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MPOAOIOz

O mapwv topocg (Paros V) amoteAel ToV MEUMTO OTNV OELPA TOUO MpakTikwy AteBvwv Tuve-
Splwv tou Ivotitoutou Apxatoloyiog Mapou kat KukAadwv (IAMK), adlepwuévwy otnv apxal-
oloyia tng Mapou kal twv KukAadwv, mou mpayuatonolouvtatl otnv Mapoikia tng Mapou ot
TOKTA XPOVIKA Stactripata. O TOHOC He Tov el8IKOTEPO TiTAo H Mdpoc ava Toug Alwveg - Ao Thv
Mpoiotopikn Emoyn otov 160 Awwva u.X., TEPIAAUBAVEL TI ETILOTNUOVIKEG AVAKOWWOELG KATA
v dtdpkela tou E’ AleBvolg Zuvedpiou Apxatohoyiag Mapou kot KUKAASwWY TTou TpayLaToToL-
nOnke oe cuvepyaoia pe tov Arpo Mapou kat tov MoAtioTtiko ZUAoyo ‘Apxiloxog’ Mapou, otnv
Mapoikia tng Napou amoé 21-24 louviou 2019.

To E’ Zuvédplo akoloUBnoe ta técoepa mponyoupeva Zuvedpla tou IAMK mou mpaypatonot-
nOnkav otnv Mapotkia tng Napou to 1997, 2005, 2010, kot 2015 avtiotowa. Ta MPOKTKA Ko
TwV Tecodpwv Zuvedpiwv €xouv ekdoBel amd to IAMK. O 1og Topog pe tov Titho Mapia Aidoc.
MNaptava Natoueia, Mdpuoapo kat Epyaotrnptoa FTAURTTIKAG TNG MTdpou, PE TNV ETLUEAELD TWV An-
uATEN ZKAGpvtL kat Ntopag KatowvomouAou, ekd60nke to 2000 (2n k6. 2010), o 206 pe Tov
Titho O Apyidoxog kat n Ermoxn tou (Paros Il), pe tnv empélela twv Ntopag Katowvormoulou,
lwavvn Metpomoulou kat téANag Katoapou to 2008, o 306 pe Tov Titho O Zkorma¢ kot o Koouog
tou (Paros lll), pe Tnv empéleta Twv Ntopag KatowvomoUAou kat Andrew Stewart 1o 2013, kot o
40¢ pe Tov TitAo H lMapog kat ot Artotkieg tn¢ (Paros V), pe tnv empélela tng Ntopag Katowvo-
ToUAou £kd6Onke To 2018.

O mapwv topog (Paros V), pe tnv emuélela tng Ntopag KatowvornouAou, mep\apBAavel ou-
VOALKG 38 €MLOTNOVIKA ApBpa TTOU KATOVELOVTOL O TEcoEpa LEPN. To MEpog |, pe titho Mapia
Nidog kat Maptot MNunteg, nephappavel 13 epyacieg mouv avadEpovtal otnv xprion Kat dtadoaon
¢ Maplag AtBou, otoug Maploug YAUTITEC Kal Ta £pya Toug. To MéEpog Il, pe titho H Mapoc kot
0 Apxaiog Koouog, mepléxet 14 apBpa yia tnv puboloyia, otopia kot apyatoloyia tng Napou,
Kol eupuTEPA yla TNV B€on NG otov apyaio koopo. To Mépog Ill, pe titho Bulavtivn kot Meta-
Bulavtvn lMapog Tepléxel 5 apBpa yla TNV Lotopla Kat apxatoloyia tng NApou o€ AUTEG TIG
Tieplodoug kat to Mépog IV, pe titho Quoiko kat Oadaoato lNeptBaidov, 6 epyacieg yia to maalt-
omnepBAAAov Kat TI aKTEC TN Mdpou Kat Twv KukAddwv.

