Norbert Zimmermann (Hrsg.)

ANTIKE MALEREI ZWISCHEN LOKALSTIL UND ZEITSTIL

AKTEN DES XI. INTERNATIONALEN KOLLOQUIUMS DER AIPMA
(ASSOCIATION INTERNATIONALE POUR LA PEINTURE MURALE ANTIQUE)
13.-17. SEPTEMBER 2010 IN EPHESOS

Redigiert
von

Johanna Felsner



OSTERREICHISCHE AKADEMIE DER WISSENSCHAFTEN
PHILOSOPHISCH-HISTORISCHE KLASSE
DENKSCHRIFTEN, 468. BAND

ARCHAOLOGISCHE FORSCHUNGEN

BAND 23

. Verlag der
Osterreichischen Akademie
der Wissenschaften

Wien 2014



OSTERREICHISCHE AKADEMIE DER WISSENSCHAFTEN
PHILOSOPHISCH-HISTORISCHE KLASSE
DENKSCHRIFTEN, 468. BAND

ARCHAOLOGISCHE FORSCHUNGEN

BAND 23

NORBERT ZIMMERMANN (HRSG.)

Antike Malerei zwischen Lokalstil und Zeitstil

Textband

. Verlag der
Osterreichischen Akademie
der Wissenschaften

Wien 2014



Vorgelegt von w. M. ANDREAS PULZ in der Sitzung am 13. Dezember 2013

Veroffentlicht mit Unterstiitzung des Austrian Science Fund (FWF): PUB 188-V21

LLI I Der Wissenschaftsfonds.

Bibliografische Information der Deutschen Nationalbibliothek
Die Deutsche Nationalbibliothek verzeichnet diese Publikation in der Deutschen Nationalbibliografie,
detaillierte bibliografische Daten sind im Internet tiber http://dnb.d-nb.de abrufbar.

Umschlagbild:
Eros, sog. Erotenzimmer (Raum 18), Wohneinheit 5 im Hanghaus 2 von Ephesos
(Foto: N. Zimmermann © OAW)

Diese Publikation wurde einem anonymen, internationalen Peer-Review-Verfahren unterzogen.
This publication has undergone the process of anonymuos, international peer-review.

Die verwendete Papiersorte ist aus chlorfrei gebleichtem Zellstoff hergestellt,
frei von sdurebildenden Bestandteilen und alterungsbesténdig.

Alle Rechte vorbehalten.
ISBN 978-3-7001-7658-9
Copyright © 2014 by
Osterreichische Akademie der Wissenschaften
Wien
Gesamtherstellung: Berger, 3580 Horn

http:/hw.oeaw.ac.at/7658-9
http://verlag.oeaw.ac.at



INHALTSVERZEICHNIS

Geleitwort der Direktorin des Osterreichischen Archiologischen Instituts und der Grabungsleiterin

VOIL EPRESOS ...ttt et ettt et ettt e st e s at e s bt e s be e bt e bt e bt enbeenteenbeenteenteenaeeneas 13
Geleitwort des Direktors des Institutes fiir Kulturgeschichte der Antike der OAW ...............ccocooevevnnee. 15
DIANK . e et h et b et h e bbbt bt et 17
Einleitung Norbert Zimmermann (HISZ.).........cooutiiiiiiiiaiieiiereet ettt 19
Wissenschaftliches Programim..........cocooiuiiiiiiiiie ettt ettt et e snee e 23

Volker Michael Strocka

Der Vierte pompejanische Stil als Zeitstil und als Lokalstil..........c.ccccvereiieiciiiiiiiiiesie e 29
Agnes Allroggen-Bedel
Zeitstil und Lokalstil: Uberlegungen zur Methodik...............cccooivivevovieiieeeeeeeeeeeeeeeeeeeee e 41

Dora D’Auria
Gli apparati decorativi delle case di livello medio a Pompei in eta ellenistica ..........cccooceveveeienencncnnee. 55

Fernanda Cavari — Fulvia Donati
Rappresentazioni e composizione delle imitazioni marmoree nella pittura di I Stile dall’Etruria
100) 10T 31 - OO PSPPSR PP 63

Fulvia Ciliberto — Francesca Mascitelli — Cecilia Ricci — Cristiana Terzani
La decorazione pittorica dell’ambiente sotto la cattedrale di Aesernia..........cccocevvvevveciecvevieevieeieenenen. 75

John R. Clarke

Reconstructing the Missing Elements of the Second-Style Program at Oplontis, Villa A .............c......... 83
Regina Gee

Fourth Style responses to ‘period rooms’ of the Second and Third Styles at Villa A (“of Poppaea’)

AL OPLOMLIS ...uviivieiieie et ettt et e et e et e et eetbeeteeetee et esseesbeesseesseesseesseesseesseesseessaesseesseessessbeassesssesssesssesssesssessas 89

Federica Giacobello
Le officine che eseguivano i larari @ POMPEi.........cccvecvieiiiiiiieiiieiiiiecie ettt 97

Stephan T. A. M. Mols — Eric M. Moormann
Wall paintings from a bathing complex in Rome (Pietrapapa)...........cceeeeeuieriierieeiieeiienieiieeie e 105

Stella Falzone
Distribuzione ¢ modulazione di schemi pittorici in un’insula ostiense: uno stile locale del Il sec. d.C... 113

Margherita Bedello Tata
Ostia antica. Terme del Nuotatore. Stucchi dall’ambiente 18 ........ccooouvviiiiiiiioiiiieee et 121



Inhaltsverzeichnis

Patrizio Pensabene — Eleonora Gasparini — Riccardo Montalbano
Pittura tardoantica a Piazza Armerina: introdUZIONE ...........cceeuieierieriieiieieie et 127

Riccardo Montalbano
Villa del Casale di Piazza Armerina: le pitture dei c.d. “appartamenti padronali” ............ccccoevevenennnen. 131

Eleonora Gasparini
Pittura tardoantica a Piazza Armerina: gli ambienti attorno al Peristilio e le Terme ............ccccceeeeeenene. 139

Patrizio Pensabene
Pittura tardoantica a Piazza Armerina: Gli spazi esterni e le tematiche militari come auto-
rappresentazione Al DOMURULS ..........cocueeiieiieiiee ettt ettt ettt ettt et eenteeaeeeneeeaeas 147

Monica Salvadori — Cristiano Tiussi — Luca Villa
Tracce per la ricostruzione del sistema parietale della Basilica tardo antica di Aquileia......................... 157

Holger Schwarzer
Antike Wandmalereien aus Pergamon...........couiiiiiiiiioiieiceie ettt 165

Simonetta Angiolillo — Marco Giuman

Pitture dalla Casa dei MoSaici di LaS0S.......ccueiuiiiiieiiiiiieee et 177
Sarah Lepinski

A diachronic perspective of Roman paintings from ancient Corinth, Greece: Period styles and

JC7e 101 b B e 13 o) OO PRI 185

Vanessa Rousseau

Paradisiacal tombs and architectural rooms in late Roman Sardis: Period Styles and regional variants ... 193
Alix Barbet
Le semis de fleurs en peinture murale entre mode et StyIe? .........cccvevviiiiiieciieeiie e 199

Annapaola Zaccaria Ruggiu
Sistemi decorativi dall’ insula residenziale 104 a Hierapolis di Frigia........ccccccoeevviinieniieniienienienieienn, 209

