o spartura in zona gurii §i a nasului. Mana
dreaptd este ridicatd, urmand sd arunce o lance
scurta citre mistretul aflat sub cal. Degetele cala-
retului si coada lancei patrund in chenar. Méana
stangd nu este vizibila, fiind ascunsa dupa gatul

17.
"THRACIAN RIDER"

Votive bas-relief (inv. no. 2021)

Made of white marble with gray veining.
Dimensions: h =22 cm, w =22.5 cm, th =3.2 cm.

References: Canarache etal 1963, no.21, p.101-
103; Scorpan 1967, p.42, fig. 18; Covacef 2011,
p. 68-69, fig. 35; Alexandrescu-Vianu 2009, p. 34;
Alexandrescu-Vianu 2022b, p. 126.

The bas-relief has a rectangular shape; the
piece was found broken into three pieces,
which were put back together, by resin bond-
ing. In the center, where a more pronounced
crack remained, the piece was filled in, and
the corner of the upper right-hand border was
rejoined with the original fragment. Scratches
and loss of material at the base can also be seen.
The marble slab has a simple border, wider at
the bottom, and depicts the most complex of
the four Thracian Rider scenes in the Tomis
Sculptures Treasure.

The Thracian Rider is shown galloping to
the right, towards the sacred tree. Among its
branches, it is the coiled serpent with its head
protruding through the leaves towards the horse’s
head. In the lower right-hand corner of the relief
is the rectangular, double-profiled shrine in front
of the tree. The rider is dressed in a knee-length
tunic, with vertical pleats at the bottom and tight
in the middle, and the hlamida (mantle), which
is fastened on the right shoulder, flaps behind his
back. Both head and torso are turned to the right
so that they are seen from the front. The figure
is round, with large eyes and curly hair; there is
a slit in the mouth and nose. The right hand is
raised in the air, aiming a short spear at the boar
beneath the horse. The rider’s fingers and the
pikestaft penetrate the border. The left hand is
not visible, being hidden behind the horse’s neck,
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calului, redat cu capul alungit, urechile mari si
orbita exagerata.

In fata mistretului este reprezentat cainele, cele
doua animale fiind afrontate, cu boturile ridicate,
pe cale de a se incaiera. In marginea din stinga
a placii de marmura se afla reprezentat acolitul
Cavalerului Thrac, care tine calul strans de coada
cu mana dreapti. Insotitorul este imbricat la fel
ca si Cavalerul, reprezentat in picioare, cu capul
si trunchiul din fatd, cu piciorul din profil pasind
spre dreapta. Detaliile sunt rudimentare, reali-
zate chiar pueril: fata rotunda, ochii usor schitati,
nasul lung si gura mica.

Aceastd piesa face parte din categoria ico-
nografica a Eroului la vénitoare. Simbolismul
scenei este acela cd divinitatea thraca, intruchi-
pare a dreptatii si a binelui, are capacitatea de a
birui raul, reprezentat in aceasta scend de mistret
(alte animale vanate sunt iepurele sau cdprioara).
In acest caz, ipostaza de luptitor sau vanitor
dobéndeste si valente funerare; Eroul cavaler
invinge fortele intunericului si devine un sal-
vator, care il insoteste pe defunct in lumea de
dincolo, asigurandu-i astfel nemurirea. Copacul
sacru simbolizeaza vegetatia si fertilitatea solului,
iar sarpele, protector al locurilor sacre, simboli-
zeaza totodatd regenerarea si viata eterna. Calul,
prezent in toate reprezentarile Cavalerului, este
considerat si un animal psihopomp (care condu-
cea sufletele mortilor), simbol al imortalitatii.

Datare: secolul al ITI-lea p.Chr.

(A.A)

rendered with an elongated head, large ears and
exaggerated eye socket.

In front of the wild boar is the dog, the two
animals facing each other, muzzles raised, about
to fight. On the left side of the marble slab is the
acolyte of the Thracian Rider, holding the horse
by the tail with his right hand. The companion is
dressed in the same costume as the Rider, shown
standing, head and torso in front, with the foot
in profile stepping to the right. The details are
rudimentary, even childish: a round face, slightly
outlined eyes, long nose and small mouth.

This piece belongs to the iconographic cat-
egory of the Thracian Hero on the Hunt. The
symbolism of the scene is that the Thracian deity,
the embodiment of justice and goodness, has
the ability to overcome evil, represented in this
scene by the wild boar (other hunted animals are
the hare or the deer). In this case, the role of the
fighter or hunter also takes on funerary qualities;
the Hero Rider defeats the forces of darkness and
becomes a saviour, accompanying the deceased
to the underworld, thus ensuring immortality.
The sacred tree symbolizes vegetation and soil
fertility, while the snake, protector of sacred sites,
also symbolizes regeneration and eternal life. The
horse, present in all representations of the Rider,
is also considered a psychopomp animal (leading
the souls of the dead), symbol of immortality.

Dating: the 3™ century AD.

(A A)



18.
+CAVALERUL THRAC”

Basorelief votiv (nr. inv. 2023)

Realizat din marmura alba, de buna calitate.
Dimensiuni:h =18 cm,1 =14 cm, gr =3 cm.

Referinte bibliografice: Canarache et al 1963, nr. 19,
p- 97-98; Scorpan 1967, p. 17, fig 2; Covacef 2011,
p. 72-73, fig.37; Alexandrescu-Vianu 2009, p. 34;
Alexandrescu-Vianu 2022b, p. 126.

La momentul descoperirii ii lipsea coltul din
dreapta jos, care a fost ulterior completat cu ipsos.
Piesa are forma rectangulara, cu chenar simplu,
mai lat in partea de jos, unde se pot distinge urme
de refolosire, la fel ca si pe spatele slefuit al reli-
efului. Divinitatea este reprezentata in maniera
obisnuita, calare, galopand spre dreapta catre
arborele sacru. Sarpele apare incoldcit intre frun-
zele pomului, aproape confundandu-se cu acestea.

Cavalerul este redat cu capul intors aproape
complet spre dreapta, detaliile fetei fiind schitate
grosolan, guraabiavizibild, iar parullipsit de bucle.
Nici imbracamintea nu este redatd corespunzitor;
mesterul a sculptat doar hlamida (mantia) prinsa
la piept si fluturand in spate. Eroul are maéna
dreaptd ridicata in care tine o lance lunga, cu
varful in jos, pregatita sa strapungd mistretul care
se iveste de dupad altar. Calul are picioarele din
fatd ridicate, iar ochiul, urechea, gura si fraul sunt
redate in mod accentuat. Picioarele din dreapta
sunt mai pronuntate decat cele din stanga pentru
a da adancime scenei. Mistretul este infatisat spre
stangd, cu botul mare si urechile ciulite. Din cauza
sparturii nu sunt vizibile trunchiul copacului,
mare parte din altar si corpul mistretului.

Reprezentarile Cavalerului Thrac din epoca
elenistica sunt destul de rare si intalnite in mare
parte in jurul oraselor grecesti vest pontice. Ele
devin foarte numeroase in perioada romand,
in special in secolele II-III p.Chr. In provincia

18.
“THRACIAN RIDER"

Votive bas-relief (inv. no. 2023)

Made of white, good-quality marble.
Dimensions: h = 18 cm, w= 14 cm, th = 3 cm.