To Mépog |, EeKvA PE LA CUVOALKN ETILOKOTINGN TG XPNong kot Stadoong tou maplavou
HOPUAPOU EVTOC Kal eKTOG Mdpou Kat TG cupPBoAng Twv Mapiwv KaAATEXVWY 0TNV avantuén
Kot €€EALEN TNG YAUTTTIKAG, Kuplwg katd tnv Yotepoapxaikn kot KAaowkn mepiodo (Koupaylog).
Tn véa texvotporia Tou maboug otnv eAANVLKK) YAUTITIKN TTou Bprke TNV uméptatn £kbpach Tng
OTO £py0 TOU ZKOTIA KOl TOV PpOAO Ttou Stadpapdtiocayv otnv Slapdpdwaor) TN Ta EpyacTtnpLo
YAUTTTIKN G TG Mdpou tov 60 Kal 50 awwva 1.X., e€etalel 1o akohouBo apBpo péoa amo tnv na-
pPoUCLACN KOWVOTOUWY €pYwV YAUTITIKANG aro tnv MNdpo (Katsonopoulou). Mia GAAn mtuxn tng
KOAALTEXVLKN G SnULloupyiag Tou ZKoma, Ue avadopd oTnv Mapadoon Kol ToV apXaiopo, LEAETA N
€MOUEVN Epyacio og cuvapTNon HE To SLadopeTIKA BEPATA TTOU OVESELEE e TO £pYO TOU O YAU-
ntng (Calcani). Me Bdaon ta anoteAéopota mPoodatng LEAETNG EAEUOEPWV KOL OPXLITEKTOVLKWY
YAurttwyv tng KAaotkng meplddou otnv ABnvaikn Ayopd, oto akodouBo apBpo efetaletal n cup-
BoAn twv Mapiwv yAurtwyv Ayopdkpttou kal AokpoU otnv uetapocon arno tnv Oedlakr) texvo-
TPOTTLA 0TO «TTAOUGCLO» OTUA TV TEAEUTALWY SEKAETLWV TOU 50U atwva Tt.X. (Stewart). ZnUovTikn
erutUpBLa oTAAN TOoUu VoTepou 50U alwva TLX. arod to apyalo vekpotadeio tng MNapou, otnv
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ornola amelkoviletal LatloPpopog avdpag kal yuvaika pe Bpédog, avaAvetal kal dnpooteveTal
yla tpwtn $popd edw amd tnv avaokadea (ZadelpomoUlou). TV KATaAuTiKr) cupBoAr Tou ToL-
ntr Envou tng Napou otnv KaBLEPWON Tou (60UC TOU KPPACTIKOU ETILYPAUUATOG TTEPLYPADAC
£pywv TEXVNG, avadépetal to akoloubo apBpo (Corso). Ot emopeveg 4 peléteg adopolv ot
£pyal YAUTITIKAG oo TAPLO HAPMOPO Kal otnv dpdon Maplwv yAurmtwv otnv ItaAia, Eekvwvtag
LLE TNV APOUGLACN YAUTITWY OO TTAPLOVO HAPOPO TOU 50U Kat 40U alwva TX. TIoU HETadEp-
Bnkav otnv Pwun (Cirucci), ouvexilovtag pe tnv dlepelivnon tng Xprnong maplavol LopUapou
Kot TV oUBoAN Maplwv YAUTITWY 0TNV APXLTEKTOVLKH KoL YAUTITLKT) 0TV AUTLKN ZIKEALQ KOTAL TV
npwiun KAaowkn mepiodo (Marconi), Tnv enidpacn mapLavwy EpYAcTnNPLWY OTNV APXLITEKTOVIKN
Kot YAUTTTLKE) Tou AKpayavta Katd tnv Yotepoapyaikr kot mpwiin KAaowkn nepiodo (Adornato)
KOLL TNV OIVAAU T TOU Oy AALOTOG OO TIOPLOVO HAPHAPO0, YVWOTOU WE «KoUpoU» Tou Reggio otnv
KaAaBpla mou miBavov avamaplotd AtoAwva (Castrizio). Tnv xprion Tou mapLlavou Kot ToU Voi-
ELOKOU HOpUAPOU OTNV QPXLTEKTOVIKI KATA TNV apXalotnta, Kot oLlaltepa oTig oTEYeC, e€eTAlEL
n akoAoubn epyacia (Ohnesorg). To Mépog | ohokAnpwvetal pe Vo apbpa mou adopolv oTo
TAPLO HAPHOPO KOL TNV EEQYWYN TOU OE TIOAELG KAl LEPA TOU EAANVIKOU KOOMOU Katd Thv SLap-
KELOL TOU 60U aLwva Tt.X. yLa TNV KAtaokeun yAurttwy (Loy), kot tnv xprion Tou yla thv dnuioupyia
YAUTTTWV UPNANG TTOLOTNTOG KOl VN ELOKWV KTLPLwV o€ OA0 ToV apxaio EAANVIKO KOO0 KATA TV
Apyxaikn kat pwipn Khaowkn nieptodo (Phillips).

To Mépog Il Tou Topou apyilel pe Tnv Slepelivnon TnNg MPOEAEUCNE KAL TOU TIOALTLOTIKOU UTIO-
BaBpou tou puBou tou HpakAn otnv Mapo (Coppola) kat pia mpdTach EPUNVELOG QUVIYUOTIKAG
napdotaong Xipawpag o apxaiko apdopéa amno v avaokadr) Tou apxaiov vekpotadpeiou tTng
Mapou (Petropoulos). AkoAouBeil n nuocieucn VEWV oToKElWY amo TNV avaokadr] TPLWV KTL-
otwv Badapwtwy tddwv otig Koukouvaplég tng Mapou (Spanos). H emduevn epyaocia Siepeu-
VA TNV pakpoxpovn oxéon avaueoa otoug ABnvaioug kat Toug Mapioug amod tov 100 £wg tov
30 awwva T.X. HECA Ao TNV LOTOPLKN, ETLyPAdLK) KAl apXaloAoyikh paptupia (Tandy), evw ta
XPOVOAOYLKA OpLa Kot N Elkovoypadia tng vouLopatokortiog tng Napou petafy tou 60U alwva
TL.X. Kot TwV EAANVIOTIKWY XpOvVwv amoteAolV To Béua tou akdAouBou apbpou (Castrizio). Ta
OPXOKA KOOKALOTA GNUOVTIKOU TopLavVoU £pYAOTnPLloU TTOPOUGLATOVTaL OTNV EMOMEVN MEAETN
Kat e€etalovtal o poOAOG Kal N punvela Toug otnv kaBnuepwvn wn Twv avBpwnwyv (Toauri-
pn). OL 8Uo emdpueveg epyaocieg avadEpovtal oto apyaio vekpotadeio tng Mapolkidg, eEeTa-
Tovtag agevog ta Tadika EBa Héoa armd TNV MEAETN TWV EMUTUMPBIWY ONUATWY TOU VEKPOTA-
¢delov otnv B€on Bitl (MpuuavéAng) kat adeTépou gupruata ord TadEG Kot TapKA pUvnueia
otnv B€on Aylog MavteAenUwy Tou TIBAVOV amoTeAel ETEKTAON TNG apxalog VEKPOTIOANG TIPOG
Boppav (Alexandridou kat Daifa). Ztic Aatpeieg tng Napou Kat TV onuacia twv avadnuatwv
oTa lepd elval apLlEPWUEVEG OL ETIOUEVEG TPELG EPYACLES, LECA QTIO TNV Ttapousiaon Kal LEAETN
oPLEPWUATWY OTO LEPO Tou ATTOAWVA 0TO AECTIOTIKO O£ CUYKPLON Kal He To AnAtov tng Mapou
(Kourayos kat Angliker), ta adlepwpata ota lepd Tou AokAnmioU Kat tng EtAelBuiag otnv Mapo
(Piette) koL TEAOG TLG EVOULATOAOYIKEG TIPOOHOPEC OTO LEPO TNG ANAOU WG apLEPWHATLKI TIPA-
KTLKI), OTIWG TIPOKUTITEL aTto T eTypadLkd apxeio tng AnAou (Tsourinaki). To Mépog Il kKAeivel pe
Tpla apBpa mou adopolv oTNV MPWLIUOTEPN amolkia tng Mdapou, to Maplov otnv Mpomovtida,
KOlL ETILKEVTPWVOVTOL OTNV Ttapousiaon ayaApATwy amno Stacnpoug EAANVEG YAUTITEG 0TNV KAQ-
okr) OAn tou Maplou pe Baon tnv dprholoyikr] paptupia (Keles kat M. Deniz Yilmaz), tnv nept-
vypodr Kol epUnVeia evog poodaTou EUPAATOC YAUTITIKAG TN EMOXNAG TwV Avtwvivwy, adida
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pe avayAudn popodn tng Beag Yyeiag amo ta pwpaikd Aoutpd tng toAng (A. Yilmaz kat Tugrul),
Kot TEAOC 0TV mapouciacn mbavou epyactnpiou kal epnopioag mopdupag oto pwuaikod Maplov
(Celikbas).

