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I want to thank Mary Papoutsy and the Advisory Board for inviting me to be the 2006 fall lecturer in the Professor John C. Rouman Classical Lecture Series. It is truly an honor to follow in the footsteps of the many distinguished scholars who have traveled here to Durham. We all owe Mary and Chris Papoutsy and their foundation, The Christos and Mary Papoutsy Foundation, a great debt for what they do to encourage and enrich the spirit of Hellenic learning in New England. Thanks are also due to Professor Stephen Brunet for his assistance in the organization of this talk.


In the spirit of Hellenic philanthropy, I bring you good tidings from Boston. I am very pleased to share with you our recent news: an extraordinary gift from the Behrakis family has put the art of the ancient world into the first phase of the master plan of the Museum of Fine Arts (MFA). Because of their immense generosity ($25 million), we can now look forward to the installation of several splendid new galleries dedicated to ancient Greek, Hellenistic, and Byzantine art.
 

MFA: The Behrakis gilded silver pyxis;

A Syrian silver chalice, sixth–seventh century C.E.


The silver liturgical vessels you see on the screen are from the MFA collection and are but two of the scores of objects that will be featured in the first Byzantine gallery in any New England museum.

A map of three Greek-speaking areas of the Roman Empire:

The Near East, Asia Minor, Tunisia


Perhaps some of you caught my exhibit Antioch: The Lost Ancient City at the Worcester Art Museum (WAM) in 2001.
 That exhibit introduced nearly a quarter of a million visitors to the complexities and cultural riches of the fascinating period between late antiquity and the emergence of the art of a Judeo-Christian era from 200 to 600 C.E. My aim this evening is to trace largely visually, but also textually (by referring to Greek texts) the emergence of a new language of art for a new faith. Along the way we shall examine the concurrent and unexpected development of Jewish art, undoubtedly a response in part to the rise of Christian imagery. Examples of this new art can be found on the most precious and petite objects meant for personal adornment, as well as in room-size mosaics suited to domestic space and in sacred meeting halls.


Early steps in making this Christian art are tentative and take the form of ciphers or pictographs.
 Our benchmark date is 200 C.E.: there is little physical evidence of art with overt Christian content earlier. Probably before the third century C.E., Christians shied away from the making of images because they associated it with the pagan way of life. And we should not forget that the Law of Moses from Exodus 20 carries an injunction against graven images,
 knowledge of which, given the Jewish origin of many early Christians, would certainly have dampened their artistic energies. Thus, the introduction of art into the religious and everyday lives of Christians was a sign that Christianity was coming of age in a Greco-Roman world marked by rampant religious pluralism.


Fortunately, we have direct and early evidence from contemporary Christian writers of what was considered to be the proper Christian use of pictorial art. For example, in his treatise called PaidagvgÒw (Paidag£gós)
 written around 200 C.E., Saint Clement of Alexandria (ca. 150-ca. 215 or ca. 211/216), specifies what devices or symbols Christians should select when they purchase seal rings. Seals were used when one wanted to secure personal property and to perform certain public duties, e.g. the notarization of documents or the securing of safe passage for someone; and at home, women used seals to mark their valuables against robbery. The audience then for whom Clement intends his treatise are the elite of the Christian community. The Greek text in question (Paidag£gós 3.59.2) translates as follows:

Our seals should be a dove or a fish or a ship running in a fair wind or … an anchor … and if someone is fishing he will call to mind the apostle Peter and the children drawn up out of the water [i.e. the baptized]. We who are forbidden to attach ourselves to idols must not engrave the face of idols on our rings or drinking cups, since we are sober. Many licentious people carry images of their lovers and favorite prostitutes on their rings.

MFA: A fish carnelian seal


One example of this type of object is this simple and direct carnelian cameo in the MFA collection (98.762) carved with a mullet in orange and red. The fish was widely known in early Christianity after the late second century C.E. as a symbol of Christ. The Greek word for fish, ﬁxyËw (ichthûs or more commonly ichth°s with an accented long y)—often capitalized and spelled ICHTHYS in English—is the acrostic for the Greek phrase that translates as "Jesus Christ, Son of God, Savior."

An early Christian symbol sampler


Christians began to adopt a sign language of meaning early on in their burial practices. For example, their epitaphs or stone grave markers included the name of the dead and were often accompanied by symbols, such as the anchor, the fish, or the dove with an olive branch. Sometimes the date of the deposition or burial is given on the marker, which was the same day as the day on which the person died: this was thought by Christians to be their true birthday to eternal life. The Chi-Rho symbol, the first two letters of Christ's name in Greek,
 is shown here on an elegant agate pendant from the fourth century C.E., which is today in the Virginia Museum of Fine Arts in Richmond, Virginia. The design of personal jewelry with similar signs indicates a growing industry catering to elite Christians. Moreover, it was this symbol that Constantine 1 (ca. 280–337 C.E.), or Constantine the Great, saw in his vision at the Battle of the Milvian Bridge, which took place on October 28, 312, between the Roman Emperors Constantine I and Maxentius.
 This symbol was then painted on the shields of Constantine's soldiers, and by 324 it had become a symbol on imperial coinage.

The Catacombs of St. Callixtus, 190–220 C.E.: A  loculus

and a grave marker with the name PRISCUS on it


The Christian use of symbols also extended to such things as grave markers, which were used to seal horizontal cutouts in the catacombs and identify Christian burial chambers. By the end of the second century C.E., the Christian community of Rome began to create vast cemeteries called catacombs by excavating staircases, galleries, and adjoining chambers in the bedrock below the city.
 The first and most renowned of these catacombs bears the name of St. Callixtus, the deacon hired by Pope St. Zephyrius (217–222 C.E.) to run the catacombs.
 The process of creating any one of these burial complexes occurred over several phases spanning many decades. But despite this slow process,  the catacombs represented a completely new and unusual tradition of burial that allowed Christians to be buried together with members of their own faith. Not surprisingly, the paintings in these chambers reveal new artistic tastes expressing the beliefs of a new clientele.

The Catacombs of St. Callixtus: The Chapel of Sacraments; 

four paintings of the story of Jonah


In the Catacombs of St. Callixtus, the  story of Jonah—his ordeal and his rescue—appears at four different locations. The story of Jonah must have reassured Christians about their own deliverance at the time of death into the hands of God.
 Curiously, unlike man other images in the catacombs, namely the Good Shepherd
 or Daniel,
 the depiction of Jonah requires the painter to represent the story in successive stages. In order to impress upon the viewer the message of salvation inherent in this story, the painter had to show Jonah being forced into the sea, being swallowed by a great fish (possibly a whale), being spit up, and resting under a gourd. Such a complex representation as this signals a clear departure from the simple ciphers just seen (the fish or anchor).

MFA: A sardonyx intaglio
 of Jonah (03.1008), third century C.E.