References: Canarache et al 1963, no. 19, p.97-98;
Scorpan 1967, p. 17, fig 2; Covacef 2011, p.72-73,
fig. 37; Alexandrescu-Vianu 2009, p. 34; Alexandrescu-
Vianu 2022b, p. 126.

At the time of its discovery, it was missing
the lower right corner, which was later filled in
with plaster. The piece is rectangular in shape
with a simple border, wider at the bottom, where
traces of reuse can be distinguished, as well as
on the polished back of the relief. Here the Rider
is depicted in the usual manner, on horseback,
galloping to the right towards the sacred tree. The
serpent appears coiled in the leaves of the tree,
almost blending in with them.

The Rider is depicted with his head turned
almost completely to the right, the details of his
face roughly sketched, his mouth barely visible
and his hair without curls. The clothing is not
properly rendered either; the artist has carved
only the hlamida (mantle) clasped to the chest
and billowing behind. The heros right hand is
raised, holding a long spear, pointing downwards,
ready to pierce the boar emerging from behind
the altar. The horse’s front legs are raised, and the
eye, ear, mouth and bridle are emphasized. The
right legs are more pronounced than those on the
left to give depth to the scene. The boar is depicted
to the left, with a large snout and pinned ears.
Because of the split, the trunk of the tree, most of
the altar and the boar’s body are not visible.

Depictions of the Thracian Rider from the
Hellenistic period are quite rare and found mostly
around the West Pontic Greek cities. They become
very numerous in the Roman period, especially in
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Scythia Minor, divinitatea mai apare asociatd
in reprezentdri cu Cybele, in cele mai multe
cazuri, dar si cu Bacchus si Mercur. Asocierea cu
Dionysos si cu Cybele, impreuna cu sacrificiile
si simboluri precum sarpele si arborele sacru,
apropie cultul Cavalerului Thrac de religiile de
mistere, care promiteau o viatd eterna, fericit,
dincolo de moartea fizica.

Aceasta temd a eroului calare care impunge
cu sulita un animal - intruchiparea raului - este,
asadar, foarte veche si a fost perpetuata sub diferite
forme (de exemplu, in mitologia greco-romand,
legenda celtica care a inspirat povestea de iubire
dintre Tristan si Isolda, basme populare, s.a), in
crestinism ajungiandu-se la imaginea Sfantului
Gheorghe.

Si basorelieful de fatd este o slabd realizare
artisticd, un produs local comun, care poate a
beneficiat de redarea detaliilor cu ajutorul picturii.

Datare: prima jumatate a secolului al III-lea
p.Chr.

(A A)

the 27-3 centuries AD. In the province of Scythia
Minor, the deity also appears in representations
associated with Cybele, in most cases, but also
with Bacchus and Mercury. The association with
Dionysus and Cybele, together with sacrifices and
symbols such as the serpent and the sacred tree,
brings the cult of the Thracian Rider closer to the
mystery religions, which promised an eternal,
happy life beyond physical death.

This theme of the hero on horseback spearing
an animal - the embodiment of evil - is therefore
very old and has been perpetuated in various
forms (for example, in Greco-Roman mythology,
the Celtic legend that inspired the love story
between Tristan and Isolde, folk tales, etc.), and
in Christianity, the image of St George.

The bas-relief before us is also a poor artistic
achievement, a common local product, which
may have benefited from rendering the details
with painting.

Dating: first half of the 3™ century AD.

(A.A)



19.
+CAVALERUL THRAC”

Basorelief votiv (nr. inv. 2020)

Realizat din marmura galbuie, cu cristale mari.
Dimensiuni: h = 30,5 cm, 1 = 22,5 cm, gr = 4,5 cm.

Referinte bibliografice: Canarache et al 1963, nr. 20,
p. 99-100; Scorpan 1967, p.17-19, fig.3; Covacef
2011, p.66-67, fig. 34; Alexandrescu-Vianu 2009,
p. 34; Alexandrescu-Vianu 2022b, p. 126.

Piesa a fost gasita spartd in trei bucati, care au
fost reintregite. Placa de marmurd are un chenar
simplu, mai lat in partea inferioard si usor arcuit
in partea superioara.

Cavalerul Thrac este reprezentat galopand
spre dreapta, citre pomul sacru reprezentat cu
trunchiul ondulat si sarpele incolacit intre frun-
zele lui. In coltul din dreapta jos al reliefului, la
baza copacului, este redat altarul dublu profilat.
Intreaga lucrare este realizatd foarte rudimentar,
cu unele detalii complet neglijate si disproportii.
Calaretul este redat cu trunchiul intors usor spre
dreapta si capul aplecat in fatd; poarta o tunica
scurtd cu pliuri verticale, iar hlamida (mantie)
trecuta peste umeri fluturd in vant. Méana stanga
este ascunsad dupa gatul calului, iar mana dreapta
este redatd cu pumnul strins, ceea ce ar indica
faptul ca avea o sulitd pe care se pregatea sa o
arunce. Totusi, nu existd nici o urma de reprezen-
tare a sulitei pe basorelief; poate cd a fost redata
cu vopsea, care s-a sters in timp. Totodata, acestei
piese ii lipsesc elementele care insotesc de obicei
Cavalerul Thrac in ipostaza de vandtor: lancea,
cainele, mistretul. Detaliile de la nivelul fetei
(ochii, nasul, gura) si parul sunt partial sterse
din cauza coroddrii marmurei. Elementele reli-
efului sunt realizate disproportionat: calul, mai
mic decat cavalerul, isi aseazd piciorul din fata pe
altar, si acesta redat subdimensionat.

19.
“THRACIAN RIDER"

Votive bas-relief (inv. no. 2020)

Made of yellowish, large crystals marble.
Dimensions: h = 30.5 cm, w = 22.5 cm, th = 4.5 cm.

References: Canarache et al 1963, no. 20, p. 99-100;
Scorpan 1967, p.17-19, fig.3; Covacef 2011,
p. 66-67, fig.34; Alexandrescu-Vianu 2009, p. 34;
Alexandrescu-Vianu 2022b, p. 126.

The piece was found broken into three pieces,
which were reassembled. The marble slab has a
simple border, wider at the bottom and slightly
curved at the top.