To Mépoc lIl apxilel pe emaveEETaon TG LOTOPLKNG HopTupiag yia tnv Napo kot tnv Stepevivn-
an Tou pOAOU Ttou Urtopel va SLadpadTIos To Vol KATd ToUug PWLHOUE MECALWVIKOUG QLWVEG
(Roussos), kaBwg kat tnv dtepelivnon tTNg SLOKNTLKNG Katdotaong oto Atyaio katd tn Méon Bu-
Tavtivi meplodo kal tng B€ong tng Napou péoa os authv (MaAatpdg). XTo emouevo apbpo ena-
VeEETALETAL N XprioN TOU AuxVvitn KATA TV Mecalwvikr iepiodo pe BAcn oToLKEla amd YpATTES
TINYEG Kol VEa Ttopadelyata Xpriong Tou mopLovoU HOpUAPOU EKTOC TWV cUVOPWV TG Bulavtl-
V¢ autokpatopiag (MAAANG). Adnuoacieutn Bulavtiv odppayida Tou téAoug tou 11lou-apyEg
Tou 120u awwva amd v culoyn Tou Kpatikol Mouaoeiou Epputdl tng Ay. MetpoUumoAng sivai
TO AVTIKELEVO TNG epyaciag mou akohouBel (Stavrakos). To Mépog Il kKAeilvel pe Tnv tapouciacn
€VOG Xelpoypadou tou 170u alwva amo tnv Anpoota lotopikr) BiBALoBrkn Xiou ‘Kopanc’ kat tnv
avadopad tou otig KukAadeg kat tnv Napo (Mepouong kat Mouotavtapn).

To teleutaio Mépog IV Eekva e TNV EMLOKOTINCN Tou ToAalomepLBAAAovTtog tng Mapou Kot
Twv KUKAGSWV KaTA Toug MPOoloTopLlkoUg XpOvoug, Ue Baon ta SeSopéva Twv HEXPL ONUEPA ap-
xoomepBAAAOVTIKWY £peLVWV Kal HeAETWV (KapaAn). Tig Baldooleg eUmMopLKeC 060UC SLape-
oou Twv KukAadwv petat 800-600 1.X., o€ oX€on KUPLWGE UE Ta vnold tng MNapou kat tng Nafou
e€etalel n emopevn epyaocia (Forsyth). Ta téooepa emdpeva apbpa avad£PoVTaL 0TI AKTEC TNG
Mapou, EeKVWVTOG Ue ToV KaBopLopd €€L Bahaooiwv eMMES WV KaL TWV OXETIKWY LETABOAWVY TNG
otadung tng 6dAacooag katd ta teAsutaia 6.300 xpovia (Mouptlag kot KoAditn) kot Tnv xpo-
voAOynon autwv Twv emumédwy pe Bacn apxatoloykoug Seikteg amo to téAog tng NeoAlBikng
TePLOdou €wg Kal ta veotepa xpovia (KoAailtn kat Mouptldg). AkohouBel n mapouaoiaon Twv
QTTOTEAECUATWV TN MAPAKTLAG £PEUVAG TNV MNAPo amod To MPoypapo Geoswim e OKOTO TNV
oUA\oyN GUCLKWY, XNUKWV Kal otkoAdoykwv dedopévwy (Furlani et al.) kat TéAog n mapouacioaon
TWV EMUTTWOEWVY TNG OvOS0U TNEG 0TABUNG TNG BAAaooag Kal TNG CUVENAYOUEVNG Baldoolag
€TIKAUONG OTOV KOATTO TNG MaPOLKLAG yLat TG eMOpEVeES dekaeTieg (Kolaiti et al.).