Because of our limited time, let us look at examples of the story of Jonah as they appear in several media; the variations are impressive and bespeak the development of a flexible, albeit restricted, Christian artistic vocabulary. As we can see from this small intaglio at the MFA, artists could condense a scene to accommodate the smallest surface if such condensation were required by the medium being used or were demanded by a client.

The Cleveland Museum of Art: Four marble sculptures

depicting the story of Jonah, ca. 275 C.E. 


On a grander scale, the story of Jonah is depicted in a set of 3-D sculptures in the Cleveland Museum of Art; these four small-scale (table-size) sculptures were found in Asia Minor and acquired by the museum in 1965. These remarkably plastic and dramatic renditions in carved marble seem to indulge the viewer in a sensual way: it is as if the carvers have transformed hard marble into soft flesh. Certainly, these renditions are far prettier than they need to be to get the message of salvation across, yet two of the four pieces focus on Jonah's salvation (he is shown resting under a gourd) and gratitude (this is shown by his prayers): the Christian message and use that they emphasize would be obvious to a third century C.E. Roman. The context for these pieces is probably the private domestic space of a well-to-do Christian family: for example, they may have been garden sculptures near a fountain.

Aquileia, Italy: A general view of the basilica;

an inscription of Bishop Theodore, ca. 314–319 C.E.

In the aforementioned examples of early representations of the story of Jonah, we enter into the ecclesiastical space of the great basilica of Aquileia (NE Italian city at the head of the Adriatic), which was built and adorned at about the same time that Constantine I "legalized" Christianity with the Edict of Milan in 313 C.E.
 Colorful mosaic "carpets" with geometric and floral designs cover the floors of the long nave and side aisles. As we approach the east end and the apse, the orientation and design strategy shift. A long horizontal panel filled with a marine scene is spread out near the altar area, where Bishop Theodore (fl. 308-319 C.E.) chose to have his name inscribed as the founder of the basilica.

Aquileia: A floor mosaic depicting the story of Jonah;

MFA: A marine mosaic (The House of the Drinking Contest),

third century C.E.

Here, the story of Jonah is literally inserted into a typical Roman marine scene with erotes
 fishing, as illustrated by a floor mosaic excavated in a house at ancient Antioch on the Orontes in Syria: covering a courtyard dining area at the MFA, it is now again on view after its restoration in 2002. In the Aquileia mosaic, the story of Jonah is shown in three scenes inserted into a similar marine scene near the altar area of the basilica. The insertion of this story seems almost an afterthought or a mark of hesitation—a tentative gesture to pictorialize a Biblical scene. The story of Jonah then functioned (1) as a way to signal salvation in the catacombs, (2) as a Christian signifier on a seal ring, (3) as a garden decoration for a Christian home, and (4) as a motif for redemption in a Christian church, where the watery realms of the Biblical myth evoked Christian redemption through baptism.

Aquileia: The Good Shepherd mosaic; 

MFA: Hermes Kriophoros ("Ram-bearer")


The early Christians also imbued particular pagan images with new meanings. For example, the ancient Greek image of the Ram-bearer, known to us from the late sixth century B.C.E. bronzes such as this one at the MFA, represents the shepherd as a protector of flocks. The ancient Greeks erected such statues as these in honor of the god Hermes. Christians allowed artists to adorn their personal seals with shepherds because shepherds were seen as benevolent images with Biblical references: e.g. in the Twenty-third Psalm, the shepherd represents salvation; in John 10:11–16, there is the parable of the Good Shepherd; and in Luke 15.4–7, there is the finding and cherishing of one lost sheep.

British Museum: A statuette of Bacchus

with satyr, maenad, and Silenus


In the period of transition from late antique art to early Byzantine art, many works of art and artistic themes were appropriated from pagan contexts and imbued with Christian meanings. Inscriptions could baptize, if you will, art. So here on a third–fourth century C.E. marble statuette of Bacchus and his companions, a later owner wrote on it a Greek sentence that translates as follows: "You give life to wandering mortals." Clearly, this statuette casts Bacchus in the role of redeemer.

Hermitage Museum, St. Petersburg, Russia: 

A bronze statuette of Dionysus found in the River Don,

with an eighth century C.E. Byzantine inscription (Inv. No. 1864 2/2), second–third century C.E.

A Christian transformation was effected by an artist on what was a typical Roman household religious statuette—a bronze figure of the young Dionysus—by engraving an inscription on it, stamping it with particular symbols, and refashioning it for another use. The Greek inscription from the Twenty-eighth Psalm, verse 3, engraved on Dionysus' waist, translates as follows: "Do not drag me away with the wicked, with those who do evil, who speak cordially with their neighbors but harbor malice in their hearts." Two crosses are stamped on Dionysus' chest with letters that form the traditional Byzantine entreaty, KÊrie, boÆyhs° me (K≠rie [or more commonly KΩrie], bo%th%sé me [the long u, the long y, and the first long e in bo%th%se are all accented]), that is, "Lord, help me."
 The person asking for the Lord's help identifies himself as Bartholomew, son of Timothy, by adding his monogram around the thigh of Dionysus. And if you look closely at the god's head, you will see that a hole was added to it, wherein fitted a glass capsule for holding holy water, thereby transforming the pagan statuette into a liturgical ewer.

British Museum: The central medallion

(a portrait bust of Jesus Christ) of a large Roman mosaic 

found at Hinton St. Mary, a village in the county of Dorset


In what may be the oldest image of Christ, a portrait bust dated ca. the mid-fourth century C.E., a youthful Savior is displayed with the Chi-Rho symbol behind him—a necessary visual identification in an era of many redeemers, one of which is the aforementioned god Dionysus. Note how the medallion with Christ is inserted into a composition with the four Seasons in each corner and with four hunting scenes, but there is nothing else in this mosaic that is overtly Christian. For example, the adjacent floor depicts Bellerophon fighting the Chimaera.

The Via Latina Catacomb: A plan of fourth century C.E. Rome;

some paintings of Moses parting the Red Sea and of Noah in the Ark

(from Cubiculum O)


In Cubiculum O from the Via Latina Catacomb,
 we see Noah in the Ark (a jack-in-the-box version) and Moses parting the Red Sea, while in the adjacent Cubiculum (N) we see Hercules leading Alcestis from the Underworld and killing the Hydra. The adjacency of two tomb chambers such as these, with a diversity of iconography in each unit, has led scholars to surmise that these chambers were family burial chambers where members of the same family, each with a different belief—pagan, Jewish, and Christian—were interred together and where it was therefore necessary to represent the religious imagery of each belief. This is a truly fascinating and rich document of the melting pot that the late antique city of Rome had become by the fourth century C.E.
MFA 2002.131; An African red slip bowl with Old Testament scenes,

ca. 350–430 C.E.

On a more modest scale, small portable ceramic vessels speak to the same types of images that were also available to late Roman society in paintings and mosaics. Many of these ceramic vessels were made in workshops in Tunisia, North Africa, and exported throughout the Mediterranean during the late Roman period. They are decorated with a variety of themes and reflect in their overt pagan or Judeo-Christian iconography the tastes and beliefs of their buyers.