The Thracian Rider is depicted galloping to
the right, towards the sacred tree with its wavy
trunk and the serpent entwined in its leaves. In
the lower right corner of the relief, at the base of
the tree, is the double-profiled altar. The whole
work is very rudimentarily executed, with some
completely neglected details and disproportions.
The horseman is depicted with his torso turned
slightly to the right and his head bent forward;
he wears a short tunic with vertical folds, and the
cloak (mantle) draped over his shoulders billows
in the wind. The left hand is hidden behind the
horse’s neck, and the right hand is rendered with
a clenched fist, which would indicate that he was
holding a spear that he was preparing to throw.
However, there is no trace of the spear on the bas-
relief; it may have been rendered with paint, which
has faded over time. It also lacks the elements
that usually accompany the Thracian Rider as a
hunter: the spear, the dog, the boar. The details
of the face (eyes, nose, mouth) and the hair are
partially erased due to the corroded marble. The
relief elements are disproportionately rendered:
the horse, smaller than the rider, rests its front leg
on the altar, which is also rendered undersized.
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Cavalerul Thrac este zeitatea thracd cea mai
raspandita in iconografia antica si cea mai bine
documentata in panteonul Dobrogei romane.
Acesta este redat calare in reprezentari votive si
funerare si are un caracter complex: divinitate
a naturii, a fertilitatii, htoniand, zeu al victoriei
binelui asupra raului. Remarcim un monument
epigrafic din perioada Severilor, dedicat
Cavalerului Thrac de catre un thiasos (asociatie),
relieful din registrul superior infatisindu-1 pe
Eroul cdlare, in maniera traditionala. Numele
sau este insotit in inscriptii de epitete precum
Manimazos sau Manibazos (,,cel frumos si mare”),
Domnus (Stapan), Invictus et sacer (neinvins si
sacru) s.a.

Sanctuarul Cavalerului Thrac se gasea cel mai
probabil intr-o zond impadurita sau macar mar-
ginitd de copaci, lucru sugerat de reprezentarea
arborelui — simbol al vegetatiei si al fertilitatii, al
vietii, simbol al legéturii intre lumea subpaman-
teana in care isi infige radécinile si lumea cereasca
spre care isi intinde ramurile. Paznicul sanctua-
rului era sarpele (rol apotropaic, dar asociat si
lumii subterane, ca simbol al mortii), iar altarul
era folosit pentru ofrande sau sacrificii.

Datare: prima jumatate a secolului al III-lea
p.Chr.

(A A)

The Thracian Rider is the most widespread
Thracian deity in ancienticonography and the best
documented in the pantheon of Roman Dobruja.
Heis depicted on horseback in votive and funerary
representations and has a complex character:
divinity of nature, fertility, chthonian, god of the
victory of good over evil. We note an epigraphic
monument from the Severan period, dedicated to
the Thracian Rider by a thiasos (association), the
relief in the upper register depicting the Hero on
horseback in the traditional manner. His name
is accompanied in the inscriptions by epithets
such as Manimazos or Manibazos (“the beautiful
and great”), Domnus (“Master”), Invictus et sacer
(“Undefeated and Sacred”) and so on.

The sanctuary of the Thracian Rider was most
probably located in a wooded area or at least
bordered by trees, which is suggested by the
representation of the tree — symbol of vegetation
and fertility, of life, symbol of the link between the
underworld where it takes root and the heavenly
world towards which it stretches its branches.
The guardian of the sanctuary was the serpent
(an apotropaic role, but also associated with the
underworld as a symbol of death), and the altar
was used for offerings or sacrifices.

The bas-relief dates to the first half of the
3" century AD.

(A.A)



20.
+CAVALERUL THRAC”

Basorelief votiv (nr. inv. 2022)

Realizat din marmurd galbuie, cu granulatii mari,
sfarAmicioasa.
Dimensiuni: h = 23,5 cm, 1= 18,5 cm, gr =4 cm.

Referinte bibliografice: Canarache et al 1963, nr. 18,
p. 94-96; Scorpan 1967, p. 19-21, fig. 4; Covacef 2011,
p. 70-71, fig.36; Alexandrescu-Vianu 2009, p.34;
Alexandrescu-Vianu 2022b, p. 126.

Placa pentagonala a fost gésita intr-o stare de
conservare nu prea buna, deteriorata in coltul din
stanga jos si in partea dreapta sus, sparturi ce au
fost completate. Piesa are un chenar simplu, mai
lat in partea de jos, dar foarte pronuntat incat da
aspectul de nisa. Partea superioara este in forma
de arc frant. Spatele placii de marmura dovedeste
ca era refolosita.

Cavalerul Thrac este redat in galop spre
dreapta, cu capul si privirea inainte. Este imbracat
intr-o tunicd scurta, redata sumar, iar mantia ii
fluturd in viteza galopului. Detaliile fetei sunt
putin vizibile din cauza coroddrii marmurei,
dar se remarcd orbita excesiv de mare; parul
buclat este redat grosolan. Intilnim pe langa
detalii neglijate si disproportii: capul Cavalerului
este prea mare in raport cu restul corpului, iar
calul prea mic in comparatie cu eroul. Mana
dreaptd a cavalerului este ridicata si sculptata
peste marginea reliefului, intrerupand chenarul;
nu este reprezentat nici unul dintre obiectele
pe care le tine, de reguld, eroul in mana. Este
posibil ca atributul sd fi fost redat cu ajutorul
picturii sau putem totusi considera ca eroul face
cu mana dreaptd semnul de benedictio latina
(binecuvantare cu doua degete in sus - aratatorul
si mijlociul - si restul stranse in pumn). Calul
este de asemenea redat neglijent, cu picioarele
prea groase, spinarea curbata exagerat, dar avand

20.
“THRACIAN RIDER"

Votive bas-relief (inv. no. 2022)

Made of crumbly, coarse-grained, yellowish marble.
Dimensions: h = 23.5cm, w=18.5cm, th =4 cm.

References: Canarache et al 1963, no. 18, p. 94-96;
Scorpan 1967, p.19-21, fig.4; Covacef 2011,
p. 70-71, fig.36; Alexandrescu-Vianu 2009, p.34;
Alexandrescu-Vianu 2022b, p. 126.

The pentagonal slab was found in a not so
good state of preservation, damaged in the lower
left corner and upper right, cracks that have been
filled in. The piece has a simple border, wider
at the bottom but very pronounced to give the
appearance of a niche. The top is in the shape of a
pointed arch. The back of the marble slab proves
that it was reused.

The Thracian Rider is shown galloping to
the right, head forward and facing forward. He
is dressed in a short tunic, summarily rendered,
and his cloak billows as he gallops. The details
of the face are faintly visible due to the marble’s
corroding, but the excessively large eye sockets
are noticeable; the curly hair is roughly rendered.
In this relief, in addition to neglected details,
there are disproportions: the head of the Rider
is too large in relation to the rest of the body,
and the horse is too small in comparison with
the hero. The knight’s right hand is raised and
carved over the edge of the relief, interrupting the
border; none of the objects usually held by the
hero is represented. It is possible that the attribute
has been rendered by painting. We can, however,
consider that the hero is making the benedictio
latina sign (blessing with two fingers upwards
- the index and middle fingers — and the rest
clenched in a fist) with his right hand. The horse
is also rendered sloppily, with overly thick legs,
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coama si coada foarte pronuntate. In coltul din
dreapta jos, respectiand tiparul iconografic, se afla
altarul rectangular, dublu profilat. Langa el apare
si trunchiul copacului, dar spértura a facut sa
dispara frunzisul pomului, botul si picioarele din
fata ale calului.