Inge Uytterhoeven — Hande Kokten — Vanessa Muros — Marc Waelkens
Bits and Pieces. Wall Paintings in the Late-Antique Urban Mansion of Sagalassos (Aglasun, Burdur —

TTUTKEY) ettt ettt ettt h et e et e e bt e b e bt et e e bt e bt e bt en bt en bt enbeenbeenteenbeenteeneeenteeneas 221
Giircan Polat

Wandmalerei im romischen Hanghaus von AntandrosS ..........c..cceeverienieniienieenieeie e see e sne e seaeeeas 233
Orhan Bingol

Der Architekturstil und seine VOrlaufer ...........cocveviriiiiiiiiiniiiiiiee et 239
Ophélie Vauxion

De la cité au territoire: diffusion et adaption des styles picturaux dans le territoire de la cité antique

A8 INTIMIES ..ttt ettt ettt e et et e b e b ettt et bt ebe bt ettt en e b en e aeeae e 245

Dominique Heckenbenner — Magali Mondy — Morgane Thorel
Quelques réflexions sur les enduits peints découverts sur les territoires des Leuques et des
Médiomatriques, entre «style d’époque» et «Style 10Ca.........ooveiieiiiiiiiiiiiiie e 253

6



Inhaltsverzeichnis

Julien Boisléve — Francoise Labaune-Jean — Catherine Dupont
Les enduits a incrustations de coquillage d’Armorique romaine, analyse d’un style régional du I11°®
S. ap. J.-C. (Bretagne, FTanCe) .......cccviiiieiiiiciie ettt ettt et e st essbeeesbeessbaesssaesnseesnneens 265

Carmen Guiral Pelegrin — Alicia Fernandez Diaz — Alvaro Canovas Ubera
En torno a los estilos locales en la pintura romana: el caso de Hispania en el siglo I1 d.C. ..................... 277

Anna Santucci
La “Tomba dell’architettura illusionistica” a Cirene: una versione locale del c.d. “Secondo Stile” ......... 289

Barbara Bianchi
Tradizione locale e “citazioni urbane” nella pittura della Tripolitania romana...................cc..cccveeuvean.... 297

Krzysztof Chmielewski — Jerzy Zelazowski
La decorazione pittorica nelle case della Cirenaica del II-11I sec. d.C.: continuita e trasformazione ...... 311

Stefano Tortorella

Le pitture del tempio di Bel di DUTa EUTOPOS .....ccveeeviieiieeiiieie ettt eeraesteeesae e 319
Claudine Allag
Corniches de Palmyre: I'art de 1a profusion.........c.ccoiiiiieiiiriiiiiieeeee e 331

Nicole Blanc
Les stucs architecturaux figurés de Palmyre (Syrie): entre modéle parthe et modeéles gréco-romains
(UL TN INNALE) 1ottt ettt et e b e et e esbe e b e esbeesbeesbeesbeesbeesbeerbeesbenebenaeas 337

Héléne Eristov — Claude Vibert-Guigue
Iconographie funéraire a Palmyre entre Orient et Occident: le tombeau des Trois Freres ..........coc.ee..... 349

Susanna McFadden

Art on the edge: The late Roman wall painting of Amheida, EGYpt......ccccccovviiviienienieciiieciecieeieeen 359
Silvia Rozenberg

Figurative Paintings in Herodium: NEeW DISCOVETIES .......eceviriiuiieiiiieiieeciie et et e ereesveesveeesveeesreeeveeenes 371
Talila Michaeli

Centre and Periphery in Roman-Byzantine Funerary Wall Paintings in Israel ............cccooevinininennne. 377

Ivana Popovi¢
Paintings from Sirmium between Pompeian Tradition and Local Pannonian Tendencies of Fresco

DIBCOTATION. ...ttt sttt et s h e sb ettt b e ebe et et b et e et bt b esn bt sbeeeeenne e 385
Paul Meyboom

The Tomb of Kazanlak reconSidered..........oeiieiiiiiiiiieiieit ettt 391
SEKTION NOVITATES

Silvia Fortunati

11 “Criptoportico Neroniano” del Palatino: nuove acquisizioni sulla decorazione pittorica ..................... 397

Antonio Varone
Un nuovo complesso decorativo nell’/nsula dei Casti Amanti @ POmpei........ccccceeeeveieiiiieciieciiecieeeeee, 405

Maria Elisa Micheli
“I1 Nilo in Adriatico”. Scene di paesaggio nilotico nel complesso edilizio di Via Fanti ad Ancona......... 409



Inhaltsverzeichnis

Carla Pagani
Una testimonianza di pittura celebrativa di eta imperiale da vecchi scavi nell’area di via Broletto —
Via del Lauro @ MILAN0........ccooiiiiiiiiiiiciiinee ettt st

Paolo Barresi
La pittura parietale in Sicilia in €t TOMANA .......c.eeiuiiiiiiieiie ettt

Isabella Colpo
Un nuovo apparato decorativo dalla citta romana di Nora (Cagliari-Sardegna) ...........cccceveveeienenenennne.

Federica Fontana — Emanuela Murgia
Pittura parietale ad Aquileia: novita dallo scavo di via Gemina.........c..cccueeeevieeriieeiiiesiie e e e

Lynn Arslan Pitcher — Elena Mariani
Presentazione e ricostruzione di due SOffittl da CremMONA .......ccoeiiiieiiiieieeeeeeeeeeeeeeeeee e eeeeeeens

Fulvia Donati — Ilaria Benetti
Nuovi rinvenimenti di pittura murale tardo romana dall’Etruria costiera: la villa di San Vincenzino
@Il b: I 7 7o) 110 ) PSRRI

Francesca Boldrighini
Pittura romana ad Assisi: modelli € rielaborazioni 10Cali...........ooveeeeeeeeeeeeeeeeeeeeeeeeeeee e

Francisco J. Heras Mora — Alicia Fernandez Diaz — Macarena Bustamente Alvarez
Decoracion parietal de Augusta Emerita. Repertorio pictorico y contexto arqueologico a partir de las
excavaciones de un vertedero del SUDUIDIO NOTTE .......vvviiiiiiieeeieee et e e

Alicia Fernandez Diaz — José Miguel Noguera Celdran — Lorenzo Suarez Escribano
Novedades sobre la gran arquitectura de Carthago Noua y sus Ciclos piCtOriCOS........ccvvvevvrerveerreerieens

Julien Boisléve — Sabine Groetembril
Mané-Véchen et la tendance SEVETIENNE €N GaAULE..........oooiiiiiiiii it eeeeeeaeens

Renaud Robert
A propos des médaillons dans un décor de troisiéme style tardif de la villa de Plassac (Gironde)...........

Claudia-Maria Behling
Roman paintings of the villa urbana in the civilian city of Carnuntum (Lower Austria). A selection.....