 A view of Antioch on the Orontes, Syria: Old and new


While the few emerging Christian images discussed thus far can be explained by referring to Scripture or contemporary Christian authors, other types of images were also adapted to Christian contexts, especially in cities like Antioch on the Orontes in Syria. In fact, a close look at the archaeological finds of Antioch will provide us with a basic understanding of the subtle ways in which the language of pagan art was transformed into the distinctive languages of both early Christian and Jewish art during late antiquity. The city of Antioch and its art are indeed highly significant for the period under discussion here—late Roman antiquity and the early Byzantine era.

Antioch: A map and site plan


The art of Antioch that will provide us with this basic understanding, however, is the domestic mosaic; yet although there was a wealth of domestic mosaics uncovered during the Antioch excavations from 1932 to 1939, this wealth is both revealing and frustrating for our inquiry.
 Only a few of the some 300 mosaic pavements excavated in Antioch came from public buildings, such as baths and churches. Most came from houses in Antioch and its surrounding area, the nearby garden suburb of Daphne, and the port city of Seleucia Pieria, which is 20 miles south of Antioch. Moreover, not only the number but also the artistic excellence of these floor mosaics was wholly unexpected, and as a result their contents opened a new chapter on private and everyday life in one of the metropolitan capitals of the Roman Empire.
 But the lack of Christian finds is a true loss, especially given what Susan Ashbrook Harvey, in her essay "Antioch and Christianity" in our published catalogue of WAM's exhibit Antioch: The Lost Ancient City, says about this famous ancient city:

Antioch was a city of near mythic status for Christians of the eastern Roman Empire. Its significance had come within the first generation of Roman Christians, and in its religious authority it remained unique among eastern cities, though in time it would be rivaled first by Alexandria and later by Constantinople and Jerusalem.

It is ironic that the Princeton expedition originally went to Antioch to find the famous golden Octagonal Church of Constantine I
—it was a quest to find the spiritual core and focus of this famous Christian city!—and yet archaeology has thus far revealed only two churches in the Antioch region.

A Computer-aided design (CAD) of the interior

of the Martyrion
 of Seleucia Pieria:

A plan with mosaics, late fifth–early sixth century C.E.

One of these churches is the great Martyrion of Selecucia Pieria. What I show you here is its reconstruction with CAD because the site itself has been reburied and has not been seen by anyone for the past 60 years. 


As for the expected Jewish antiquities of Antioch, no synagogues were found, and only one modest relief with an inscribed menorah was discovered. This is quite surprising, however, because we know from ancient sources that several large-scale synagogues were built for the city's influential and long-established Jewish community.
 Not surprisingly, similar gaps exist in both the Christian and the Jewish archaeological record at other sites throughout the Mediterranean.

The Yakto Border: A workshop labeled "Martyrion"

and the Olympic stadium at Daphne (about 70 cm. wide), ca. 450 C.E.

Because of large archaeological gaps in the architecture of Antioch, we may more profitably turn to a mosaic from Antioch that presents an unparalleled visual account of the culture of a late Roman and early Byzantine city. In remarkable vignettes depicted in the border of a mid-fourth century C.E. hunt mosaic from a house in Yakto near Daphne,
 Greek labels identify houses, individuals, and their professions; they also lend a documentary quality to the representation of a "walk" (per€patow [perípatos]) from Antioch to the garden suburb of Daphne. The placement of these two scenes together in the border make it clear that the urban fabric and cultural life of Antioch flowed between what was pagan and ancient and what was Christian and new. Hence the depiction of the games in the Olympic Stadium at Daphne and the presence of marble nymphs who grace the famed springs of Daphne, while nearby a woman walks, veiled from head to foot, to purchase votive offerings for the "Martyrion" of a revered local saint. In truth, the Yakto border presents us with a visual synopsis of the cultural landscape of late antiquity. These scenes reflect life in such cities as Alexandria, Ephesus, Athens—all centers of late antique Platonism
 that were at the same time crucibles for the foundations of Christianity. Indeed, the continuity and fluidity of pagan and Christian culture as well as of pagan and Christian communities can be affirmed by our looking at the connections between domestic mosaics and those found in religious structures.

WAM: A vine scroll and a reconstructed room

in the House of the Bird Rinceau


One house in Daphne, The House of the Bird Rinceau,
 dated to the period between the devastating earthquake of 526 C.E. and the Persian sack of 540, features a remarkably large floor mosaic. A lush vine scroll frames a large room measuring 700 sq. ft. The scroll is inhabited by birds and animals, and intertwined with a convincingly three-dimensional twisting ribbon. The borders frame a large central design, a semis composed of scattered rosebuds.
 As only one room was uncovered, however, there is no way to ascertain whether it belonged to a house. In fact, this is a comma dilemma in dealing with the Antioch excavations: not enough of the city and its buildings was able to be excavated.

WAM: A peacock fragment from a room in Daphne


The WAM section of a room found in Daphne (other sections were divided between the sponsors of the expedition) includes two large peacocks on either side of a basket full of grapes, as well as a rooster and a leaping stag. Given its find spot in a domestic quarter of Daphne, the room in question most likely belonged to a house. But very similar vine scrolls and peacocks are popular as mosaic decorations in contemporary churches, baptisteries, and tombs of the Near East.

Nea Paphos, Cyprus: The Chrysopolitissa basilica;

a vine laden with grapes, fourth century C.E.

One rationale for the early use of the image of the vine in Christian art, aside form its obvious connections with wine and the Eucharist,
 might be indicated by this small panel from the nave of the Chrysopolitissa basilica in Nea Paphos, NW Cyprus, which is dated to the 4th century C.E.
 Here the vine laden with grapes is accompanied by the inscription §g≈ eﬁmi ± êmpelow ≤ élhyinÆ
 (I am the true vine), which begins Chapter 15 of the Gospel of St. John.
 This vine with its accompanying inscription should certainly make one stop and wonder: Is Christ assuming the attributes of Dionysus, the god of wine, who was still very popular in the fourth century C.E.? Moreover, the addition of the accompanying text itself in the Cypriot basilica suggests that there was still a need to label, to identify the image as Christian.

Kabr-Hiram, near Tyre, Lebanon: The Church of St. Christopher; 

the mosaic from the nave floor, dated by inscriptions to 574 C.E.
(in the Louvre)


From Kabr-Hiram near ancient Tyre in Lebanon, we see another variation of the vine motif on the nave floor of the Church of St. Christopher, where the central panel of vine scrolls is populated by animals and humans. The side aisles not only contain more animals than the nave floor, but they also have sixteen busts personifying the twelve Months and the four Seasons. Here, it would seem that the earthly rhythms of the agricultural calendar are evoked. Surely, the vine was associated with the life-giving force of the Eucharist. And it is clear that the artists of late antiquity, even as they imbued classical motifs with new life, were eager to express their great delight in nature—a celebration of creation represented by luxurious vine scrolls intertwined with familiar motifs: the vintage, the hunt, birds, and the sea.