Desi cultul Cavalerului Thrac are radacini
foarte vechi, iconografia acestuia are ca sursa de
inspiratie monumentele funerare grecesti, de unde
a fost preluat motivul calaretului, al defunctului
eroizat, ca si epitetul de Heros (Erou), aflat la
jumatatea drumului intre cer si pamant, intre
conditia umana si cea de zeu. Primele reprezentari
dateaza din secolul IV a.Chr.. Caracterul htonian
al cultului Cavalerului poate rezulta si din placile
votive arcuite in partea superioara, arcul frant
sugerand ideea de pestera, dar si o asemanare
vizuald cu mormintele tumulare.

Lucrarea este de slaba calitate, lipsita de
preocupdri artistice si grijd pentru detalii, care ar
fi putut fi suplinite cu ajutorul picturii.

Datare: prima jumdtatea secolului al III-lea
p.Chr.

(A A)

an exaggeratedly curved back, but with a very
pronounced mane and tail. In the lower right-
hand corner, following the iconographic pattern,
it is the rectangular, double-profiled altar. Next
to it, it is the trunk of the tree, but the split has
caused the foliage of the tree and the muzzle and
front legs of the horse to disappear.

Although the cult of the Thracian Rider has
very ancient roots, its iconography is inspired
by Greek funerary monuments, from which the
motif of the rider, the heroized deceased, and
the epithet Heros (Hero) were taken, halfway
between heaven and earth, between being human
and being a god. The first representations date
back to the 4™ century BC. The chthonian feature
of the cult of the Rider may also be inferred from
the votive plaques arched at the top, the pointed
arch suggesting the idea of a cave, but also a visual
resemblance to barrow graves.

The work is of poor quality, lacking in artistic
concern and attention to detail, which could have
been made up for by painting.

Dating: first half of the 3 century AD.

(A.A)



21.
SELENE

Basorelief votiv (nr. inv. 2019)

Realizat din marmura de culoare alb3, zaharioda.
Dimensiuni: h = 28,8 cm,1=19,8 cm, gr =3 cm.

Referinte bibliografice: Canarache etal 1963,
nr.9, p.55-58; Covacef 2011, p.64-65, fig. 33;
Alexandrescu-Vianu 2009, p.29-30; Alexandrescu-
Vianu 2022b, nr. 10, p. 115.

Basorelieful o infitiseaza pe Selene, zeita
lunii, in picioare, intr-un car tras de doi tauri.
Piesei {i lipseste coltul din stinga jos, ruptura
producandu-se probabil in antichitate. Imaginea
este incadratd de un chenar simplu, mai lat in
partea inferioara si care nu este unitar, fiind
afectat de extinderea sculpturii, in unele portiuni.
In maini zeita tine o ficlie sprijinita de umarul
stang. Imaginea este frontald, vazuta din fata.

In imagine, zeifa este invesmaintati cu un
chiton repliat, rasfrant de la mijloc si cazut de pe
umarul drept, iar in jurul capului poartd un val
semicircular, ale cdrui extremitéti sunt infasurate
in jurul bratelor, cu colturile fluturand deasupra
capetelor taurilor. Fata are trasdturi sumare,
iar parul impartit in doua de o carare si cu o
parte stransa in crestet este, de asemenea, redat
schematic. Semiluna, atribut definitoriu al zeitei,
isi arata cele doud colturi de o parte si de alta
a capului.

Taurii care trag carul sunt diferiti unul de
altul si apar reprezentati spate in spate, opintin-
du-se, cu partea dinainte a corpului ridicatd, cu
picioarele din fatd indoite, in timp ce cozile lungi
le atdrna pana la pamant. Spre a evita dificultatea
de a reprezenta cei doi tauri en raccourci, auto-
rul reliefului a redat animalele din profil, creand
impresia ca fiecare trage in altd parte (Covacef
2011, 64). Nu se distinge niciun element prin
care animalele erau prinse de car, lipsind si orice

21.
SELENE

Votive bas-relief (inv. no. 2019)

Made of white, saccharoid marble.
Dimensions: h = 28.8 cm, w=19.8 cm, th = 3 cm.

References: Canarache etal 1963, no.9, p.55-58;
Covacef 2011, p. 64-65, fig. 33; Alexandrescu-Vianu
2009, p.29-30; Alexandrescu-Vianu 2022b, no. 10,
p. 115.

The slab of bas-relief depicts Selene, the moon
goddess, standing in a chariot drawn by two bulls.
The lower left corner of the piece is missing, the
break having probably occurred in antiquity.
The image is framed by a simple border, wider at
the bottom, which is not uniform and has been
affected by the widening of the carving in some
parts. In her hands the goddess holds a torch
resting on her left shoulder. The image is frontal,
seen from the front.

In the present piece, the goddess is clothed
in a folded chiton, twisted from the middle and
falling from the right shoulder, and she wears a
semicircular veil around her head, the ends of
which are wrapped around her arms, with the
corners fluttering above the bulls’ heads. The face
has summary features and the hair, divided in two
by a path and with a close part at the crown, is also
schematically rendered. The crescent, a defining
attribute of the goddess, shows the two corners on
either side of her head.

The bulls pulling the chariot are different
from each other and are depicted back-to-back,
facing each other, with the front part of their
bodies raised, their front legs bent, while their
long tails hang down to the ground. In order to
avoid the difficulty of representing the two bulls
en raccourci, the author of the relief rendered the
animals in profile, creating the impression that
each is pulling in a different direction (Covacef
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indicatie a rotilor. Relieful nu are mari valente
artistice, unele detalii fiind redate fie sumar, fie
sculptate grosier, fiind vorba despre faldurile ves-
mantului, despre mainile zeitei sau despre figura
sa, care nu aminteste nici pe departe faimoasa
frumusete a zeitei. Piesa este o lucrare de serie.

Faclia pe care o poarta Selene este un atribut
intalnit si la alte divinitdti feminine, ceea ce i-a
facut pe unii specialisti sa creada ca acest artefact
ar putea sd o reprezinte chiar pe Hekate, sau pe
Artemis Lucifer. Nu trebuie uitat cé si Hekate este
o zeita lunard, a lunii nebuloase.

In versurile poetilor antici, zeita lunii apare
plind de farmec, de dragoste si de gingdsie si
isi schimbd mereu infafisarea, la fel ca astrul,
veghind de sus asupra intregii miscari a vietii, de
aceea si cultul zeitei ajunge sa aiba mai mult un
caracter discret si intim, decat unul public. Selene
este reprezentata in diverse forme, adesea in opo-
zitie cu Sol (Soarele). De cele mai multe ori, ea
apare ca o femeie tanara si frumoasd, care strabate
cerul intr-un car tras de doi cai, doi tauri sau doi
boi albi. Ca si in cazul reliefului de fata, poarta
totdeauna pe umadr cornul lunii. Caracteristic zei-
tei este valul ridicat in formd de semicerc in jurul
capului, de unde coboara pe brate, infasurandu-le.

Datare: prima jumatate a sec. III p.Chr.

(C.C)

2011, 64). No element by which the animals were
attached to the chariot can be distinguished, and
any indication of wheels is also missing. The relief
has little artistic merit, with some details being
rendered either coarsely or crudely carved, such as
the folds of the garment, the hands of the goddess
or her figure, which does not even remotely recall
the famous beauty of the goddess. The piece is a
serial work.