Dragana Rogi¢

Wall decoration of the Viminacium amphith@atre ..........c..cceviirieiieriieieieeee e
POSTER-SEKTION

Isabella Colpo

Un giardino dipinto da Padova — Via S. Martino € SOIferino ..........coceeeeevenineneeieneniiieeeeceeeceee

Monica Salvadori — Giulia Salvo
Aquileia, Casa delle Bestie ferite: gli intonaci dipinti........ccccceevieriierrieriieieeieceesieseeseeseesreesreeseesseesses

Ivan Varriale
Le decorazioni pittoriche dai recenti scavi del Criptoportico di Alife (CE) .......cccceviinieniiiiinieeeee,

8



Inhaltsverzeichnis

Francesca Taccalite
La fresque paysagée de la “villa grande” sous la Basilique de Saint Sébastien: réflexions pour une
NOUVEIIE TECTUTE ......oiiiiiiiii ettt 531

Barbara Bianchi
Nuovi dati dalla villa “grotte di Catullo” a Sirmione: le pitture di un ambiente collegato al
CTIPEOPOTEICO. 1.ttt ettt ettt ettt b e he ettt b e bt et e st s bt e bt et e bt e bt eheem b et ebeea e e st et e e bt easensenees 537

Roberto Bugini — Anna Ceresa Mori — Luise Folli — Carla Pagani
Relationships between plaster coats in Roman wall paintings (Milan — Italy) ........cccccceeevieeieeiieiieeenen. 543

Alicia Fernandez Diaz — Albert Ribera i Lacomba — Macarena Bustamente Alvarez
Estratigrafia, contextos ceramicos y decoracion pictdrica. Un modelo de estudio a proposito de la
alegoria del Sarno en AmDbIt0 VESUDIANO ........ccuieiiiiiiiiiiiiieiiiesiieseeie et ete e ebeesveesaeesbeesbeesbessaesraesanesesenenas 551

Ivo van der Graaff
The recovered tympanum of cubiculum 11 at Villa A (“of poppea”) at Oplontis (Torre Annunziata,
Italy): A new document for the study of CIty WallS.........cevvierierienieiieieeeeee e 559

Lea K. Cline
Imitation vs. Reality: Zebra stripe paintings in the fourth style at Oplontis........c.ccccceevivienenineneenenne. 565

Alvaro Ibarra
An interim report on the quantitative analysis of plaster fragments from the excavations at Oplontis,

VLA A ettt ettt et ettt et et ettt e et et e h e st en s et e st e st et et e st e nt et e teereeneenseneeneennensenns 571
Mathilde Carrive

La villa maritime de Marina di S. Nicola (Ladispoli, Italie): le décor de la tour belvédére...................... 579
Dorothée Neyme

Peintures murales funéraires d’époque sévérienne a Cumes (Italie du sud) ........ccceeevveeiincieriieniencienienen, 585

Stella Falzone — Massimo Vitti — Lucrezia Ungaro
Gli affreschi delle tabernae del piano terra del grande emiciclo dei mercati di Traiano................c......... 589

José Miguel Bascon Mateos
La pintura mural romana de la estancia II del yacimiento de Fuente Alamo (Puente Genil, Cérdoba,

ESPATIA)...vieeiiieeiie ettt ettt ettt ettt e e b e et b e e et b e e e beeeabaeeabaeebae e baeetbeetbeeasbeeenbeeenbaeenreeenseeentes 595
Olga Gago Muiiiz
Pinturas murales del Castro Chao Samartin. Triclinio de la domus romana..............cccceeeeveeeeeeeevcnnnnn... 601

Mar Zarzalejos Prieto — Carmen Guiral Pelegrin — Luis Mansilla Plaza — Fernando J. Palero
Fernandez — José M* Esbri Victor
Caracterizacion de pigmentos rojos en las pinturas de Sisapo (Ciudad Real, Espafia)..........ccccccceeeeenenee. 607

Mar Zarzalejos Prieto — Carmen Fernandez Ochoa — German Esteban Borrajo —
Patricia Hevia Gomez
Investigaciones en torno a la mineria romana del cinabrio en el area de Almadén (Ciudad Real,

Lara iniguez Berrozpe
LAS TNUSAS €11 BIIDILLS .ottt e e e eeeeaeeeeeeaeeaeens 621



Inhaltsverzeichnis

Claude Vibert-Guigue
Les découvertes in situ dans les provinces romaines d’Occident: un registre-répertoire sous-estime...... 625

Julien Boisléve — Karine Jardel
Imitations de marbres du forum de Vieux (Calvados, France), quelques particularités de la seconde
MOILIE AU TI% S. AP, J.mCo ittt et et s b e st e s bt e s bt e bt e bt et e enbeenneeneeeneas 631

Arnaud Coutelas — Magali Mondy — Karine Boulanger
La relation entre les supports de peinture et la fonction des espaces dans le balnéaire de la villa de
Damblain (VOSZES, FTANCE) ........cciiriieiieiieiieiieie ettt sttt e st te e ta e taesbaeseebeesbeesseesseesseessesssenssensnas 637

Raymond Sabrié
Le II° style @ Narbonne (FIance) .......c..cccviiuiiiiiiiiiieiie ettt sibe e e eesaaeebeeenbeeenns 643

Julien Boisléve
Marque d’atelier ou style régional a Bliesbruck-Reinheim (Moselle, France)?...........ccccocevieenenineenne 651

Julien Boisléve
Nouvelles découvertes a Nimes (Gard, France), 54 décors issus des fouilles du Parking Jean-Jaures et
dE 18 PETCEE CLETISSEAUL .....eueiiueeieieeiieeite ettt ettt ettt ettt e b et et et et et e bt en bt eabeeabeembeeaeeeeeeseeesaeesneenaeas 657

Barbara Tober
The Painted Decoration of the Sanctuary of Jupiter Heliopolitanus in Carnuntum................ccccceeeueee. 663

Kitan Kitanov
La peinture du tombeau n. 8 de Serdica. Matériaux et technique de réalisation .............cceevvvevveereeenenen. 669

Kitan Kitanov
Le dessin préparatoire et les corrections apportées a la peinture du tombeau thrace pres

QPALEXANAIOVO ...ttt ettt e e e e bt e et e e e abeeeaaeeeateeeteeetseeaseesseanseeesseensseessseenareas 675
Dieter Korol

The Earliest Christian Monumental Painting of Augsburg and South Germany and the only known

Late Antique Bishop (“Valentinus™) of this REZION .......cccocviiiiiiiiiiieiiieeeeeeee e 679

Pascal Burgunder
Dialogue intime avec la mort: le discours funéraire du sarcophage de Kertch............ccoooviiniininnnn. 689

Véronique Blanc-Bijon
Peintures murales antiques & Ach0lla (TUNISIC) .....cveeveeierciiiieiieeieeeeetesteste e ebeebeebeebeesaessaesesessaenenas 695

Barbara Tober
Wandmalerei- und Stuckfragmente aus Palmyra (Projekt “Hellenistische Stadt” — Sondage II)............. 701

Pamela Bonnekoh
The Figurative Wall Paintings in Thessaloniki from the End of the 4" to the 7" Century AD ................ 711

Elisabeth Rathmayr — Norbert Zimmermann
Dynamische Konzepte im Hanghaus 2 in Ephesos. Interaktion zwischen Skulptur und Wandmalerei
TN KOMEEXE .ottt ettt ettt b ettt ettt b st eb e b et et ea e b a et eae 717

Veronika Scheibelreiter-Gail — Norbert Zimmermann
Raumdekor. Gemeinsame Konzeption von Wandmalerei und Bodenmosaiken im Hanghaus 2 von
EDRESOS .ttt ettt h e bt e bt bt e bt e bt e bt e bt e nteenbeenaeeaneeneeeaeas 723