Euxaplotw Bepud to AnUOTIKO ZupBoUALo Kat tov Afpapyxo Mapou Mapko KwBalo yla tnv
unootnpLEn Tou Tuvedplou, ta pEAN Tou IAMNK kat tou MoAttiotikoy ZuAAOyou ‘Apxiloxog’ Mapou
yla Tnv apéplotn BonBetd toug. TEAOG, eUXOPLOTIEG ameuBUvovTal oTov apxatoAdyo Kwvotavti-
vo PoUooo yla tnv cUPBOAN Tou otV eMUEAELD TwV ApBpwV Ttou TtephapBavovtal oto MéEpog
11l Tou TOpov yia v Bulavtvi kat MetaBulavtivr Mapo.

Ntopa KatowvomouAou

Mpodedpoc Ivatitoutou Apyaiodoyiac
Mapou kat KukAadwv
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PREFACE

The present volume (Paros V) is the fifth in a series of Proceedings of International Confer-
ences dedicated to the history and archaeology of Paros and the Cyclades, organized by the
Institute for Archaeology of Paros and the Cyclades (IAPC) and conducted at Paroikia on Paros
at periodic intervals. This volume, entitled Paros through the Ages - From Prehistoric Times
to the 16th Century AD, contains scholarly papers presented during the Fifth International
Congress of Archaeology on Paros and the Cyclades, held in Paroikia of Paros from 21-24 June
2019, in collaboration with the Municipality of Paros and the Cultural Association ‘Archilochos’
of Paros.

The congress followed four previous ones on the Archaeology of Paros and the Cyclades,
held in Paroikia in 1997, 2005, 2010, and 2015 respectively. The Proceedings of all four con-
gresses have been published by the IAPC. The first, entitled Paria Lithos. Parian Quarries, Mar-
ble and Workshops of Sculpture, edited by Demetrius Schilardi and Dora Katsonopoulou, was
published in 2000 and reprinted in 2010; the second, entitled Archilochos and his Age (Paros Il),
edited by Dora Katsonopoulou, John Petropoulos and Stella Katsarou, was published in 2008;
the third, entitled Skopas of Paros and his World (Paros ll1), edited by Dora Katsonopoulou and
Andrew Stewart, was published in 2013, and the fourth entitled Paros and its Colonies (Paros
IV), edited by Dora Katsonopoulou, was published in 2018.

The present volume (Paros V), edited by Dora Katsonopoulou, includes a total of thirty eight
scholarly papers, divided into four parts. Part | entitled Paria Lithos and Parian Sculptors, in-
cludes 13 studies on the use and diffusion of Paria Lithos and on works of Parian sculptors.
Part Il entitled Paros and the Ancient World contains 14 articles on the mythology, history and
archaeology of Paros, as well as the island’s place in the ancient world. Part Ill entitled Byzantine
and Post-Byzantine Paros, contains 5 articles on the history and archaeology of Paros during
these periods and Part IV entitled Natural and Marine Environment, includes 6 papers on the
ancient environment and the coasts of Paros and the Cyclades.

Part | begins with an overview about the use of Parian marble in Paros and its diffusion out-
side the island as well as the contribution of Parian sculptors in the development and evolution
of sculpture, especially during the Late Archaic and Classical periods (Koupdytog). The new style
of pathos in Greek sculpture, dynamically expressed by Skopas of Paros, and the role played by
the sculpture workshops of Paros of the 6th and 5th centuries BC, is discussed in the following
article via the examination of innovative works from Paros (Katsonopoulou). Another aspect
of Skopas’ artistic creation, with reference to tradition and archaism, is presented in the next
work in connection with the different themes undertaken by the sculptor (Calcani). Based on
the results of a recent study of Classical sculptures in the Athenian Agora, the following paper
examines the contributions of the Parian sculptors Agorakritos and Lokros in the turn from the
style of Pheidias to the “rich” style of the last decades of the 5th century BC (Stewart). A signifi-
cant new grave relief of the late 5th century BC from the ancient cemetery of Paros, depicting
a man and a woman with an infant, is analyzed and published for the first time by the excava-
tor (Zadelpomnovlou). The following article refers to the catalytic contribution of the elegiac
poet Evenos of Paros in the establishment of the ekphrastic epigram describing works of art
(Corso). The next 4 studies relate to sculpture works of Parian marble and the activity of Parian
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sculptors in Italy, starting with the presentation of Parian marble sculptures of the 5th and 4th
centuries BC transferred to the city of Rome (Cirucci), continuing with the investigation of the
use of Parian marble and the contribution of Parian sculptors in the architecture and sculpture
of Western Sicily during the Early Classical period (Marconi), the influence of Parian workshops
on the architecture and sculpture of Akragas during the Late Archaic and Early Classical peri-
ods (Adornato) and the analysis of the Parian marble statue known as the “kouros” of Reggio
in Calabria, probably representing Apollo (Castrizio). The following work examines the use of
Parian and Naxian marble in antiquity in architecture, and especially on roofs (Ohnesorg). Part
| concludes with two articles on Parian marble and its export to cities and sanctuaries of the
Greek world for the construction of sculptures during the 6th century BC (Loy), and its use for
the creation of high quality sculptures and monumental buildings throughout the ancient Greek
world during the Archaic and Early Classical periods (Phillips).