The torch Selene wears is an attribute of other
female deities, which has led some experts to
believe that this artifact may represent Hekate
herself, or Artemis Lucifer. It should not be
forgotten that Hekate is also a lunar goddess, a
moon goddess of the nebula moon.

In the verses of the ancient poets, the moon
goddess appears full of charm, love and gentleness
and is always changing her appearance, like the
star, watching over the whole movement of life
from above, that is why the cult of the goddess
ends up having more of a discreet and intimate
character than a public one. Selene is represented
in various forms, often in opposition to Sol (the
Sun). Most often she appears as a young and
beautiful woman traveling across the sky in a
chariot pulled by two horses, two bulls or two
white oxen. As in this relief, she always carries
the moon’s horn on her shoulder. Characteristic
of the goddess is the raised veil in the shape of
a semicircle around the head, from where it
descends on the arms, wrapping them.

Dating: first half of the 3 century AD.

(C.C)



22.
CYBELE

Statueta (nr. inv. 2011)

Realizatd din marmura albd, cu vine gri.
Dimensiuni: h = 20,5 cm, 1= 14 cm, gr =9 cm.

Referinte bibliografice: Canarache et al 1963, nr.2,
p. 25-28, fig. 10-11; Covacef 2011, p. 48-49, fig. 25;
Alexandrescu-Vianu 2009, p. 33; Alexandrescu-Vianu
2022b, nr. 18, p. 126.

Statueta, lucratd intr-o marmurd find, cu
cristale mici, a fost descoperitd cu ména stanga
lipsa de la cot in jos, iar genunchiul stang este si
el avariat. Partea din spate si lateralele sunt doar
usor fasonate. Prezintd o crapatura care strabate
coltul din stanga jos.

Piesa se inscrie tipului iconografic cel mai
raspandit si anume zeita asezata pe tron, purtand
pe cap un kalathos (acoperamant de cap in forma
de cos, simbol al abundentei si fertilitatii), in méana
dreapta tine patera (vas folosit pentru libatii), iar
cateva indicii precum o proeminentda de langa
antebrat si urmele unei avarii pe genunchiul stang,
sugereazd ca a existat i aici un simbol, probabil
un tympanon (instrument muzical, asemandtor
cu tamburina).

Lucrarea este realizata intr-un mod simplu,
rudimentar. Tronul pe care este asezata zeita are
baza mai lata decat spatarul, care se ingusteaza
spre partea superioara. Parul Cybelei este redat
sumar intr-o succesiune de bucle, ce coboara
pe spate. Kalathos-ul de pe cap depéseste usor
spatarul tronului. Detaliile fetei sunt foarte putin
vizibile, din cauza coroziunii marmurei. Ea
poarta un chiton (tunica) lung pani la gleznele
picioarelor, care se sprijind pe pragul tronului.
Deasupra are si un himation (pelerind). Drapajul
vesmantului este doar schitat prin citeva linii.

Mana stanga de la cot in jos lipseste; gaura de
la nivelul antebratului dovedeste ca mana a fost

22.
CYBELE

Statuette (inv. no. 2011)

Carved from white marble, with grey vines.
Dimensions: h =20.5 cm, w=14 cm, th =9 cm.

References: Canarache etal 1963, no.2, p.25-28,
fig. 10-11;  Covacef 2011, p.48-49, fig. 25;
Alexandrescu-Vianu 2009, p. 33; Alexandrescu-Vianu
2022b, no. 18, p. 126.

The statuette, carved in fine marble with small
crystals, was found with the left hand missing
from the elbow downwards and the left knee is
also damaged. The back and sides are only lightly
crazed. There is a crack running across the lower
left corner.

The piece belongs to the most common
iconographic type, namely the goddess seated
on a throne, wearing a kalathos (basket-shaped
head covering, symbol of abundance and fertil-
ity) on her head, holding a patera (a vessel used
for libations) in her right hand, and some indi-
cations such as a protrusion near the forearm
and traces of a damage on the left knee sug-
gest that there was a symbol here too, probably
a tympanon (a musical instrument, similar to
the tambourine).

The work is done in a simple, rudimentary
manner. The throne on which the goddess sits has
a base wider than the backrest, which narrows
towards the top. Cybele’s hair is summarily
rendered in a succession of curls that flow down
the back. The kalathos on the top of the head is
slightly higher than the back of the throne. The
details of the face are barely visible because of the
corrosion of the marble. She is wearing an ankle-
length chiton (tunic), which rests on the threshold
of the throne. She also wears a himation (cloak).
The drapery of the garment is only sketched in a
few lines.






lucrata separat si fixatd cu o tijd metalica, asa cum
se practica de multe ori atunci cdnd mesterul era
mai putin experimentat.

Cybele este o divinitate orientald, de origine
anatoliana. Era venerata ca zeita a fertilitatii,
a fecunditatii, personificarea fortelor naturale
ale pdmantului si zeita vegetatiei. Ea a fost de
timpuriu asimilatda de greci si identificata cu
zeitele Rhea, Demetra, Marea Mama sau Mama
Zeilor. Cultul zeitei se raspandeste rapid si in
lumea romand, unde latinii o numeau Magna
Mater si o identificau uneori cu Ceres sau, mai
tarziu, chiar si cu Isis. In Grecia, templele dedicate
Cybelei erau numite Metroia (Temple ale Mamei),
iar la Roma i se consacrd serbari de primavara
Ludi Megalenses, intre 15-27 martie.

Cultele orientale, in special cele frigiene, au
patruns de timpuriu la Dunarea de Jos, prin inter-
mediul grecilor din orasele vest-pontice. Adoratia
deosebita de care s-a bucurat zeita Cybele se dato-
reazd, in primul rand, caracterului ezoteric si este
dovedita prin numeroasele reprezentari sculptu-
rale si piese epigrafice, ce dateaza din perioada
arhaicd pana la inceputul crestinismului.

Ceremoniile dedicate Cybelei erau asemdna-
toare ritualurilor dionisiace, avand un caracter
orgiastic, erau frenetice si la care luau parte
corybanti ce dansau in zgomot de tamburine
si cimbale, sdrbédtorind renasterea naturii. Dar
cultul Cybelei nu a atras atit de multi adepti
doar datorita ritualurilor mistice, ci si promisi-
unii vietii vesnice aldturi de zeita. Cultul a fost
practicat cu precadere de oamenii cu putine spe-
rante si prea putin satisfacuti de vietile lor (ex.
femeile, sclavii).

In Dobrogea romana, cultul Cybelei a avut
numerosi adepti, fapt atestat de numeroasele
reprezentari sculpturale si documente epigrafice.
La Tomis functiona si un thiasos al Cybelei, atestat
de o dedicatie pusd de acesta pentru Septimius
Severus, familia sa si guvernatorul provinciei. In
reprezentarile din aceasta zona Cybele apare de
cele mai multe ori singura; la Tomis, in afara de
perechea sa, Attis, de corybanti si de Dionysos,
imaginea Cybelei mai este asociata doar cu
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The left hand from the elbow downwards
is missing; the hole in the forearm shows that
the hand was worked separately and fixed with
a metal rod, as was often practiced when the
craftsman was less experienced.