10



Inhaltsverzeichnis

Norbert Zimmermann

The Funerary Paintings at EPNESUS .......ccueiiieiiiiiiiiieiieciest ettt eve e eesbe b e esbeesbeesaeseaesssesseas 729
Ergiin Lafh
Frithbyzantinische Fresken aus Hadrianoupolis in Paphlagonien............cccooceiiiiiiiiiiiiiiiiieeeeee, 735

Séverine Blin —Marjolaine Imbs
La décoration pariétale du macellum de Thasos (Gréce): recherches récentes .........c..oceeeververververeennenn 741

Nicole Blanc — Héléne Eristov — Henri Leredde

FABVLVSO. Stuccoes and wall paintings of the graeco-roman world..............cccoeevviiiiiiniieecieicieeeeee 747
Irene Bragantini

‘Zeitstil und Lokalstil?’: considerazioni CONCIUSIVE ..........cceeuiiiiiiirienieieeeie e 753
20111 PSRRI 759
AbBDIIAUNGSVEIZEICHINIS. .. .civiiiiieciic ettt ettt e st e e st e e eebeeesbeeesbaessbaeesseeessaeenseeensseenses 969
GeSAMEDIDIIOZIAPIIC ......eeutiiiitieitetert ettt ettt sttt ettt b ettt 987
OTESVETZEICHTIIS ...ttt ettt ettt h et ettt es et e et e st e e e e e st e b e et e ebeesteneeeaeeneense st eneensensenees 1067

11



SUSANNA McFADDEN

ART ON THE EDGE: THE LATE ROMAN WALL PAINTING OF AMHEIDA, EGYPT
(Taf. CXXV—CXXVII, Abb. 1-10)

Abstract

Da quando le indagini archeologiche a Amheida nell’Oasi di Dakhleh hanno avuto inizio nel 2001, il sito
ha rivelato molti tesori dell’Egitto romano. Particolarmente degno di nota ¢ il numero di superfici di intona-
co dipinto, che si conservano in quantita eccezionale. Il sito ¢ conosciuto anche come la “Pompei d’Egitto”,
un soprannome che diventa sempre piu appropriato dal momento che, durante ogni campagna, nuovi
ambienti dipinti vengono identificati e aggiunti alla mappa via via aggiornata dal topografo del progetto. |
soggetti presentati in questa sede sono le pitture di una casa tardo-romana (la cosiddetta “casa di Serenos”),
che ¢ stata scavata completamente tra il 2004 e il 2007; il sistema parietale ¢ ricco di motivi, sia mitologici
sia decorativi, talvolta senza precedenti non solo per il constesto dell’Egitto del IV secolo, ma anche per
I’ambito dell’interno Impero romano. Le pitture di questa casa sono materiali estremamente importanti e di
grande valore artistico e storico: lo studio di essi consentira di avere un ulteriore elemento per affinare la
nostra conoscenza della cultura della tarda antichita, non solo all’interno dell’Oasi di Dakhleh, ma anche al
di la dei suoi confini.

The town of Ambheida lies in the northwest sector of Egypt’s Dakhleh Oasis, an island of cultivation and
civilization deep in the heart of the vast desert west of the Nile (Abb. 1). Though seemingly remote, the oasis
is an archaeological goldmine, dotted with ancient remains dating to the very earliest moments of human
habitation. Amheida, or Trimithis, as it was known in the Roman imperial period, has received particular
attention of late from a multitude of scholarly perspectives because of its long occupation history. Investiga-
tions of the site have thus far revealed a temple dedicated to the Egyptian god Thoth, a necropolis filled with
barrel vaulted tombs and a Roman era Pyramid, a church and last but not least, a late-antique house painted
with a panoply of scenes drawn from Graeco-Roman mythology (Abb. 2)'. This latter discovery is of partic-
ular note given the house’s 4" century date. Though not the first wall paintings to be discovered in Dakhleh?,
because of its unusual pagan iconography, as well as its unconventional formal design, Amheida’s painted
house is unique vis-a-vis surviving examples of mural paintings from the same era, both in Egypt and the
larger Roman Empire.

The house and its paintings were, in fact, discovered more than thirty years ago, in the course of test
excavations at Amheida by the Dakhleh Oasis Project (DOP) in 1979. At that time, only the upper part of the
east corner of one room of the house was cleared, and then reburied. The discovery was subsequently report-
ed by A. J. MiLLs and the paintings studied in more detail by L. MonTaGNO LEAHY, but despite these publica-
tions, the paintings remain relatively unknown in the wider field of Roman art’. This essay therefore repre-

' All of the Amheida project’s preliminary excavation reports from 2001 onwards can be accessed online at http:/www.amheida.
org/index.php?content=reports.

2 In fact, the oasis has been referred to as the “Pompeii of Egypt” (Thurston 2004), a moniker that proves more apt with each
passing season. Indeed, it is not just the site of Amheida that provides a rich corpus of mural remains. At the nearby town of
Kellis for example, a house with a significant percentage of its painted decorations preserved was discovered in 2005, see Hope
— Whitehouse 2006.

3 Mills 1980; Leahy 1980.
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sents a prolegomenon to the more comprehensive study of the painted house from Amheida currently under-
way*.

Excavations at the site of Amheida resumed in 2004 under the auspices of Columbia University in collabo-
ration with the DOP?. During this first season, the painted room, labelled room 1 and subsequently determined
to be the central reception space of the “villa” (officially House Bl1, R1, Area 2.1), was cleared to the ground in
six weeks®. In addition to revealing once more the paintings studied by the DOP in 1979 (on the north wall and
northeast corner of the room), painted plaster was discovered still decorating the walls of the southwest corner,
as well as the lower half of the west wall’. In total, perhaps fifty percent of the room’s plaster is still attached in
situ, but unfortunately the collapse of the room’s mud-brick domed ceiling sometime after the house was aban-
doned in antiquity pulverized or knocked completely out of place the other fifty percent.

Originally executed on only a thin layer of straw-tempered plaster laid over mud-brick, with no effective
substratum to anchor them to the walls, the paintings, even in antiquity, were not particularly durable, a fact
that has complicated their conservation in the present®. A great deal of fragmented plaster, pieces both large
and small, was recovered from the fill of the room in 2004, but reconstructing the original /oci of these frag-
ments as well as their conservation has since proved challenging. Approximately 135 trays of small pieces,
75 large fragments still attached to bricks and four large blocks of plaster attached to masses of brick mason-
ry are currently in storage and under study. Notwithstanding the difficulties, since 2004 several important
figural vignettes have been reconstructed from the fragments and a better understanding of the room’s over-
all figural program is beginning to emerge.

Subsequent field seasons at Amheida determined the precise plan of the villa (Abb. 3) and revealed other
rooms painted with geometric and floral motifs (rooms 11, 13 and 14). Analyses of additional excavated
material, such as several coins dating to the reign of Constantius II (337-355), provide a terminus ante quem
for the execution of the paintings of approximately the middle of the century, and the last occupation level is
apparently of the 360s. Furthermore, the discovery of several ostraka in the vestibule adjacent to the painted
room has helped to formulate a working theory about the ancient owner of the villa. These reference an indi-
vidual named Serenos, who was likely a town councillor of Trimithis®.