Part Il begins with the investigation of the origins and of the cultural background of the
myth of Herakles in Paros (Coppola) and a new interpretation of an enigmatic representation
of Chimaira on an archaic amphora from the excavation of the ancient cemetery of Paros (Pet-
ropoulos). The publication of new data from the excavation of three built chambered tombs in
Koukounaries of Paros follows (Spanos). The next work explores the long-standing relationship
between the Athenians and the Parians from the 10th to the 3rd centuries BC through the his-
torical, epigraphic and archaeological evidence (Tandy), while the chronological limits and the
iconography of the coinage of Paros between the 6th century BC and the Hellenistic times are
discussed in the following article (Castrizio). The jewels depicted on pottery of an important
Archaic Parian workshop and the interpretation of their role in daily life of people are presented
and discussed in the next study (Toaumnipn). The following two works concern the ancient cem-
etery of Paros at Vitzi of Paroikia. Its burial customs are examined on the basis of the study of its
tombstones (MpwuavéAng) and more burials and burial monuments found at the location of Ag-
ios Panteleimon are interpreted as a probable extension of the cemetery to the North (Alexan-
dridou and Daifa). The next three works are devoted to the cults of Paros and the importance of
votive offerings in the sanctuaries. First, the results of the study of dedications to the sanctuary
of Apollo in Despotiko are presented in comparison with the Delion of Paros (Kourayos and An-
gliker), then the dedications to the sanctuaries of Asklepios and Eilytheia on Paros are discussed
(Piette) and finally the costume offerings in the sanctuary of Delos as a dedication practice are
analysed based on the epigraphic archives of Delos (Tsourinaki). Part Il concludes with three
articles on the earliest colony of Paros, Parion in the Propontis, focusing on the presentation of
statues by famous Greek sculptors in the Classical city of Parion according to literary evidence
(Keles and M. Deniz Yilmaz), the description and interpretation of a recent sculptural find from
the Antonine period, an arch with a relief of the goddess Hygeia from the Roman baths of the
city (A. Yilmaz and Tugrul), and finally the discovery of a possible murex workshop in the city of
Roman Parion (Celikbas).

Part Ill begins with a review of the historical evidence for Paros and the investigation of the
role that the island may have played during the Early Medieval times (Roussos), as well as the
investigation of the administration in the Aegean during the Middle Byzantine period and Paros’
role (MaAatpac). The next article examines the use of the lychnites marble during the Medi-
eval period based on written sources and new examples of the use of Parian marble outside
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the borders of the Byzantine Empire (MaAAng). An unpublished Byzantine seal of the end of the
11th-beginning of the 12th century from the collection of the State Hermitage Museum of St.
Petersburg is the subject of the following work (Stavrakos). Part Il concludes with the presenta-
tion of a 17th century manuscript in the Public Historical Library of Chios ‘Korais’ and its refer-
ence to the Cyclades and the island of Paros (Mepouong and Mouaotavtdun).

The last Part IV begins with an overview of the ancient environment of Paros and the Cy-
clades in prehistoric times based on the data of archaeological research and studies to date
(KapaAn). The sea trade routes through the Cyclades between 800-600 BC in relation to the
islands of Paros and Naxos is the subject of the following work (Forsyth). The next four articles
concern the coasts of Paros, beginning with the definition of six sea levels and the relative
changes in sea level over the last 6300 years (Mouptlac and KoAditn) and the dating of these
levels based on archaeological indicators from the end of the Neolithic period until recent years
(KoAaitn and Mouptlag). In the next article the results of the coastal research in Paros by the
Geoswim program aiming at the collection of physical, chemical and ecological data, are pre-
sented (Furlani et al.), and finally the effects of sea level rise and the resulting impact of marine
flooding in the Gulf of Paroikia for the next decades are discussed (Kolaiti et al.).

I warmly thank the Municipal Council and the Mayor of Paros Mr. Markos Kovaios for the
support of the Conference, the Board of Directors of the Institute for Archaeology of Paros
and the Cyclades and the members of the Cultural Association ‘Archilochos’ of Paros for their
invaluable assistance. Finally, thanks are due to the archaeologist Konstantinos Roussos for his
contribution to the editing of the articles included in Part Ill of the volume on Byzantine and
post-Byzantine Paros.

Dora Katsonopoulou

President, The Institute for Archaeology
of Paros and the Cyclades
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Skopas of Paros: Between Archaistic Revival
and Anticipation of the Hellenistic Form

Giuliana Calcani

Roma Tre University, Italy

In my contribution, | would like to focus on some aspects of the important role played by
Skopas in the art of his time, but also on the influence that some of his works exercised on the
artistic language of later times.!

As is well known, the most famous aspect of his artistic career is his introduction of pathos
which makes Skopas the main reference as the master in Hellenistic art.? It is to Skopas that
we owe the “emotional revolution” in Greek art. There is no doubt on this point, even if we
continue to discuss the dating of works by Skopas, such as that of the dancing Maenad for in-
stance, which, much more than other works by him, renders evident the emotional charge he
introduced (Fig. 1). When did pathos appear in Skopas' works: shortly before the middle of the
fourth century, or later? As far as | am concerned, | continue to adhere to a dating of the danc-
ing Maenad, as we know from the small copy from Marino (near Rome), to a phase immediately
preceding the construction of the Mausoleum of Halicarnassos.® But this is not the aspect that |
would like to discuss on this occasion. It would be more interesting to highlight another facet of
Skopas' work, linked to his name through his more or less controversial presence in Samothrace:
that is the Archaistic element.