Nirim, a kibbutz in southern Israel in the Negev Desert:

The pavement of a synagogue of Biblical Ma'on, sixth century C.E.

Given the vine's popularity and ubiquitous presence in late antique art, the language of the vine was easily converted by artists to suit Jewish contexts. For example, in a mosaic pavement of the sixth century C.E. synagogue in Ma'on, we see a rather attenuated vine scroll enveloping animals and birds, with a menorah set between two lions at the location closest to the Torah. It would seem that similar compositions made by the same workshops would suit the specific places for which they had been commissioned—either Roman houses or Christian churches or Jewish religious halls. Naturally, a viewer's interpretation of the significance of such mosaics depended partly on what other motifs were employed with the vine motif and partly on where the mosaics were placed in a building. Nevertheless, what these designs clearly reflect is the earth, agriculture, and hunting—and, in a very general sense, they represent God's domain.

The Bardo Museum (Tunis, Tunisia): The Dominus Julius Mosaic

(also known as the Lord Julius Mosaic), fourth century C.E.

In order to understand the context from which the Christian basilica and the synagogue vine emerged, let us look at this unusual mosaic in the Bardo Museum in Tunis. It came from a grand agricultural estate outside of Carthage and is dated to the mid-fourth century C.E. There are three tiers or registers in this mosaic. The mosaic is called the Dominus Julius Mosaic, or the Lord Julius Mosaic, because it shows the master of the estate, a Lord Julius, seated in the center of the upper register and in the right side of the lower register, and his wife standing in the bottom left of the lower register. Their villa is in the central register. In this three-tiered arrangement, we see their servants and dependents who are bringing them the fruits of the estate, baskets of roses, game from the hunt, olives, etc. These figures are shown engaging in various agricultural activities and carrying produce reflective of the four seasons, thereby offering a diachronic view of life on the estate, as well as providing the viewer with a single icon in which the Dominus is represented as the local keeper of the natural order of things. Here, the owner of this villa, Lord Julius, by selecting this scene in which to depict his estate, proudly announces to his guests his dominion over all that is depicted—people, time, and the earth's bounty. For as in the house of Dominus Julius, so in the house of the Christian Lord at Kabr-Hiram and in the house of the Jewish Lord at Ma'on, the floor mosaics offered a perpetual panorama of time wherein the dominus (the lord) was in control and the boundaries between yearly and eternal time collapsed. Like the elite owners of Roman houses, the Christian and Jewish congregations celebrated the renewal of annual abundance and saw fit to manifest this bounty materially in the mosaics that graced the floors of their religious buildings.

Hamath Tiberias, Israel: A synagogue with Helios, the sun-god,

fourth century C.E.

Just as the aforementioned vine motif, coupled with other motifs, was converted to suit Jewish contexts, so too were other classical motifs converted by Jewish artists to suit specifically Jewish contexts. For example, the earliest appearance of Helios in a Jewish setting is in the mosaic of a fourth century C.E. synagogue at Hamath Tiberias near the Sea of Galilee: a circular zodiac with Helios at its center and one of the Seasons in each corner. It is truly surprising to find such pagan images in a Jewish sacred space. As an added touch—perhaps a specifically Jewish one—the names of members of the congregation are listed in donor panel mosaics near the entrance to its hall. These compositions reflect a particular moment for Jewish artistic expression in late antiquity and in the early Byzantine period, one that lasted from the fourth through the sixth century C.E.
Sepphoris, modern Zippori, near Nazareth in Israel:

A synagogue mosaic, 400–540 C.E.

The most recent example of this Jewish art of the early Byzantine period to be discovered was excavated in 1993 at Sepphoris, modern Zippori, near Nazareth. Some of you might have been fortunate enough to have seen it when it traveled in 1997 to the Jewish Museum in New York City.
 The long hall that is this mosaic composition is quite original: it consists of 14 panels arranged in seven horizontal bands. Close to the center of this hall, a curious central panel includes some of the elements found in the synagogue mosaic at Hamath Tiberias. Each of the four Seasons, identified by Hebrew and Greek labels, is set in its own corner; and the 12 zodiac symbols rotate around an emblema
 with an empty chariot drawn by four horses and crowned by the radiating light of the sun. Here, the mosaicist avoids a figural depiction of the pagan sun-god Helios. The blue streaks of water at the bottom of the circle might refer to "life-giving water," a phrase that frequently appears in Old Testament and New Testament writings and exegesis. Next, the names of donors are written in Greek in the frame around the chariot. Other panels represent scenes from Genesis and Exodus. Thus the central emblema is most assuredly a symbol of the Creation and the Creator. And because the names of the donors who paid for the mosaics and the building are prominently displayed, the donors themselves are thus intimately linked to the Creation and the Creator. I believe, therefore, that this mosaic is an unusually vivid testimony to the active dialogue between patrons and mosaicists, but also speaks most directly to the mind-set behind such creations.

Princeton University: The House of Ge and the Seasons;

room 1 and  GH, ca. 470 C.E.

We can go from a church and a synagogue to the inside of a late Roman house and discover the likely origins of the artistic vocabulary used in these two religious spheres. A good place for us to begin our inquiry is the House of Ge and the Seasons, a partially excavated house at Daphne that dates to the last decades of the fifth century C.E. At the center of room 1, most likely a dining room, is a female bust labeled GH (Gß), i.e. Earth.
 She is surrounded by four female busts labeled the Winter and Summer solstices and the Spring and Fall equinoxes. Clearly, the images celebrate the earthly abundance which the guests who ate their meals in this room would have partaken of.

A sampler of representations of GH: Several Egyptian textiles;

several late Roman ivories; an early Byzantine gold pectoral

The use of such personifications as GH for personal ornaments and private objects also speaks to an increased interest in imagery in art in late antiquity, in particular, nature imagery. In other words, people were already familiar with such personifications, the physical embodiments of ideas, and so their application in a nonpagan context, i.e. a Christian or Jewish one, is to be expected: this is a phenomenon we have seen before.

WAM: The House of Ge and the Seasons;

the personification of KTISIS; room 4 and room plan, ca. 470 C.E.

Room 4 of the House of Ge and the Seasons was paved with a mosaic that is now in the WAM; the two other rooms that were excavated along with it are off the corridor around an open courtyard. Of the busts in the mosaic in room 4, the central female one is identified by a Greek inscription as KTISIS (KTISIS), i.e. Foundation.