A wealth of additional information about the wider urban context of the villa’s paintings has also been
brought to light. In 2006 a room abutting the north side of the villa was excavated (room 15, building 5) and
is currently interpreted as a school of rhetoric, a fact that is proving integral to formulating a comprehensive
theory about the meaning of Room 1’s iconographic program!®. Even more recently, the 2010 season uncov-
ered a room containing a “sigma” feature to the southeast of the villa, possibly a stibadium within a commu-
nal banqueting room, as well as a columned hall to the northwest that was likely a public meeting space of
some sort (building 6)!.

Although the villa is now buried once again so as to best preserve the in situ paintings, it should be noted
that in 2009 a full-scale replica of the house was constructed on the edge of the modern archaeological site
to foster tourism and facilitate further study. Painted facsimiles of the paintings from Rooms 11 and 13 were

The volume will be a collaborative effort, with contributions from multiple experts in several fields. This introduction could
not have been written without the support of these experts, especially H. WHiTEHOUSE and D. REnauLT. Thanks also to the proj-
ect director R. BAGNALL and the excavation director P. DavoLi for permission to present this material as a “work in progress” at
the 2010 AIPMA colloquium.

The excavation’s primary sponsorship has since moved, along with its director R. BAGNALL, to the nascent Institute for the
Study of the Ancient World at New York University, but Columbia remains an active partner.

The painted house was unofficially dubbed the “villa,” in early excavation seasons, and while somewhat of a misnomer in the
urban context of 7rimithis, the appellation has stuck, and proves useful in distinguishing the painted house from the other, non-
elite household uncovered at the site.

As recorded in the 2004 report, the dimensions of Room 1 are 4,7 m (east-west) x 5,3 m (north-south). The maximum preserved
height of the walls (southeast corner) is 2,95 m, and the minimum is 90 cm in the middle of the south wall.

Unfortunately the paintings’ condition has not fared well since their excavation. The in situ plaster started to deteriorate almost
immediately upon exposure to the air in spite of conservation efforts. Due to unavoidable factors such as moisture and insect
damage, in 2006 the decision was made to permanently backfill the house to prevent further damage.

P. Kell. I G. 27, Bagnall — Ruffini 2004, 147.

10" Cribiore et al. 2008; Davoli — Cribiore 2010.

See 2010 excavation report, http:/www.amheida.org/index.php?content=reports.
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added to the replica in the 2010 field season, and work has now begun on reproducing the surviving geomet-
ric registers from Room 1'2. The figural registers will follow in future seasons. Needless to say, the contin-
ued success of this endeavor is inextricably linked to the ongoing analysis of the fragments.

While there are still many mysteries to be solved about Room 1’s paintings, their program, antecedents,
legacy and so forth, some preliminary observations about their decorative format and organization can at
least be suggested. In the 4™ century, Room 1 was a total painted environment, a veritable horror vacui.
Almost every surface of the room was decorated, either with colourful geometric motifs or lively figural
scenes, such that the experience of entering the space for the first time in antiquity must have been over-
whelming. One can imagine the dramatic impact of such a riotous explosion of colour and kaleidoscopic pat-
terns on the eyes of first time visitors, more used to the earthen shades of the desert and the plain, white-
washed aesthetic of more functional interiors.

It is not unreasonable to presume that the space was, in fact, designed specifically for maximum visual
impact. The process of decorating a house in order to awe, or to guide a visitor through a space in a pro-
grammatic manner using narrative clues as well as formal conventions (repeated colour, architectural frames
etc.) was a time honoured practice of elite patrons in the Roman imperial period, often employing multiple
media’®. Tt is very rare however to find surviving examples of nearly complete mural programs in the late
Roman world, most especially ones with such complex mythological content. In the context of a wider study
of the relationship between art and late Roman social mores, the Amheida paintings are therefore, potentially
groundbreaking.

But in spite of what appears to be a continuity of praxis with respect to the function of the images, the
actual decorative system employed in the room is eclectic, and does not conform to any known formulae
from earlier eras. From the remaining fragments in sifu, one can deduce that the perimeter walls of Room 1
were divided unevenly into four horizontal registers of decoration, not including the four triangular penden-
tives at each corner architecturally anchoring the dome to the walls, and the concave surface of the domed
ceiling. The plaster decorating these pendentives contained images of haloed putti with green wings floating
on white ground, one in each corner of the room'. These putti held aloft a garland of pink, and in some sec-
tors, green flowers, which probably decorated the lower part of the dome in a continuous band. The rest of
the dome itself likely contained colourful geometric designs, but very little of the plaster from this part of
the room survives making precise reconstructions difficult.

The compositional format of Room 1’s walls is slightly easier to recreate because so much more is pre-
served in situ. The lowest register of decoration is the simplest, just a plain socle of a dark and as-yet unde-
termined hue that most likely circled the room at a uniform height of approximately 45 cm above floor lev-
el”. The second register, largest in terms of surface area (except in relation to the dome) reaches a height of a
little less than two meters from the surface of the 4™ century floor, which perhaps corresponds to eye level or
just above eye level for a man of average height in the late antique oasis'®. This register also circles the room
and is divided into a series of panels filled with rhythmic and colourful geometric patterns, in some cases
hypnotic in their Escher-like effect. Interestingly, two of these panels, one decorating the wall space between
the two doorways in the middle of the west wall, and the other on the west side of the north wall, are layered
with two phases of decoration. It is not clear yet whether these represent evidence of an ancient repair or
simply a change of taste.

It is common to find geometric rather than figural motifs on equivalent sectors of wall space in late
Roman houses, both in Egypt and beyond"”. However, the designs at Amheida do not echo the conventions of

The artist in charge of this endeavor has chronicled her progress in two recent publications, Schulz 2010; Schulz 2011.
Abundant literature addressing the function of images in Roman houses exists for the early empire and is mostly focused on
the corpus of material from the Bay of Naples, see Clarke 1991; Wallace-Hadrill 1994; Zanker 1998; Stewart 2008. The meth-
odologies employed in these volumes have been variously and usefully applied to post-Pompeian material as well as examples
outside of Italy, but it should be noted that an equivalent comprehensive study addressing late antiquity has yet to be written.

4 Fragments of at least three putti from the northeast, northwest and southwest corners have been found, the southeast corner
was too badly damaged to recover any plaster.

Report on the pigment analysis forthcoming in 2013.

At 1,65 m tall, this author’s eye level corresponds to just below the uppermost border of the second register.

For an overview of late Roman wall systems see Joyce 1981; Liedtke 2003.
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what can perhaps be considered an international painting style in late antiquity — the taste for decorating the
lower zones of walls with fictive socles and orthostats, imitation marble encrustations, or opus sectile pat-
terns'. Rather, the complexities of the patterns employed at Amheida may be compared with those more
typically used in mosaic pavements”. Given that it is very rare to find actual mosaics in Egypt outside of
Alexandria in the Graeco-Roman period, the employment of mosaic-like simulations at Amheida raises
interesting questions about the relationship between the paintings and their prototypes, as well as the process
of transmission. The surprising discovery of mosaic tesserae in building 6 during the 2012 excavation season
further complicates matters.