As is evident from recent studies, the direct intervention of Skopas in the sanctuary of Samo-
thrace should be limited to the cult statues, considered as a group of two (Aphrodite and Pothos)
or three (with the addition of Phaethon) depending on the different versions of Pliny’s manu-
scripts of the Naturalis Historia.* | have already expressed my adherence to Andrew Stewart’s first
hypothesis, and have not read anything since that would alter my opinion.> In my earlier mono-
graph on Skopas, | omitted a discussion on Samothracian architectural remains, such as the fig-
ured coffer-lids and the frieze with the Choral Dance (Fig. 2), but ten years after the publication of
the volume, it seems to me appropriate to intervene in relation to this controversial attribution.

As we already know, from the publication of the Samothrace excavations by Phyllis Williams
Lehmann,® the name of Skopas has also been put forward for the project and architectural decora-
tion of the place formerly considered a Propylon and today known as the Hall of Choral Dancers.”

Undoubtedly, the trace of Skopas, or rather of workers inspired by him, can be seen — particu-
larly —in the face of a male (Fig. 3) which is comparable to the head of a young hunter from the
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Figure 1. Marble statue from Marino (Rome),
Staatliche Kunstsammlungen, Dresden. The most
probable copy of the Maenad of Skopas.

east pediment of Tegea (Fig. 4). But the remain-
ing architectural sculptures do not reveal, on first
inspection, anything that might suggest Skopas. At
least, not the Skopas whom we consider as having
been an active sculptor during the middle years of
the 4th century BC.

In recent years for many scholars, as for in-
stance for the late Angelos Delivorrias® who has
also taken inspiration from Clemente Marconi,°
the attribution to Skopas of the frieze of young
dancing women is no longer tenable. Skopas' in-
fluence in Samothrace’s sanctuary would seem
only to be visible, as far as the element of pathos
is concerned, in the coffer-lid fragment with a
youthful male head referred to above. We do not
seem able to recognize Skopas if the element of
pathos is absent. Is this the reality, or evidence of
our limited thinking on the artist? And what does
this mean? Perhaps that we need to put aside the
idea of a Skopas attracted by the revival of Archaic
forms as also by the accentuated expression of
feelings?

Apart from the use of the Doric style inthe tem-
ple of Tegea,™ Skopas' production also includes
sculptures that are traditionally reconstructed by
modern archaeological philology as images remi-
niscent of a past style. Recently, for example, Dora
Katsonopoulou?? has reconsidered the cult statue
of Hekate, created by Skopas for the city of Argos
as testified by Pausanias, for which a similarity
with fetish images of the goddess, known from
the representation as Hekate Triformis (Fig. 5),
might be imagined. The archaistic tradition for the
representation of divinities is to be traced back, as
we well know, to Alkamenes who, in the Acropolis
of Athens, is reported by Pausanias as having been

the author of the Hermes Propylaios and also of a Hekate near the temple of Athena Nike, that
was called Epipyrgidia.** But compared to the primitive form of xoanon, how can we imagine the

statue to have been made by Skopas?

We only know that in Argos, in the outskirts of the city, in the sanctuary of the goddess Hek-
ate (linked to the world of shadows and the origin of magic), the statue by Skopas was made of
marble while the other two statues of the goddess presented in the same temple were made of
bronze. Again it is Pausanias who tells us that one was the work of Polykleitos, and the other was by
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Figure 2. Frieze with Choral Dancers in archaistic style from the Hall of Choral Dancers, Sanctuary of the
Great Gods, Samothrace. Museum of Samothrace.

Figure 3. Coffer lid fragment featuring a male head of ~ Figure 4. Male head from the east pediment of
Skopaic style, from the Hall of Choral Dancers, Sanctu-  Athena Alea Temple at Tegea. National Museum,
ary of the Great Gods, Samothrace. Museum of Samo-  Athens.

thrace.

Naukides.** That one should base the identification of an image of the single-bodied goddess, the
statue produced by Skopas for Argos (which, together with the other two, received definite identifi-
cation), perhaps only through the place of worship in which it was located, is almost desperate. On
Argos coins of the Imperial era, we can recognize the iconography of Hekate, but we do not know
if it is based on one of the statues recorded by Pausanias and, in any case, on which of the three.’
The choice of an archaistic style to give shape to particular subjects, may also have influenced
the iconography of the Erinyes. We do not have any kind of clue to help us trace the iconography
of these two sculptures, made by Skopas in lychnites, that is, in Parian marble.’® We know that
they were in Athens in the sanctuary that was located in the cleft in the rock at the foot of the
north-east wall of the Areopagus. In the sanctuary, to be considered a fenced natural site, prob-
ably without actual architectural structures, there were numerous statues, in addition to the cult
triad which was composed by two of Skopas’ statues, added either side of the one by Kalamis.?’
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Figure 5. Marble group with Hekate Trifor- Figure 6. 3D printing of terracotta slab with two figures of Kane-
mis. Archaeological Museum, Sikyon. phoros from the lining of the temple of “Apollo Palatino”. Mu-
seum of Palatine Hill, Rome.

Moreover, from the testimony of Pausanias,'® we also know that the goddesses were called
Semnai by the Athenians, and Erinyes by Hesiod. In the Roman world they became the Furies.
The characterisation that Aeschylos® first gave was with snakes in their hair; but the statues
created by Skopas were not described by Pausanias as being terrifying in any way. Is this to be
understood as the effect of a choice of a neo-Archaic stamp for these primordial female divini-
ties, of formal stiffness then, rather than of pathos?