Cybele is an oriental deity of Anatolian origin.
She was worshipped as the goddess of fertility,
fecundity, personification of the natural forces
of earth and goddess of vegetation. She was early
assimilated by the Greeks and identified with the
goddesses Rhea, Demetra, the Great Mother or
Mother ofthe Gods. The cult of the goddess quickly
spread to the Roman world, where the Latins
called her Magna Mater and sometimes identified
her with Ceres or, later, even Isis. In Greece, the
temples dedicated to Cybele were called Metroia
(Temples of the Mother), and in Rome the spring
festival Ludi Megalenses was dedicated to her from
March 15-27.

Eastern cults, especially the Phrygian, pene-
trated the Lower Danube at an early date through
the Greeks of the West Pontic cities. The special
adoration of the goddess Cybele was primarily
esoteric in nature and is attested by numerous
sculptures and epigraphs dating from the archaic
period to the beginning of Christianity.

The ceremonies dedicated to Cybele were
similar to Dionysian rites, orgiastic in character,
frenetic and frenzied, with Corybanites dancing
to the sound of tambourines and cymbals,
celebrating the rebirth of nature. But the cult
of Cybele attracted so many followers not only
because of the mystical rituals, but also because
of the promise of eternal life with the goddess.
The cult was practiced mainly by people with
little hope and little satisfaction in their lives (e.g.
women, slaves).

In Roman Dobruja, the cult of Cybele had many
followers, as attested by numerous sculptural
representations and epigraphic documents (a
thiasos of Cybele was also functioning in Tomis,
attested by a dedication made by it to Septimius
Severus, his family and the governor of the
province). In the representations from this area,
Cybele appears mostly alone; at Tomis, apart






Cavalerul Thrac, cele doua divinitdti avand in
comun credinta intr-o viatd vesnicd, dupa moarte.

Cea mai comuna maniera de redare a Cybelei,
precum cea de fata, are origini foarte vechi, cea
mai timpurie atestare fiind statueta de la Catal
Huyiik a unei reprezentari feminine sezdnd
intre doua feline (aprox. 6000 a.Chr.). Pentru
Tomis, documentele epigrafice care atestd cultul
Cybelei se incadreaza in intervalul sec. II a.Chr. -
IV p.Chr.

Maniera deloc reusita de realizare a piesei,
lipsitd de atributele cunoscute ale zeitei, si
deteriorarile suferite din cauza cirora regasim
doar urme ale unor posibile simboluri, i-au
determinat pe unii specialisti sa puna la indoiald
identificarea acestei divinitati cu Cybele.

Datare: prima jumatate a secolului al III-lea
p.Chr.

(A A)
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from her companion Attis, the Corybantis and
Dionysos, the image of Cybele is only associated
with the Thracian Rider, the two deities having in
common the belief in an eternal life after death.

The most common manner of depicting
Cybele, such as the one shown here, has very old
origins, the earliest attestation being the Catal
Hiiyiik statue of a female sitting between two
felines (ca. 6000 BC). For Tomis, the epigraphic
documents attesting the cult of Cybele fall
between the century 2 BC - 4 AD.

The unsuccessful manner of realization of
the piece, lacking the known attributes of the
goddess and, the damage caused by which we
find only traces of possible symbols, has led some
specialists to question the identification of this
deity with Cybele.

Dating: first half of the 3™ century AD.

(A.A)



23.
CHARITES / GRATIAE

Basorelief votiv (nr. inv. 2016)

Realizat din marmura alba, zaharoida.
Dimensiuni: h = 42 cm, | = 35,5 cm la baza si 35,8 cm
la partea superioard, gr = 4 cm.

Referinte bibliografice: Canarache et al 1963, nr. 15,
p. 79-82; E. Harrison 1988 (LIMC IIL1), cat. 52,
p. 206; Bordenache 1964, p. 156; Alexandrescu-Vianu
2022a, p. 256-257, fig. 27; Alexandrescu-Vianu 2022b,
p. 125; Covacef 2011, 21, p. 58-59, fig. 30.

Placa are partea superioara lipsa din vechime,
iar baza ciobitd. In momentul descoperirii partea
inferioara era spartd pe latime in doua fragmente,
atent asezate unul in continuarea celuilalt, cu
fata in jos, deasupra altor piese din depozitul de
sculpturi (Dionysos, frontonul templului cu reda-
rea dubla a zeitei Nemesis si baza aceluiasi relief).
A fost restaurata imediat dupa descoperire, prin
lipire cu rasina. I s-a fixat un piron din metal in
spate, pentru expunerea in pozitie verticald. Pe
alocuri sunt vizibile urme de vopsea rosie, al carui
pigment se conserva de obicei cel mai bine, fiind
vizibil de cele mai multe ori cu ochiul liber.

Partea pastrata este usor trapezoidald, cu baza
putin mai lata. Scena este incadrata de un chenar
ingust, simplu, cu baza inaltd, neinscriptionatd.
Ingustarea litimii cidtre partea superioara,
nepastrata astdzi, precum si latirea chenarului de
la mijlocul laturilor lungi catre sus duc cu gandul
cdtre o rotunjire a laturii superioare. Este lucrat
intr-un fragment arhitectonic reutilizat. Cele
trei Gratii/Charite sunt reprezentate in ipostaza
cunoscutd: nude, doud dintre ele cu fata, iar cea
din mijloc cu spatele, dar capul intors inapoi,
nefiresc de mult, astfel incat are vizibild toata fata,
nu doar profilul. Isi lasd greutatea pe unul dintre
picioare, celalalt fiind usor indoit. Cea din mijloc
le tine pe celelalte doua de umeri, acoperindu-le

23.
CHARITES / GRATIAE

Votive bas-relief (inv. no. 2016)

Made of white, saccharoid marble.
Dimensions: h = 42 cm, w = 35,5 cm at the base and
35,8 cm at the top, th =4 cm.

References: Canarache et al 1963, no. 15, p.79-82;
E. Harrison 1988 (LIMC IIL.1), cat. 52, p.206;
Bordenache 1964, p. 156; Alexandrescu-Vianu 2022a,
p. 256-257, fig. 27; Alexandrescu-Vianu 2022b, p. 125;
Covacef 2011, p. 58-59, fig. 30.

The slab has the top missing from the antique
and the base chipped. At the time of its discovery,
the lower part was broken across its width into
two fragments, carefully placed one next to the
other, face down, on top of other pieces from the
sculpture deposit (Dionysos, the temple pediment
with the double rendering of the goddess Nemesis
and the base of the same relief). It was restored
by resin-bonding immediately after its discovery.
A metal peg was fixed to the back of the statue
for vertical display. In places traces of red paint
are visible, the pigment of which is usually best
preserved and most often visible to the naked eye.