While the lower registers of room 1’s paintings seem to progress in uniform fashion, height-wise, around
the room’s perimeter, the upper zones of plaster containing the figural compositions are less regularized in
their distribution in terms of height and overall surface area (the variations perhaps due to the type of the
narrative pictured). On the east and west walls, several small-scale figural scenes extend horizontally, film-
strip-like, in two bands of decoration contained within borders/ground lines of black pigment (Abb. 4)%.
These bands are not of uniform elevation; the best-preserved register on the east wall is 49 cm in height
while the in situ register on the west wall is 39 cm high. Moreover the upper registers on both walls are so
badly preserved it is difficult to determine their maximum vertical extension.

As for the compositions contained within, their formats are also irregular. On the east wall for example
the artist has employed multiple formal conventions for suggesting the progression of the narrative. The
technique of continuous narrative, where one scene flows into the next with little or no attempt to distinguish
visually between the scenes, is used in at least one case?. But in other instances, both on the east and west
walls, narrative scenes are unambiguously marked as distinct from each other by the employment of vertical
dividing lines in the same black pigment as the horizontal borders. These may have developed in antiquity as
discrete narrative vignettes contained within rectangular frames of varying width, simulating, in outline, the
appearance of two courses of irregularly stacked bricks.

In general, the formats of the two figural registers on the east and west walls was by no means symmetri-
cal, especially because the west wall is punctuated by two doorways leading into the subsidiary rooms 11
and 14, themselves both painted with colourful floral and geometric motifs (and which perhaps functioned as
cubicula). Unfortunately, not enough of the upper portion of this wall survives to determine the height of the
door lintels. It is not clear therefore whether there was an uninterrupted extension of the lower figural regis-
ter across the surface of the west wall, or whether the height of the door precluded such continuity. It should
be noted that the largest block of detached plaster recovered from the north end of the west wall, containing
figural subjects of a much larger scale than the vignettes still in situ, suggests the latter, rather than the for-
mer?.

In contrast to the filmstrip-like registers on the east and west walls, a different format seems to have been
employed for the figural decorations of the north and south walls. For example, on the north wall, narrative
vignettes above the geometric register flank the main entrance to the room, filling spaces resembling half
lunettes, the surface area of which likely stretched vertically to the springing of the dome (and therefore the
figures themselves are much larger in scale than those on the east and west walls, about half life-sized
[Abb. 6]). Furthermore, only the western side of the north wall is divided into two figural registers, which,
content-wise seem to have little to do with each other. In fact, the lower of these two registers was repainted
in antiquity with a composition that draws the viewer’s eye horizontally, while the narrative action in the
upper register is arrayed vertically.

Examples from other papers in this colloquium volume.

For general comparanda see Dunbabin 1999.

Interestingly these borders on the east wall contain captions identifying the characters depicted. Such inscriptions might have
been employed throughout the room; in fact some additional fragments of plaster containing lettering were recovered during
the 2004 excavation, but not enough to aid further identification of figures or scenes.

On the third register of the east wall, the image of Polis is juxtaposed with the procession of gods witnessing the adultery of
Aphrodite and Ares. There is no dividing line between the two scenes suggesting a decisive break in the narrative, the Polis is
certainly looking at the gods assembled, but it is as yet unclear exactly how the vignettes are related.

This block contains the scene of Orpheus taming the animals with his lyre.
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While very little of the south wall figural register(s?) survives, what does remains on the east edge of the
south wall suggests a similar lunette-like composition to those on the north wall, one with a narrative com-
position that covers a much larger surface area than the figural episodes on the east and west walls. It is pos-
sible that these larger figural scenes are evidence of a different hand at work, or even a different phase of
decoration. Or perhaps the size of these compositions is determined according to the kind of narrative con-
struct employed. For example, the vignettes on the north wall can be construed as monoscenic, representing
a dramatic moment rather than a story that progresses over time — a snapshot if you will rather than a film-
strip — thus greater emphasis is placed on the vertical arrangement of figures within the scene®.

Overall, the compositional format of Room 1’s figural scenes can be characterized as asymmetrical,
unevenly running along the perimeter of the upper zone of the room’s walls in one or two registers. It is pos-
sible that this asymmetry was deliberate, designed in antiquity to prompt sequential viewing, the purposeful
paring of one narrative scene with another across the space of the room or in a particular order, but until
more of the room’s visual program can be reconstructed from the fragments, such speculations are difficult
to support conclusively. Nor can the Amheida wall system be easily likened to trends in contemporary com-
positional formats known to exist outside of Egypt. Examples of late Roman painted domestic spaces from
across the Mediterranean — favoring instead large expanses of imitation opus sectile, shallow architectural
stages framing individual, megalographic figures, and linear architectonic wall systems — seem far more
conservative in comparison to the anarchic asymmetry of Room 1’s decorations®.

While the complexities of the compositional format of Room 1’s paintings are unexpected, the subject
matter of the figural registers is even more intriguing. All four walls of Room 1 abound with scenes of
mythology as well as social ritual clearly anchored in traditional Graeco-Roman visual culture, astonishing
given the house’s 4™ century date. While such themes survive and are found in abundance in mosaics across
the Mediterranean in late antiquity, mythological mosaic narratives are rarely collated into as complex a the-
matic constellation as the one that is emerging at Amheida*. Nor do any other surviving examples of paint-
ings from the same era contain such a profusion of characters from Greco-Roman mythology. The house is
thus unprecedented in terms of medium and content, especially unusual at an art historical moment better
known for its burgeoning Christian visual vocabulary.

The figural scenes identified thus far, many of which are described in greater detail and nuance than is
possible here in L. MonTaNo LEAHY’s aforementioned publication, are dispersed around the room as fol-
lows?®.

Starting on the north wall, in the half-lunette west of the room’s main entrance, one finds a depiction of
Perseus rescuing Andromeda from a not-so-terrifying sea monster (Abb. 5)*’. Below Perseus and Androme-
da, there is a more crudely painted register, divided into two scenes that are seemingly unrelated to the
mythological snapshot above. The western scene shows a servant in a decorated tunic standing beside jars of
wine stacked in a rack, and the eastern side illustrates a nude, winged child reclining on a bolster or perhaps
a pillow. H. WHITEHOUSE has speculated that this may have been initially a depiction of Herakles/Heraklis-
kos-Harpokrates. His wings are a later addition to the composition, and were painted over a depiction of
snakes, recalling his association with the snake-strangling infant Hercules attested in bronze?. If this identi-

2!

b}

Specifically, the moments when Perseus swoops in with the head of Medusa to rescues Andromeda, and when Eurykleia recog-
nizes Odysseus having returned to /thaca after a twenty-year absence — see below.

Multiple 3 and early 4" century examples of such systems can be found in the Hanghéduser at Ephesus, Zimmermann — Lad-
stétter 2010; see also the paintings from the site of Zeugma, Barbet 2005; Piazza Armerina in Sicily, Carandini 1982; and the
house underneath Ss. Giovanni e Paolo, Brenk 1995.

Supra n. 19, also Bowersock 2006. Late antique mosaic mythological scenes, though also employed in the most important
rooms of the house such as reception rooms or dining rooms, are more likely to be found in the singular; as lone panels sur-
rounded by geometric designs, or a single vignette covering the entire surface of the room (as at Piazza Armerina for example).
Narrative mosaic scenes are also, on occasion, grouped together in late antique contexts, but in these cases a unifying theme or
literary source is not easily detected.