Perhaps we have more of a chance of finding the “Archaizing form” of Skopas in the sculpture
of another subject that is recorded by Pliny among the works by him brought to Rome: the stat-
ue of the Kanephoros that became part of the collection of Gaius Asinius Pollio.?° The delivery of
Skopas' Kanephoros to Rome must have taken place in the early Augustan age, when the Asinius
Pollio collection was established.*
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Figure 7. Three herms with the "Danaides", from the area of the tem-
ple of Apollo Palatino. Museum of Palatine Hill, Rome.

The presence of Skopas' work in Rome could therefore have influenced the Archaistic fashion
of the time. To reconstruct the image of the Kanephoros we could then look at the iconography
of similar subjects on the terracotta slabs adorning the temple of “Apollo Palatinus”?* (Fig. 6),
and also the three herms interpreted as Danaids?® (Fig. 7), excavated by Pietro Rosa in 1869 in
the left arm of the crypto-porticus that supported the sacred area of the temple of Apollo.

In the Early Imperial age, Skopas appears to have been the most highly regarded sculptor in
Rome. Many of his works were already present in the city from the middle-Republican age, but
the Augustan age seems to reveal a particular appreciation of the work of this Greek master,
given that for the temple of Apollo on the Palatine it was the colossal statue of Apollo* executed
by Skopas for the demos of Rhamnous (Attica) that was chosen, and not the work of others, and
that it was the most important cult statue of the time.

In a series of archaistic reliefs, the best of which is preserved in Villa Albani® (Fig. 8), of the
Augustan age, one can see the image of the god Apollo who receives the offer of Victoria in
front of an altar, placed outside the sacred enclosure of a temple. According to a suggestive in-
terpretation of the scene, the cult images of the Temple of “Apollo Palatinus” would have been
represented with the god accompanied by Artemis and Leto, who would come out of the holy
place to show everyone the pact of alliance with the princeps.?® The Archaism that distinguishes
this relief is different from that expressed by the images already referred to regarding a possible
derivation from Skopas' Kanephoros. It is an Archaism of lonic inspiration, with subtle shapes,
elegant lines and refined attitudes. In particular, if we look at the hands, the articulate position
of the fingers, for example, we see a direct reference to the dancing young women of the frieze
of Samothrace (Figs. 9, 10).
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Figure 8. Archaistic marble relief with Apollo, Leto and Artemis, in front of an altar where Nike offers a
libation. In the background the temple dedicated by Augustus to Apollo on the Palatine is most probably
depicted. Villa Albani, Rome.

In dealing with Skopas as an architect, Poul Pedersen? has clearly incorporated his projects
between the 4th century BC lonian Renaissance and mainland Greece. And this seems to be the
key to understanding the formal difference between Skopas the sculptor and Skopas the archi-
tect who also designs architectural decoration.

The problem of Skopas' role (or that of his influence) in connection with Samothrace, the
Macedonian court and the subsequent interest expressed by the Romans towards the sanctu-
ary, is also contingent on the fact that — as already reported by Rolley,?® for example —, the dating
of the Hall of Choral Dancers seems to depend on stylistic interpretation rather than on strati-
graphic data. But the dating of the complex to the third quarter of the 4th century (and there-
fore a probable connection with the Macedonian court), already proposed by Phyllis Lehmann,?
seems today to be confirmed by subsequent archaeological investigations. The dating of the
complex to between 350 and 325 BC,*° which would result from the analysis of the ceramic frag-
ments, would make the frieze with the dancing young women the oldest example of Archaistic
relief, and we cannot exclude an effective role of Skopas in its creation, if we consider that the
formal variations are in response to the different nature of its commission. But this is a matter
that certainly requires discussion.
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Figure 9. Detail of the frieze with Choral Dancers in archaistic style
from the Hall of Choral Dancers, Sanctuary of the Great Gods, Samo-
thrace. Museum of Samothrace.

Figure 10. Detail of the frieze with Choral Dancers in archaistic style
from the Hall of Choral Dancers, Sanctuary of the Great Gods, Samo-
thrace. Museum of Samothrace.

The experimentation with artistic revival as a form of self-representation and propaganda
began, as we know, with Perikles on the Acropolis of Athens.3! However, Skopas would appear to
be a fundamental transitional figure for the dissemination of the phenomenon, in all likelihood
at Samothrace for the ancenstral cult of the Great Gods, more surely in Rome. The contemporary
vision of Skopas' works, in original or as copies, displayed both the intensity of the movements
of the soul, anticipating Hellenism, and the distant composure derived from Archaism (from the
Attic and lonian traditions). He contributed decisively to Augustan art in the sense of giving the
images a form capable of suggesting theirimmanence in the present, or their distance in the past.
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NOTES

. I would like to thank the organizers of the Fifth International Conference on the Archaeology of Paros

and the Cyclades (PAROS V), in particular Dora Katsonopoulou, for inviting me.

. Starting from Ulrichs 1863 until today. An authoritative confirmation of this vision consists, as is well

known, by Tatarkiewicz, Petsch 1979, 266 in part.

. Calcani 2009, 67-70, n. 10.

. The status quaestionis, is critically addressed in Marconi 2010, 106-35; Marconi 2013, 383-91.

. Stewart 1977, 107-10; Calcani 2009, 106-108, tav. XVI.

. In particular Lehmann 1973 and 1978.

. Wescoat 2013, 247-68.

. Lehmann 1973; Stewart 1977, 70-79; Lehmann 1982, 267-302; Ridgway 1990-2002, 253-58; Westcoat

2013, 260-62; Marconi 2013, 386-87.