Kourion, Cyprus: The Building of Eustolios;

a plan and view of the east hall; a mosaic bust of KTISIS,

ca. 410–450 C.E


One might wonder, Why KTISIS, i.e. Foundation?  To answer this question, let us go to the south coast of the island of Cyprus, where a similar bust with the Greek word KTISIS on it shows a woman holding a Roman measuring device. It would therefore seem that this woman is a personification of the foundation, i.e. the construction, of a building. And in this case, the building in question is the Building of Eustolios, in which KTISIS is placed in an apse at the end of a long hall.
 The mosaics in this building were probably laid down during the reign of the Emperor Theodosius II, i.e. the first half of the fifth century C.E.
 Likewise, in a private house in Antioch, KTISIS might also refer to the construction of that very building, serving as a kind of cornerstone. But she is surrounded by a border of water lilies, ducks, and lotus flowers—all clearly references to the abundance of the Nile River. These aspects of nature suggest that KTISIS may represent, in a general sense, the role of creation in nature. And thus, any group of mosaics such as those in the Building of Eustolios in Kourion or those in a private house in Antioch, in particular, The House of Ge and the Seasons, conveys a special message: Just as the Earth renews itself through the changing of the seasons, so too does man/the patron build and renew his cities and houses.

Kourion: The Building of Eustolios;

an inscription with the symbols of Christ; a floor mosaic with birds
While some scholars hesitate to interpret floor mosaics, no matter what images they depict, there can be little doubt that some patrons and the mosaicists working for them wanted their mosaics to convey particular messages. For example, if we return to the Building of Eustolios in Kourion, at the threshold of the other end of the same hall in which KTISIS appears, there is a Greek inscription on a panel with birds, fish, and four Maltese crosses.
 It translates as follows: "In place of big walls and solid iron, bright bronze and even adamant, this house has girt itself with the much-venerated symbols of Christ." As viewers we are thus instructed to view KTISIS—with her measuring device, the birds, and the fish—as Christian.

MFA: A 2006 acquisition—an early Byzantine mosaic

of APOLAUSIS and PLOUTOS, sixth century C.E.


KTISIS, of course, represents an idea, and it is one of a score of personifications of ideas from the Greek-speaking East of the Roman Empire, i.e. those physical embodiments of ideas that are most often, but not always, female.
 For example, the Behrakis family just donated this charming early Byzantine mosaic, which is probably from the greater Syria area. It is a fragment of a larger mosaic, but what concerns us here is the couple seated on a bench: the female is identified as APOLAUSIS (APOLAUSIS),
 i.e. Enjoyment or Pleasure, and the male as PLOUTOS (PLOUTOS),
 i.e. Wealth, who drops coins from his hand as a gesture of his largesse. Another part of the mosaic in question belongs to a long panel now in the Royal Ontario Museum in Toronto: it shows BIOS (BIOS),
 i.e. Life, and TRUFH (TRUPHß or more commonly TRYPHß),
 i.e. Softness or Delicacy or Luxury or Good Life, seated together as a couple in the process of dining. For comparative purposes, there is another bust of APOLAUSIS that was found in a fifth century C.E. bath at Antioch: in this representation she is holding a rose.

WAM: The House of the Worcester Hunt;

a floor mosaic with a hunt motif, ca. pre-526 C.E.

We are fortunate that domestic decorations often reveal the visual and cultural habits of the inhabitants of ancient houses, especially if accompanied by inscriptions, as are the personifications that appear in mosaics. Moreover, mosaics offered the ancient owner a way to express his status and his perception of himself. This is especially true in the series of monumental hunt mosaics from private houses in Antioch. Here, for example, the large dining room of an early sixth century C.E. house in Daphne is filled with hunters and wild beasts; today, it is featured in the Renaissance Court at the WAM. Such grand floors decorated the main receptions halls of some Antiochene houses, where the owner of the house, the host, was visually associated with virtus,
 the courage of the hunter, the wealth of sport hunting, and the ownership of game parks.

El Djem, ancient Thysdrus, a town in Mahdia Governorate, Tunisia: North African hunt floors; a second century C.E. mosaic panel


The aforementioned Worcester Hunt represents the final stages of the animal carpet series of mosaic floors, which made its first appearance in North Africa in the second century C.E. Great hunt mosaics were the specialty of North African mosaic workshops; many of these mosaics can be found today in the museums and archaeological sites of Algeria and Tunisia. Undoubtedly, these brilliant creations captured the imaginations of many people who saw them in situ and then desired to have them in their own homes. Given the presence of staged wild hunts and animal displays in the many amphitheaters that dotted the Roman world, it is not surprising that private citizens wanted representations of these very public events in their homes. Hunt mosaics stayed in vogue in North Africa until the fifth century C.E. Their popularity spread to the Near East, where they remained popular until around the mid-fifth century. And as compositions to be used in churches and houses alike, they remained very popular in the sixth and seventh centuries.

The Baltimore Museum of Art (BMA): A FILIA mosaic,

fourth or fifth century C.E.


Just as hunt mosaics, which could be used in both houses and churches, represent one way in which art transitioned from the secular to the religious, another important link in this process is offered by an isolated find in Daphne of a long frieze of painted animals grazing and standing amidst birds.
 Out of the parts of the frieze that archaeologists uncovered, four groups of paired wild and tame animals were removed and shipped to the BMA, one of the sponsors of the excavations. The group that shows a lion facing oxen before a fruit-bearing tree and a broken pillar inscribed with the Greek word FILIA (PHILI¶),
 i.e. Friendship or Love, is most revealing. For us who visually see only what the ancient viewer would see, the juxtaposition of wild and tame animals in a landscape of fruit-bearing trees and birds is softened—maybe even nullified—by the addition of the label FILIA. In other words, the message here is analogous to the words of the prophet Isaiah:
 "And the cow and the bear shall feed; their young ones shall lie down together: and the lion shall eat straw like the ox." Thus, the mosaic evokes a Golden Age, a Paradise regained. Moreover, whether or not this animal frieze was used for a domestic or a religious building, this and similar animal friezes entered into the artistic mainstream from the sixth to the seventh century C.E. and are therefore found in many Christian churches throughout the Near East.

Seleucia Pieria: An axonometric
 plan of a tetraconch
 church 

with mosaics; mosaic panels of an animal parade; 

an interior view of the ambulatory


For an example of a church with an animal frieze, let us look at the great tetraconch church that was excavated in the port city of Seleucia Pieria. The same equation between wild beasts and the "patron" was appropriated for the house of God in the mosaic covering three sides of this tetraconch church, but the benefactor is now the Lord. The mosaic in question consists of a continuous frieze of animals loosely arranged in two rows with the quadrupeds (an elephant, a gazelle, a zebra, a hyena, a giraffe, a deer, a horse, and a lioness with her cubs) along the outside edge facing toward the exterior walls of the church, and with other creatures toward the center, mainly birds (peacocks, flamingoes, cranes, swans, ducks, and parrots), facing in several different directions; trees, scattered roses, and shrubs punctuate the parade. This then is an animal carpet like the one in the House of the Worcester Hunt, but one adapted to a Christian building. The beasts in this mosaics are therefore shown as being tame.