Leahy 1980, /oc. cit. (n. 2). This publication also provides comprehensive citations for visual comparanda.

Cf. a similar painting both in composition and date (fourth century C.E.) from a balneum in Rome near the Capitoline hill,
Mielsch 1978, pls. XXX-XXXII.

Parlasca 1959, 71-74, esp. 72.
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fication is correct, this image is the only nod to Egyptian subject matter, as opposed to canonically Greco-
Roman themes identified in the room so far, and it is curious that this is one of the portions of the wall deco-
ration that was significantly altered in antiquity”. Notable also in this scene is the peculiar way Perseus’
right foot intrudes into the visual field of the scene below. Is this simply a mistake on the part of the artist
who misjudged the proportions of Perseus and then attempted to compensate? Or, was this intended as a
more sophisticated conceptual interchange between the image and the viewer, one in which the figure of Per-
seus defies the boundaries between pictorial space and real space?

The lunette on the north wall east of the main entrance to room 1 contains a scene interpreted as a story
related in Homer’s Odyssey (Book XIX), in particular the moment in which, upon Odysseus’ return to /tha-
ka after ten years at war and another ten at sea, his old nurse, Eurykleia, recognizes him (Abb. 6). Odysseus
is pictured seated on a high dais, on a cross-legged stool covered in a fleecy animal skin, with one of his feet
in a basin of water. Eurykleia crouches below him, her hands in the basin washing Odysseus’ foot. At the
same time she looks upwards towards Odysseus, who reaches out with his hand to touch her face, a gesture
meant to signal the exact moment of recognition. A third figure to their left (the viewer’s right), seated in
three quarter profile at the same ground level as Eurykleia, is interpreted as Penelope. She does not engage
with the other figures in the scene though her body is turned towards them. Rather, her right hand is lifted
towards her face in a gesture of contemplation, and her gaze is directed at neither Odysseus nor Eurykleia.
She is staring dreamily off into space, still in the dark as to Odysseus’ identity.

Moving on to the east wall and the lower filmstrip-like figural register, one finds a personification of Polis
seated next to a stylized gate or temple, and a procession of Olympian gods striding away from her (Abb. 7).
The figure of Polis may be a key symbol for understanding the overarching agenda of the house’s owner in
commissioning these images. A papyrus from nearby Kellis records that Trimithis had in fact achieved the
status of Polis by 304 AD, so it has been suggested that this honour is directly referenced in the paintings
here®. If this is indeed the case, then the figure of Polis conveniently provides a terminus post quem for the
execution of the paintings. Indeed, this image of civic pride is coupled conceptually with an image repre-
senting familial pride cattycorner to Polis on the west wall, a convivium, to be discussed in a moment, lend-
ing credence to the notion that the house belonged to an important town councillor — one who especially
wished to promote an identity tied to Graeco-Roman paideia.

The procession of Olympian gods to Polis’ left, conveniently identified by inscriptions in the black line
framing the upper edge of this first register as Poseidon, Dionysos, Apollo, Herakles, Hephaistos and Helios,
are part of an episode identified as the adultery of Aphrodite and Ares. These standing male figures direct
their gaze southwards towards an image of a reclining (?) Aphrodite (with the exception of Helios who ges-
tures towards Aphrodite but looks back at the assembled gods as if to say, “I told you s0”). Aphrodite resides
in an interior space of some sort, flanked by schematic columns or bedposts. She raises her arms in surprise,
and is surrounded by a billowing swath of drapery further emphasizing her centrality in the overall composi-
tion. Ares, however, has already fled the scene, and is depicted in the southernmost edge of the narrative
frame, his face and body turned away from Aphrodite.

Like the image of Odysseus and Eurykleia, the story of the adultery of Aphrodite and Ares is told in
Homer’s Odyssey (Book VIII), and it has been speculated since the paintings first came to light in 1979 that
there is a particular emphasis on Homeric themes in the program of the room, though other scenes have yet
to be concretely identified®. The iconographic content of the figural register directly above this sector of the
wall for example, also hints at Homeric tropes. Though barely legible in 2004, in 1979 the lower half of this
narrative register was preserved enough to identify at least four enthroned figures, a rearing horse (or bull?)
and a standing heroically nude figure with a billowing red cape in a pose reminiscent of images of Hermes,
the messenger of the gods®2. Did this section of plaster depict an assembly of the Gods on Mt. Olympus, dic-
tating the epic adventures of heroes pictured in other registers of the room? At the moment one can only

¥ The image of the winged child was placed directly above a scene illustrating some kind of architectural vista that was, in a lat-
er phase of decoration, covered by geometric mosaic-like designs similar to those in other sectors of the room’s second register.

30 P. Kell. I G. 49. 1-2; Bagnall — Ruffini 2004, 144.

31 Leahy 1980, 346.

32 Jbid., 368.
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guess about the meaning of this scene, but the search for further iconographical as well as textual comparan-
da is ongoing, and will hopefully provide illumination in the near future.

Returning to the east wall’s lower register, after the adultery of Aphrodite and Ares the narrative shifts,
as signalled by the vertical black line directly to the proper left of Ares. Unfortunately what followed in
terms of programmatic content is guesswork. Still in situ are two figures of men in eastern dress, wearing
the characteristic Phrygian cap, but beyond them, to the south, the wall has almost completely collapsed.
What remains of the plaster from this sector of the room is in fragments. Thus far, team-members have suc-
ceeded in piecing together several additional narrative vignettes including a scene depicting a satyr chasing
a nymph (Abb. 8), Zeus (as an eagle) and Ganymede, Zeus (as a bull) and Europa, and an image that may be
Daphne transforming into a tree. One can certainly hazard a guess as to the generic, thematic relationship
between the latter three — mortals transformed/beloved by Gods. And one can also hypothesize a connection
to the other narrative scenes like Odysseus and Eurykleia, and the adultery of Aphrodite and Ares if one
views them all as moments of revelation. It may even be possible to connect these scenes with specific 4™
century literary references, beyond the Homeric echoes that are currently understood. For now though, it
seems clear at least that the image program of the room was conceived with multiple interpretive layers
intended. In previous eras, Greek and Roman homeowners decorated their houses with carefully chosen sto-
ries from literature that reflected virtues directly relatable to them3. But to what extent we can read in the
Ambheida images the desires and ambitions of Serenos, the presumed owner of the villa, remains to be deter-
mined.

Turning to the south wall, unfortunately very little of its plaster survives and in fact, most of the upper
portion of the wall has collapsed (though about a third of the wall’s geometrically decorated lower register is
preserved). In situ, the only remaining figural scene is from the westernmost corner of the south wall. There
one finds, in a half-lunette-like space, an image of a turbaned woman reclining (or perhaps cross legged?)
and making a gesture of submission (or dancing? or sleeping?). Above her is preserved the head of a horse,
though the exact relationship between it and the female figure remains to be determined, and the disparity in
scale between the small horse’s head and the larger female is striking. It has been noted that this is reminis-
cent of scenes where emperors ride horses above captive barbarians, but very few additional fragments can
be associated with this wall a fact that makes concrete identification difficult®*.