The preserved part is slightly trapezoidal with
a slightly wider base. The scene is framed by a
narrow, plain border with ahigh, uninscribed base.
The narrowing of the width towards the top, not
visible today, and the widening of the moulding
from the centre of the long sides upwards, suggest
a rounding of the upper side. It is worked in a
reused architectural fragment. The three Graces/
Charites are depicted in the familiar pose: nude,
two of them facing forward, the middle one
with her back, but her head turned backwards,
unnaturally so that the whole face is visible, not
just the profile. They rest their weight on one leg,
the other slightly bent. The middle one holds the
other two by the shoulders, covering their chests
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pieptul cu bratele ei intinse. Cele din lateral au
mainile incrucisate in fata ei, cu dosul palmelor
si degetele mari ajungand peste bratele celei din
centru. Cu méinile dinspre exterior tin fiecare
cate o ghirlanda micd de flori deasupra a doua
vase inalte, situate in extremitdtile reliefului.
Ghirlandele sunt redate schematic, cu cate o linie
centrald care sugereaza indoirea lor si apropierea
laturilor una de cealalta, sub greutatea florilor.
Panglicile cu care se inchid ghirlandele, abia
schitate, ies de dupa incheietura mainii. Poarta
parul intr-o coada impletita larg in jurul capului
si stransd la ceafd intr-un coc mic (krobylos),
vizibil doar la Gratia centrald, vazutd oarecum
din semiprofil. Detaliile anatomice si trasaturile
fetelor sunt redate destul de stangaci, cu vadite
disproportii. Lipsa de detalii redate prin sculptura
era probabil compensatd prin pictura, dupa cum
o aratd pigmentul rosu inca vizibil in unele locuri
ale reliefului. Cele trei Charite poarta coroane
pe cap. In spatele lor, in plan secund, redate la
scara mai mica, sunt trei personaje abia schitate,
drapate. Fiecare sprijind ména dreaptd pe céte o
coroana de pe capul Charitelor, iar in mana stanga
poarta cate un obiect lung, greu de identificat din
cauza schematismului si a sparturii placii.

Scena a fost identificatd de la descoperire cu
imaginea bine-cunoscutd a Gratiilor, Charites,
in lumea greaca, Gratiae, in cea romana. Ele se
bucura de o iconografie tipizata, marcatd uneori
de detalii care trddeazd obiceiuri sau preferinte
locale. Sunt redate in aceeasi postura, nude
sau seminude, imbratisate, doua dintre ele cu
fata, cea din mijloc cu spatele, dar capul intors
catre privitor. Unii specialisti au pus aspectul
aproape plan al scenelor pe seama unui model de
inspiratie venit din arta picturala greac, replicile
romane oglindind, peste secole, un tip original
pentru identificarea caruia parerile specialistilor
sunt inca impartite. Un alt discurs stiintific pune
platitudinea si repetitivitatea din reprezentarea
Gratiilor pe seama preferintelor romane, care
nu s-au rezumat doar la copierea unui exemplar
grecesc, ci au preluat si imbinat, intr-un mod
potrivit credintelor si realitatilor epocii, motive

with her outstretched arms. The ones at the sides
have their hands crossed in front of them, with
the backs of their palms and thumbs reaching
over the centre one’s arms. With their outward
hands they each hold a small garland of flowers
above two tall vases at the extremities of the relief.
The garlands are rendered schematically, with a
centre line suggesting that the garlands bend
and the sides of the garlands are drawn together
under the weight of the flowers. The ribbons
that close the garlands, barely sketched, emerge
from behind the wrist. They wear their hair in a
tail braided loosely round her head and tied at
the nape of the neck in a small bun (krobylos),
visible only in the central Grace, seen somewhat
from the semi-profile. Anatomical details and
facial features are rendered rather awkwardly,
with obvious disproportions. The lack of detail
rendered by sculpture was probably compensated
for by painting, as shown by the red pigment
still visible in some parts of the relief. The three
Charites wear crowns on their heads. Behind
them, in the background, rendered on a smaller
scale, are three barely sketched, draped figures.
Each rests their right hand on a crown on the
head of the Charites, while in their left hand they
carry a long object, difficult to identify because of
the schematism and the brokenness of the plate.
The scene has been identified since its
discovery with the well-known image of the
Graces, Charites in the Greek world, Gratiae in
the Roman. They are characterized by a typified
iconography, sometimes marked by details
that betray local customs or preferences. They
are depicted in the same pose, nude or half-
naked, embraced, two of them facing forward,
the middle one with her back turned towards
the viewer. Some specialists have attributed the
almost flat appearance of the scenes to a model
inspired by Greek pictorial art, the Roman
replicas mirroring, over the centuries, an original
type for which the opinions of specialists are still
divided. Another scholarly discourse puts the
flatness and repetitiveness of the depiction of the
Graces down to Roman preferences, which were



si continuturi diferite din reprezentirile artistice
anterioare. Piesa tomitana reda grupul de
divinitdti in reprezentarea clasicd a tinerelor
nude imbritisate.

Numarul Charitelor difera in mentiunile
literare antice, dar imaginea consacratd este cea
a celor trei Gratii, Euphrosyne (bucurie), Thalia
(abundentd) si Aglaia (frumusete). Personificari
ale frumusetii si gratiei, erau asociate frecvent cu
Afrodita, cu Apollo, din cortegiul cdrora faceau
parte, uneori aldturi de Muze sau Nimfe, dar
pot sa apard si in compania altor divinitati ale
vegetatiei si fertilitatii solului. In perioada de
inceput a iconografiei dedicate lor sunt mai greu
de identificat, de multe ori confundandu-se cu
Horele, Nimfele, Muzele sau cu simple personaje
feminine dansand. In perioada greco-romani ele
devin usor de recunoscut in scena celor trei femei
nude imbritisate. In aceasta ipostazi sunt redate
si pe relieful din depozitul de sculpturi de la
Tomis. Personajele din plan secund sunt insa mai
greu de numit. Schematismul lor ingreuneaza
chiar vizibilitatea tipului de vesmant pe care il
poarta, a obiectului pe care il tin in ména stanga
sau a gestului pe care il fac fatd de Charite. Au
fost propuse asimilari cu Nimfele sau alte zeitati
secundare cu care Gratiile sunt asociate, dar si cu
un grup de Nikai care le incoroneaza.

Triada nimfelor a preluat in perioada romana
iconografia Charitelor. Prezenta ofrandelor
lichide, a vaselor pentru apa si inscriptiile care le
mentioneaza le diferentiazd de obicei de Gratii.
Doua reliefuri similare cu cel tomitan, descoperite
in Bulgaria, unul la Aquae Calidae (Burgas),
celalalt la Diocletianoupolis (Hisarya), identifica
personajele, in inscriptiile in limba greaca pe care
le poarta fiecare, cu cele trei Nimfe. Iconografia
celor doud grupuri de divinitati merge pana spre
contopire in aceste exemple. Identificarea cu
Nimfele este sustinutd si de motivul apei care se
varsd din doud recipiente rasturnate asezate in
lateralele fiecdrei reprezentari. Pe un alt exemplar
fragmentar, descoperit tot la Tomis, la o data si
in conditii necunoscute, este infitisata o tanara
in ipostaza similara, nudd, in picioare, in pozitie
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not limited to copying a Greek copy, but took over
and combined, in a manner appropriate to the
beliefs and realities of the time, different motifs
and content from earlier artistic representations.
The Tomitan piece depicts the group of deities
in the classical representation of nude young
women embracing.