The Antakya Archaeological Museum
 (Antakya, Turkey)
: 

The courtyard;

a view of the pavement of the north side of the ambulatory

of the tetraconch church of Seleucia Pieria


Only the pavement of the north side of the ambulatory of the tetraconch church of Seleucia Pieria and some parts of the east side have survived, but only in a fragmentary state. Sadly, today just one fragment of this long frieze survives in the outside court of the Antakya Archaeological Museum. Again, the parade of animals represented in it may be a reference to Paradise, where all beasts were tame and peaceful—and subject to Adam's command. Such a reference is evident in some surviving sermons on Genesis, several of which were written by Church Fathers who resided in Antioch, such as Theophilus, Patriarch of Antioch, in the second century C.E.
 and Saint John Chrysostom in the fourth century.
 These sermons provide us with a compelling correspondence between text and image, i.e. between sermons heard and mosaics seen in churches like the tetraconch church of Seleucia Pieria.

Nikopolis, Epirus (W Peloponnesus), Greece: The Basilica of St. Demetrius;
 the mosaic of the north transept,
 525-550 C.E.

Such a correspondence between text and image is made explicit in a remarkable floor mosaic found in an early Byzantine church in Nikopolis, the site of the famous sea battle of Actium.
 Upon entering the north transept, you step onto a panel filled with trees and birds framed by figures fishing in the blue water. At the base of the panel is an inscription in Homeric  hexameters, which translates as follows: 


Here you see the famous and boundless ocean


Containing in its midst the earth


Bearing round about in the skillful images of art everything 



that breathes and creeps


The foundation of Dometios, the greathearted archpriest.

The inscription seems to make the bishop the patron; he replaces the Roman head of state, and by dedicating the church and its decorations, he creates something, just as God does. Moreover, this ingenious floor mosaic presents itself as a cosmological map—the terrestrial world surrounded by the ocean. Thus, the church in which this floor mosaic lay is presented as a microcosm of nature, of the world, of the Creation.

CONCLUSION


Such imagery as that in the aforementioned floor mosaic underlines the fact that early Byzantine churches and Jewish synagogues in Syria, Palestine, and Transjordan offer us rich pictorial maps in which the creatures of the air, the land, and the sea take precedence and man plays only a small part. In this overview, we have witnessed both subtle and timid, as well as overt and bold, visual gestures in the making of a Christian and a Jewish art. We have seen how images and compositions move easily between private and religious contexts. And the meaning of such art depends on context: for example, in a house we might infer the domain of the patron; in a church or a synagogue, the domain of the Lord and the Creator. The boundaries between secular and religious artistic imagery were quite permeable in this fascinating transitional phase of ancient art. These mosaic pavements might be best summed up in the words of Theodoret, a bishop of Cyrrhus, Syria, who was born in Antioch in or about 393 C.E. (from his commentary on Genesis): 
 "Man imitates God who made him by building dwellings, walls, town, harbors, boats, and in countless other things." The visual similes between God as the Creator and those who built and decorated Christian churches as well as Jewish synagogues was clear and dependent on an artistic vocabulary developed in the secular realm to represent the patron of the house of worship as founder and benefactor.

THANK YOU.
APPENIDIX

Qasr-el-Lebia,  Cyrenaica, Libya:

A general view and a detail of a mosaic, ca. 530 C.E.


A quick trip to ancient Cyrenaica in Libya, where a basilica of the Justinianic period at a site called Qasr-el-Lebia, provides us with a mosaic grid of motifs that incorporates many of the symbols we have thus far examined—peacocks, Nilotic birds, fish, rural scenes, and various animals. Centrally set into this grid are panels featuring female personifications, one of which we have seen before: KTISIS (KTISIS), i.e. Foundation; KOSMHSIS (KOSMßSIS),
 i.e. Decoration or Adornment; and ANANEVSIS (ANANE©SIS),
 i.e. Renewal. This pavement, too, is analogous to what the aforementioned Bishop Theodoret said about man and God.

Deir Soleib, northern Syria:

A plan and a mosaic of a Byzantine basilica


More subtle and harder to read is the combination of images found in this curious pavement covering the southeast room of a late fifth century C.E. Byzantine basilica in northern Syria. The floor consists of nine panels, four of which contain busts of the Seasons and two of which contain a lion and a bull. The two top panels feature horses with the Greek labels NIKH (N®Kß),
 i.e. Victory, and AGAYOFERVN (AGATHO-PHER©N),
 i.e. Good-bearer.
 The central square is lost, but the remaining fragments indicate that it consisted of a female bust, most likely one representing the Earth, i.e. GH. While the presence of the Seasons, the Earth, and even animals in a mosaic can express visually a generalized notion of God's world, the reason for the inclusion of racehorses in a mosaic such as this one is less obvious. Naturally, racehorses occur in mosaics that record chariot races, and they often depict favorite racehorses. In the homes of the patrons of such events or even of the breeders of these horses, the images of racehorses undoubtedly represented and encouraged good fortune—they greet the guests of the house and present a positive, "winning" image of its owners. Similarly, racehorses must have symbolized victory for those entering this Syrian church and good fortune for those who wanted to dwell in the House of the Lord. This message was framed by the Seasons and an inhabited vine scroll, which, when viewed as a whole, refers to the natural order of things, the passing of time, and the blessings of earth's bounty.


Like the vine scroll, racehorses are just one type of image that passed from the domestic into the religious sphere, in which it served to underscore the co-dependency of secular Roman and early Byzantine religious imagery. As a result, we can enter into the homes of the Roman elite with the expectation of gaining a more nuanced understanding of the cultural context of both Christian and Jewish art.

Sabratha, Libya: A mosaic pavement in a basilica, sixth century C.E.

In the Justinianic era, namely 527-565 C.E., called the First Golden Age of Byzantine Art, the inhabited vine and peacocks which we have already seen are fully assimilated. This is most spectacularly conveyed in a pavement covering the entire length of a basilica in Sabratha, Libya. The peacocks strut and spread their showy tails, while a great variety of birds peck at vines laden with grapes. Surely, the vine is meant to be associated with the life-giving force of the Eucharist, but the mosaicist has also expressed a great delight in nature itself—a celebration of the act of creation. This pavement is indeed an excellent artistic example of nature for nature's sake.

Kaoussie (Qaousiye), Syria: The Church of St. Babylas, ca. 387 C.E.

The mosaic pavements of this cruciform
 church and shrine at Kaoussie (Qaousiye), which were found on the western bank of the Orontes in Antioch proper, are the earliest examples of a shift in the decoration of Christian churches and Jewish synagogues. They are dated to 387 C.E. by a Greek inscription
 and show the early stages of the aforementioned shift. Long unbroken spaces, such as the naves of churches and synagogues, were covered with repetitive geometric designs. These repeating patterns unified large spaces and could accommodate a variety of architectural forms; in the case of the Church of St. Babylas at Kaoussie, these forms were the arms of the church, each covering an area of 24 x 11 m. These "geometric carpets," as Ernst Kitzinger calls them, are considered an innovation of the late fourth century C.E. and perhaps were a response to the initial hesitation of Christians to adorn holy places with images.
 These aniconic
 pavements appear in churches dated from the last decades of the fourth century to the early decades of the fifth century throughout the eastern Mediterranean.
� This lecture was accompanied by many PowerPoint images, references to which are in boldface and centered on the page.