. Delivorrias 2016, 223-39.
10.
11.
12.
13.
14.
15.
16.

See note 4.

For a recent synthesis, also bibliographic, on this subject, see @stby 2013, 171-90.

Katsonopoulou 2016, 211-21.

Katsonopoulou 2016, 217-18.

Calcani 2009, 64-65, 127, n. 8.

Katsonopoulou 2016, 216-18, fig. 4.

Pliny NH 36.14: Calcani 2009, 55-56, 123-25, n. 3; Katsonopoulou 2016, 216-18. We do not address
here the many problems related to the exegesis of Apollo Smintheus, carried out by Skopas in the
Troad, but it is clear that it is another of his works for which recourse to the archaizing form is conceiv-
able: Calcani 2009, 71-72, n. 12. On this topic see also Katsonopoulou 2020, 499-500.

Calcani 2009, 55, fonti Il 3, Il 3a, Il 3b.

Calcani 2009, 124-25, fonti Il 3c.

Aeschylus, Choep. 1048 ss.: Calcani 2009, 55-56.

Calcani 2009, 59-60, 122, n. 1, 126, n. 5. On Gaius Asinius Pollio see Domenicucci (ed.) 2012.

Becatti 1987, 451-61; La Rocca 1998, 229 ss; Bravi 2012.

Carettoni 1972; Strazzulla, 1990; Tomei 1997, 45 ss.

Tomei 1990, 35-48; Tomei 1998, 37.

Calcani 2009, 56-59, 125-26, n. 4.

Polito 1994, 65-100; Cecamore 2002, 123 ss.

Zanker 1987; Strazzulla 1990, 111-25.

Pedersen 2013, 269-86.

Rolley 1999, 272-74.

Lehmann 1973 and 1978.

Moore 1982, 317, 383-94; McCredie 1994-95, p. 53; Wescoat 2003, 102-16; Wescoat 2010, 5-32; Mar-
coni 2010, 132; Wescoat 2013, 262; Marconi 2013, 387-88.

Harrison 1965; Holsher 1987, 86-88.
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ABSTRACT

SKOPAS OF PAROS: BETWEEN ARCHAISTIC REVIVAL
AND ANTICIPATION OF THE HELLENISTIC FORM

Skopas' art is often reduced to a stereotype. The search for pathos, in the visible forms of
movement and in the tormented expressions of the faces, thus becomes a synthesis of the artist,
his "brand". Alongside this line of development in the search for the most effective expression of
pathos, that is of the aspect that will have greater success during the Hellenistic period, Skopas
also cultivates the taste for revival, which leads him to look to the past. His ability to move be-
tween the two extremes — innovation and tradition — seems to be subordinated to the different
subjects, and the different commissions. But if everything depends on external and contingent
factors, what element then distinguishes Skopas' work in the context of the art of his times? The
production of Skopas, one of the most complex artists of the fourth century, as we know, seems
to include the reference to Archaism precisely within his many-faceted search for the expression
of moods, thus demonstrating his creative capacity as a function of context and of each specific
artistic commission.

[NEPIAHYH

0 TKOMAZ THE IIAPOY ANAMEXA XTHN APXAIZTIKH ANABIQEH
KAI THN KAAAITEXNIKH EKOPAXH THX EAAHNIETIKHE TEXNHX

H téxvn Tou Zkoma ouxva afloloyeital wg otepedTUNo. H avalntnon tou nadoug, HECW TNG
Kivnong Kot tng PacavioTLKrG EKdPaonGg oTa MPOowa, YiveTal Kot autdv Tov TpOmo n oUvBeon
TOU KOAALTEXVN, TO SLKO TOU ‘onpo KatateBEV’. NMapAdAAnAa pe TNV avalATnon LLOG TILO ATOTEAE-
OUATIKNG €kdpaong Tou mabouc, nAadr tng MAeupdg mou Ba £xeL LeyaAUTePN amiXnon Katd
v EA\nvioTikn mepiodo, o koo KaAALEPYNOE £miong TNV KAlon mpog TNV avaBiwaon mou tov
0dnynoe va kottdéel mpog to mapeABov. H ikavotnTd tou va Kiveitat avaueoa ota U0 Akpa, Tov
VEWTEPLOUO Kat Tnv apadoon, daivetal mwe ivol umtotaypuévn ota SladopeTika BEHATA KoL TIG
Stadopetikég avabéoelc. AMA av ola e€optwvtal ano eEWTEPLKOUC Kol TUXOLIOUG TTAPAYOVTES,
ToLo £lvall TO oToLXElO TTOU SLaKPIVEL TO £pYO TOU ZKOTIAL OTO TTAQULOLO TNG TEXVNG TNG EMOXNG TOU;
H kaAALTEXVLKH TTOpaywyr| TOU ZKOTIA, EVOG ATO TOUG TTAEOV GUVOETOUG KOAALTEXVEG TOU 40U QLWw-
va, Onw¢ yvwpiloupe, paivetal mwg neptAapBavel Tnv avadopd otov apxaiopo, akplpwg otnv
ToAUTAEUPN avalTNor TOU yla TV €kdpaon Twv cuvalcOnpatikwy Slabécewv, avadelkvio-
VTG £TOL TNV SNULOUPYLKN TOU LKOVOTNTA WG 0UVAPTNON Tou MepLBallovtog mAalcsiou Kat KaBe
EexwpPLoTNG KOAALTEXVLKAG avaBeong.
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