The number of Charites varies in ancient
literary mentions, but the established image is
that of the three Graces, Euphrosyne (joy), Thalia
(abundance) and Aglaia (beauty). Personifications
ofbeautyandgrace, theywerefrequentlyassociated
with Aphrodite and Apollo, of whose cortege they
formed part, sometimes with Muses or Nymphs,
but they may also appear in the company of other
deities of vegetation and soil fertility. In the early
period of iconography dedicated to them, they are
more difficult to identify, often being confused
with Horeas, Nymphs, Muses or simple dancing
female characters. In the Greco-Roman period
they become easily recognisable in the scene of
three nude women embracing. They are also
depicted in this pose on the relief in the Tomis
assemblage of sculptures. The characters in the
background are more difficult to recognise. Their
schematism even makes it difficult to see the type
of garment they are wearing, the object they are
holding in their left hand or the gesture they are
making towards Charites. Assimilations have
been proposed with Nymphs or other secondary
deities with whom the Graces are associated, but
also with a group of Nikai who crown them.

The nymph triad took over the iconography
of the Charites in Roman times. The presence of
liquid offerings, water vessels and the inscriptions
mentioning them usually differentiate them from
the Graces. Two reliefs similar to the Tomitan one
found in Bulgaria, one at Aquae Calidae (Burgas),
the other at Diocletianoupolis (Hisarya), identify
the figures, in the Greek inscriptions they each
bear, with the three Nymphs. The iconography of
the two groups of deities goes as far as merging
in these examples. The identification with the
Nymphs is also supported by the motif of water
pouring from two upturned vessels placed at
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frontald, cu un vas (kantharos) in mana dreapts,
singura pastratd, din care varsa apd citre lateral.
Acest fragment redd mai degraba pe una dintre
nimfe, decit pe una dintre cele trei Charite.
Tot nimfele sunt pomenite si intr-o inscriptie
descoperita la Valul lui Traian, in teritoriul
tomitan. Pe piesa tomitand insd legdtura cu
mediul acvatic lipseste aproape in totalitate.
Recipientele inalte din lateralele imaginii, redate
in picioare, apar frecvent alaturi de Afrodita, cu
care Charitele sunt des asociate. Pot fi considerate
vase pentru pastrarea apei, apropiind iconografia
reliefului tomitan de cea specifica Nimfelor.
Reprezentarile fragmentare de nimfe descoperite
la Tomis, confundarea uneori a redarii Charitelor
cu cea a Nimfelor, pot fi o dovada indirectd a
existentei unui nymphaeum, poate situat pe unul
dintre tdrmurile peninsulei tomitane, cel mai
probabil pe cel dinspre vechiul port, pe care au
fost ridicate cladiri impresionante de-a lungul
istoriei greco-romane a orasului.
Datare: secolul al ITI-lea p.Chr.
(L. S.)

the sides of each representation. On another
fragmentary example, also found at Tomis, at
an unknown time and in unknown conditions,
a young woman is depicted in a similar pose,
nude, standing, facing the front, with a vessel
(kantharos) in her right hand, the only one
preserved, from which she is pouring water to
the side. This fragment depicts one of the nymphs
rather than one of the three Charites. The nymphs
are also mentioned in an inscription found at
Valul lui Traian, in the Tomitan territory. On
the Tomitan piece, however, the link with the
aquatic environment is almost entirely missing.
The tall vessels at the sides of the image, depicted
standing, frequently appear alongside Aphrodite,
with whom the Charites are often associated.
They may be considered as water-holding vessels,
bringing the iconography of the Tomitan relief
closer to that of the Nymphs. The fragmentary
representations of the nymphs discovered in
Tomis, sometimes confusing the rendering of the
Charites with that of the Nymphs, may be indirect
evidence of the existence of a nymphaeum,
situated on one of the shores of the Tomitan
peninsula, most probably the one facing the old
harbour, on which impressive buildings were
erected throughout the Greco-Roman history of
the city.
Dating: the 3™ century AD.
(I.S.)



24.
ALTAR

Altar (nr. inv. 2024)

Realizat din marmura galbuie, zaharoida.
Dimensiuni: h =20 cm, | = 14 cm, gr = 13,5 cm.

Referinte bibliografice: Canarache et al 1963, nr. 23,
p. 107-108; Covacef 2011, p. 74, fig. 38.

Viata tomitanului de rand, atat in epoca
greacd, cat si in cea romana, era legata de credinta
in destinul implacabil si in faptul ca zeii sunt
cei care ii decid calea. De aceea, pentru a atrage
bunéivointa divinitatilor, indiferent ca acestea
erau greco-romane, orientale sau autohtone,
locuitorii orasului le ridicau temple si altare, unde
le ofereau ofrande si le adresau rugi. Un artefact
inchinat unei divinitati apartinand panteonului
tomitan, dar necunoscutd noud, a fost foarte
probabil si micul altar descoperit in 1962, parte
componentd a Tezaurului. Acesta este lucrat doar
partial, in fatd si in partile laterale, cu marginile
de jos si de sus iesite in afard, in timp ce in spate
piesa nu are nici un fel de profilatura. Muchiile si
colturile sunt rotunjite. Pe suprafata superioard,
o adéncitura concava indicd locul peste care se
faceau, probabil, libatiile si in care se punea rdsina
pentru a fi arsa.

Nu a fost descoperita pe fata complet erodata a
altarului niciun fel de inscriptie sau ornament, dar
unele cioplituri existente sunt de natura sa creeze
impresia, eronata, cd s-ar fi incercat punerea unor
litere. Fara a avea vreo relevantd artisticd sau vreo
importanta epigrafica, micul altar ramane, totusi,
un obiect de cult care aminteste de epoca in care
locuitorii Tomisului isi duceau viata convinsi ca
traiul lor este dirijat de nevazutii zei.

Datare: secolul al III-lea p.Chr.

(C.A. M)

24.
ALTAR

Altar (inv. no. 2024)

Carved from yellowish, saccharoid marble.
Dimensions: h = 20 cm, w = 14 cm, th = 13.5 cm.

References: Canarache et al 1963, no. 23, p. 107-108;
Covacef 2011, p. 74, fig. 38.

The life of the ordinary Tomitan people, in
both Greek and Roman times, was bound up
with a belief in implacable destiny and in the fact
that the gods are the ones who decide his path.
Therefore, in order to attract the goodwill of these
gods, whether they were Greco-Roman, Eastern
or native, the townspeople erected temples and
altars to them, where they offered donation and
prayed to them. An artifact worshipped to a
deity belonging to the Tomitan pantheon, but
unknown to us, was most probably the small altar
discovered in 1962 and part of the Treasure. The
artifact it is only partially worked on the front and
sides, with the bottom and top edges protruding,
while the back of the piece has no profiling. The
edges and corners are rounded. On the upper
surface, a concave indentation indicates the place
over which the libations were made and into
which the resin was poured to be burned.

No inscription or ornament was found on
the completely eroded face of the altar, but
some carvings are likely to create the erroneous
impression that an attempt was made to put letters
on it. Without having any artistic or epigraphic
significance, the small altar remains, however, an
object of worship which recalls the time when the
people of Tomis lived their lives convinced that
their destinies were directed by the unseen gods.

Dating: the 3™ century AD.

(C.A. M)
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