   All translations of Biblical passages are from the King James Version; all other translations are mine.


� The Museum's Department of Art of the Ancient World also has a Greek and Roman Curator, named the George D. and Margo Behrakis Curator of Greek and Roman Art.


� For this vase, see Webster's New International Dictionary (WNID), 3rd, s.v. "pyxis": "2 … a : an often cylindrical and ornately decorated covered container used in ancient Greece and Rome (as for the storage of salves and toiletries)."


� Contemporary archaeologists tend to use the abbreviation C.E. (the Common Era) instead of A.D. (anno Domini). Therefore, given this precedence and the nature of my lecture, I have used the abbreviations C.E. and B.C.E. (before the Common Era), as needed.


� October 7, 2000–February 4, 2001. This exhibit also traveled to the Cleveland Museum of Art (March 18–June 3, 2001) and the Baltimore Museum of Art (September 16–December 30, 2001).


   The exhibition catalogue was published as Antioch: The Lost Ancient City, ed. Christine Kondoleon (Princeton, N.J.: Princeton University Press in association with the Worcester Art Museum, 2000).


� For the term pictograph, see WNID, 3rd ed., s.v. "pictograph": "2 a : a pictorial representation of some object used to symbolize that object in pictography or in writing that includes elements of pictography."


� The Second Commandment reads as follows: "Thou shalt not make unto thee any graven image."


� I.e. "The Teacher," "The Instructor," or "The Tutor." Originally, the paidag£gós was a slave who went with a boy from home to school and back again, but it was sometimes coupled with the noun didãskalow (didáskalos), i.e. "teacher"; and later, when used by itself in a nonclassical context, it is often used with any one of the above meanings.


� The Greek words are ÉIhsoËw XristÚw YeoË UﬂÚw SvtÆr (I%soûs Christòs Theoû Hyiòs S£t%´r), which literally means "Jesus-Christ-Of God-Son-Savior."


� XRISTOS or XristÒw—Chi (x) and Rho (r).


� Constantine won the battle and became the sole ruler of the Roman Empire.


   According to the Chrsitian historian Eusebius of Caesarea (ca. 275–339 C.E.) in his Life of Constantine, Constantine happened to look up at the sun and saw a cross of light above it, with the following Greek words on it: §n toÊtƒ n€ka (In this conquer). The standard Latin translation is in hoc signo vinces (In this sign you will conquer).


� Meaning 1 a of loculus (plural loculi) in WNID, 3rd ed., is as follows: "a recess in an ancient tomb or catacomb for the reception of a body or a funeral urn."


� For the etymology of the technical term catacomb, see WNID, 3rd ed., s.v. "catacomb," and The Oxford English Dictionary (OED), 2nd ed., s.v. "catacomb," especially the interesting historical discursus that ends the entry.


� The Catacombs of St. Callixtus (Italian: le Catacombe di San Callisto).


� Jonah was a Hebrew prophet of the eighth century B.C.E. who  was swallowed by a great fish (possibly a whale); he was vomited out three days later, unharmed. See Jon.


� See John 10:11-16.


� See Dan.


� See WNID, 3rd ed., s.v. "1intaglio": "1 a : an engraving or incised figure in stone or other hard material: specif : a figure or design depressed below the surface of the material with the normal elevations of the design hollowed out so that an impression from the design yields an image in relief …  2 : something carved in intaglio or stamped so as to resemble an intaglio carving: esp : a carved gem with the figures or designs carved into a generally flat surface."


� The Edict of Milan was a letter (actually, one of a series of letters) that proclaimed religious toleration in the Roman Empire. While it was designed to enact toleration and restore confiscated Christian property, it was interpreted by Christians as officially giving imperial or government favor to Christianity.


� I.e. cupids or cherubs. Erotes is the plural of eros, the Greek for "sexual love, sexual desire": ¶rvw (ér£s). The use of the plural erotes or cupids dates back to Roman times: the Roman god of Love, Amor or Cupido (Cupid in English), was often depicted as a chubby little boy with or without a bow and arrows, and he was represented in art as being accompanied by other erotes or cupids. This representation persists in contemporary popular art forms.


� In order to be consistent, I have transliterated this Byzantine phrase in the way that we transliterate Ancient Greek, i.e. in the way that I have transliterated Greek words elsewhere in this lecture, but note that the Byzantines employed the modern pronunciation.


� Bellerophon is the Corinthian hero who tamed Pegasus, the winged horse, and killed the fire-breathing Chimaera.


� WNID, 3rd ed., defines cubiculum (plural cubicula) as "a small room provided in catacombs and constituting a family vault."


� The excavation of Antioch began in 1932 under a five-year concession from the Government of the Syrian Republic.  Its direction was entrusted to Princeton University and the Committee for the Excavation of Antioch and its Vicinity, which was made up of representatives of the Louvre Museum, the Baltimore Museum of Art, the Worcester Art Museum, Princeton University, and later (1936) also the Fogg Art Museum at Harvard University and its affiliate Dumbarton Oaks Research Library and Collection.


� The eastern Roman Empire had three such capitals: Alexandria, Antioch, and Constantinople.


� Antioch: The Lost Ancient City, p. 39.


� This great church stood till the Persian sack in 538 C.E. by Chosroes, i.e. Khosrau I or Khosrow I, who ruled 531–579 C.E.


� Martyrion is a transliteration of the Greek martÊrion (marty´rion), but the form usually used in English is its Latin counterpart, martyrium (plural martyria). See WNID, 3rd ed., s.v. "martyrium": "1 : a building or chamber used by the early Christians as a burial place 2 : a place where the relics of martyrs are preserved."


� Antioch's Jewish community dates back to its Hellenistic founding in 300 B.C.E. by Seleucus, one of Alexander the Great's generals. This Seleucus was Seleucus I Nicator, the founder of the Syrian monarchy, who reigned 312–280 B.C.E.


� Yakto is a village near Daphne.


� For what is meant by the term Platonism here, see WNID, 3rd ed., s.v. "platonism": "2 usu cap a : the philosophic tradition established by Plato and extending through the Academy to the Alexandrian school and Plotinus." 


    Plotinus lived ca. 205-270 C.E. He was a major philosopher of the ancient world, and his writings influenced many pagan, Christian, Jewish, Muslim, and Gnostic metaphysicians and mystics.


� For this French term used in art, see WNID, 3rd., s.v. "rinceau": "an ornamental motif consisting essentially of a sinuous and branching scroll elaborated with leaves and other natural forms (as derived from the acanthus)."


� For semis, a French term used in art, see WNID, 3rd ed., s.v. "2semis": "a scattering repetition of small design motifs to produce an overall pattern."


� The Eucharist is the holy bread and wine, representing Christ's body and blood, used during a Christian rite performed in fulfillment of Christ's instruction to his disciples at their last meal together (see Luke 22:19 and 1 Corinthians 11:24–25).


� It was here that St. Paul was alleged to have been scourged before he converted the Roman governor Sergius to Christianity. This basilica was ruined by the Arabs in the sixth century C.E.


� [eg£´ eimi h% ámpelos h% al%thin%´ (the long o in eg£ and the second long e in al%thin% are both accented)].


� John 15:1–8.


� Established in 1904, this museum (once the Warburg family mansion) is located at Fifth Avenue and 92nd Street. It now displays a collection of 28,000 objects important to the preservation of Jewish history and culture.


� For this technical term, see WNID, 3rd ed., s.v. "emblema": "1 a featured picture or ornament in mosaic work used frequently by the ancients for decorating pavement or wall."


� Labels such as this are normally written in capital letters, but in lower case GH is written g∞ (gê).


� In lower case KTISIS is written kt€siw (ktísis).


� Archaeologists found an inscription mentioning Eustolios as the builder.


� Theodosius II reigned 401–450 C.E. He is mostly known for the law code bearing his name, Codex Theodosianus, and the Theodosian walls of Constantinople built during his reign.


� The Maltese cross is eight-pointed and has the form of four V-shaped arms joined together at their bases. Thus, each arm has two points. 


� For comparative purposes, see the mosaic of APOLAUSIS from a late fifth century C.E. bath, now located at the entrance to the Dumbarton Oaks Research Library and Collection in the Georgetown neighborhood of Washington, D.C.


� In Ancient Greek, nouns show grammatical gender; thus, when personified, a masculine noun would be represented by a male and a feminine noun by a female.


� In lower case APOLAUSIS is written épÒlausiw (apólausis).


� In lower case PLOUTOS is written ploËtow (ploûtos).


� In lower case BIOS is written b€ow (bíos).


� In lower case TRUFH is written trufÆ (truph% or more commonly tryph% [the long e in both transliterations is accented]).


� "Courage" is only one of the meanings of this Latin noun.


� Scholars do not agree upon the date of the mosaic: some say the late fourth century C.E., others the fifth century. But there is no sound archaeological evidence to support either date.


� In lower case FILIA is written fil€a (philí˚).


� Isa. 11:7.


� For this technical adjective used in drafting, see Random House Unabridged Dictionary, 2nd ed., s.v. "axonometric": "designating a method of projection … in which a three-dimensional object is represented by a drawing … having all axes drawn to exact scale, resulting in the optical distortion of diagonals and curves." The OED defines it as follows: "Of or pertaining to axonometry (esp. sense b)," and sense b of axonometry is "spec. in Geom. 'The art of making a perspective representation of figures when the coördinates of points in them are given' (Cent. Dict. 1889)." WNID, 3rd ed., however, does not have a separate entry for axonometric, but does have one for axonometric projection: "the representation on a plane (as a drawing surface) of a three-dimensional object placed at an angle to the plane of projection."


� Neither WNID, 3rd ed., nor the OED has the adjective tetraconch, but it is a compound that is easy to define. The combining form tetra- means "four" or "having four parts." In tetraconch, however, -conch is from concha. In WNID, 3rd ed., meaning 1 a of 1concha is applicable: "the plain semidome of an apse; sometimes : APSE." Thus, tetraconch means "having four plain semidomes of an apse" or "having four apses."


� See WNID, 3rd ed., s.v. "2ambulatory": "1 : a sheltered place to walk in: as   a : the gallery portion of a cloister   b : the apse aisle of a church   c : a passageway in some churches in back of the altar and behind the chancel used as an uninterrupted processional path." A chancel is the space around the altar of a church for the use of the clergy and sometimes the choir. It is often enclosed by a lattice or railing, which is significant because this word derives from the Late Latin cancellus, "latticework."


� Also known as Hatay Archaeological Museum.


� Antakya is the ancient Antioch on the Orontes.


� Theophilus probably died between 183 and 185 C.E., but it is not known when he was born.


� From 349 to ca. 407 C.E. Known chiefly as a preacher and liturgist, he eventually became bishop of Constantinople.


� This basilica is sometimes called the Basilica of Dumetios (or Dometios), the bishop of Nikopolis, who founded it (see the inscription that I translate in the text.) It has also been called the Church of St. Demetrius.


� For this part of a church, see WNID, 3rd ed., s.v. "transept": "the transversal part of a cruciform church that crosses at right angles to the greatest length between the nave and the apse or choir; also : either of the projecting ends."


� September 2, 31 B.C.E. It was here that Octavian (Augustus) defeated Mark Antony and Cleopatra.


� He died ca. 457 C.E.


� In lower case KOSMHSIS is witten kÒsmhsiw (kósm%sis).


� In lower case ANANEVSIS is written énan°vsiw (anané£sis).


� In lover case NIKH is written n€kh (n+k% [the long i is accented]).


� In lower case AGAYOFERVN is written égayof°rvn (agathophér£n). Since this label is different from those used for the other personifications that we have seen thus far (the others were personifications of abstract nouns), I did a spot check of the personal names beginning with ÉAgayo- in Wilhelm Pape, Wörterbuch der griechischen Eigennamen, ed. Gustav Eduard Benseler, vol. 1, Orbis litterarum (1911 reprint; Graz: Akademische Druck- u. Verlagsanstalt, 1959), but there was no ÉAgayof°vn. Of course. we should keep in mind that since the 1959 edition is a reprint of the 1911 third edition, the present corpus of Greek names is now much larger than it was in 1911. I also checked A Patristic Greek Lexicon, ed. G. W. H. Lampe (Oxford: Clarendon Press, 1961, 1987), but found only the compound adjective égayhfÒrow (agath%phóros), "bringing good."


� Or even Bearer of Good Things.


� For this adjective, see WNID, 3rd ed., s.v. "1cruciform": "forming or arranged in a cross."


� This inscription translates as follows: "Under our most holy bishop Flavian and under the most venerable Eusebius, administrator and priest, Dorys the priest, in fulfillment of a vow, also completed the mosaic of this exedra, in the month of March in the year 435 [387 C.E.]."


� "Stylistic Developments in Pavement Mosaics in the Greek East from the Age of Constantine to the Age of Justinian," The Art of Byzantium and the Medieval West: Selected Studies, ed. W. Eugene Kleinbauer (Bloomington: Indiana University Press, 1976), 66-67. "Geometric carpets" are mentioned on p. 66.


� For this uncommon term, see WNID, 3rd, s.v. "aniconic": "1 : symbolic or suggestive rather than literally representational : not made or designed as a likeness."
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