The only other portion of figured plaster from the south wall that survives, though not in situ, is a badly
damaged piece of the apron of a niche that was cut into the middle of the south wall, decorated with erotes.
This niche and its apron lay on the central entry axis of the room and possibly functioned as a /ararium, or
as a shrine of some importance. Other than the fact of its central location in the main reception room of the
house, we have no direct evidence of its purpose, but it could be compared with the niche, presumably for
cult image, in the mammisi of the temple of Tutu at Kellis and the painted divinities within a niche in House
H10 at Marina el-Alamein®. The presence of such axially aligned shrines in Roman domestic contexts is fre-
quently attested outside Egypt as well*¢.

As for the west wall, its figural registers are only slightly better preserved in situ than the south’s, but
many large fragments that once decorated its surface were recovered during excavations which will eventu-
ally allow for a more comprehensive reconstruction of the narrative scenes.

The first narrative panel of the lower filmstrip register remained attached to the wall, and illustrates a
banquet (Abb. 9). On the proper right side of the composition a seated musician plays a double flute. To his
(or her?) left is a second, and much smaller standing figure, either another (child?) entertainer or a servant (it
is difficult to tell what the figure is holding because of damage to the plaster). Both of these figures direct
their gaze southwards towards four individuals, three men and one woman, holding goblets and arrayed
behind, or perhaps reclining on (only their upper torsos are pictured so their exact positions are indetermin-
able), a banqueting couch (stibadium).

3 Bergmann 1994; Ellis 1991.
Whitehouse 2005 Wall Paintings Report, http:/www.amheida.org/index.php?content=reports.
3 Kiss 2006, 163—170. Thanks to H. WriteHOUSE for these references.
36 Clarke 1991, 6-9; Clarke 2006, 75—81; Note also D. Orr’s comprehensive study in ANRW 16/2 (Berlin 1978), 1557-1591. For a
late antique example at Piazza Armerina see Carandini 1982.
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None of the individuals depicted are easily recognizable as characters from Graeco-Roman literature or
myth, so instead, this scene is interpreted as the owner of the house and his family at a formal meal (the con-
vivium), one of the most important social rituals performed by elites in the classical world*. So far, this is the
only image in Room 1 that can be conclusively understood as taking place in real time as opposed to mytho-
logical time. But directly above the banquet, in the very badly preserved upper filmstrip register, is perhaps
another. The remaining in situ fragments can be read as two seated figures flanking a table (?) etched with
crosshatches, perhaps a game board of some sort. One can speculate that this is the owner of the house
engaged in prosaic social activity, paired visually with the more formal banquet below. Unfortunately too lit-
tle of the scene survives to confirm this theory.

Returning to the lower register, to the proper left of the family banquet, another vertical black line signals
the shift from one narrative scene to another. What follows this demarcation is only preserved in part; one
can discern the foot and a small portion of another couch. This second couch is draped with a lumpy purple
cloth, perhaps covering the lower body of a reclining figure. Furthermore, multiple vessels that could be
interpreted as wineskins hang along the lower edge of the couch. Is this an image of a reclining Dionysos
engaged in his own banquet, the mythological counterpart to the family’s social ritual? If one presumes an
overarching program to Room 1’s figural imagery, such thematic congruencies are possible. But it must be
stated that any further speculations about the programmatic unity of the west wall are made more difficult
when one considers the in situ fragments alongside the subject matter of the large detached fragments recov-
ered during the excavation, the exact placement and subject of which are currently unknown.

These blocks of plaster include a scene with two figures in a chariot preserved from the neck down. In
this image, the figure driving the chariot is dressed in a Roman cuirass, while the other figure behind the sol-
dier is likely female, dressed in a clinging white robe with a purple undergarment. The lower haunches of at
least two horses pulling the chariot also survive, and the direction of the action possibly proceeds towards a
scene preserved in a separate block, a schematic gate hung with what looks to be heads and limbs, or per-
haps theatrical masks and fillets. The scale of the figures in these fragments is similar to the figures in the
convivium, suggesting they belong to one of the filmstrip registers. As for what this scene might depict, at
first glance, it is similar to images illustrating the abduction of Persephone, but the female figure does not
seem in any way reluctant and she is barefoot, a sign of divinity, so her position could also be likened to
Nike figures depicted in Roman triumphal processions®®. And what can we make of the gate? Was this pro-
cession intended as a celebratory scene or a gruesome display? Adding to the mystery is yet another large
fragment associated with the west wall containing an as-yet unidentified vignette illustrating a woman with
a sword attacking a man on a throne (or couch).

The only securely identifiable scene among the west wall’s detached fragments is a rather large block that
depicts Orpheus taming the animals with his lyre. This is a very common, iconic motif in late antiquity sig-
naling elite culture all over the Empire®, but curiously a second figure holding a lyre was also found nearby,
as well as a female figure of comparable size to Orpheus, suggesting the presence of a more complex anec-
dote. And interestingly, these figures, likely from the southern end of the west wall are much larger in com-
parison to the smaller scale characters depicted in the convivium and chariot scenes, confusing any attempts
to reconstruct a uniform compositional format, as noted above. Who might these figures surrounding
Orpheus represent? Is this a depiction of another famous lyre player from classical mythology such as Apol-
lo and a muse? Such scenes resonate strongly with contemporary mosaic as well as painting traditions across
the Empire, but here among the other cryptic images on the west wall, they become part of a larger story we
have yet to translate.

And the question remains, is the story, in fact, translatable? Were these various narrative vignettes chosen
at random from a pattern book provided by traveling artisans, or did a patron well steeped in Graeco-Roman
education carefully select them? The abundant scholarly discourse on the meaning of Hellenism in late

37 For an overview of the importance of the convivium in the Roman period, see Dunbabin 2003.

3% For example the best-known historical relief panels from Rome: the Triumph of Titus and Vespasian on the Arch of Trajan and
the Triumph of Marcus Aurelius from an unknown Aurelian monument, now in the Capitoline Museum.

% Also popular in early Christian contexts, especially the catacombs of Rome where Orpheus is likened to Christ, eg., the painted
arcosolium from the Catacombs of Peter and Marcellinus, Deckers 1987, vol. 2 Taf. 66 nr. 79.
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antiquity tends to argue the former, but there is evidence at Amheida to suggest, surprisingly, the latter*’. In
a room originally built adjacent to the house and at some time in the 4™ century connected to it (Room 15,
Building 5), a dipinto was found in 2006 which conclusively affirms the high level of literacy presence in the
oasis at the time the paintings were executed*'. This text, arrayed in columns translates as Greek elegiac cou-
plets, has been interpreted (because of the extensive lectional signs provided) as a teacher’s whiteboard,
there is evidence that parts of the plaster had been wiped clean in antiquity and re-written. The poems them-
selves are addressed by the teacher to his students and reference the Muses, Hercules and Hermes etc., and
are not, in fact, the only poetry found at Dakhleh*. In spite of the remoteness of the oasis, it therefore seems
that Graeco-Roman paideia was still alive and well there in the 4" century, which further suggests that the
complex scenes of myth and Graeco-Roman civic life decorating Room 1 are by no means devoid of sub-
stantial literary references. Instead, they served for the patron of the house as a means of fashioning a well-
calculated public identity centred on the ideals of wealth and Hellenism.

From this brief description of the format and programmatic content of Room 1’s paintings, it is clear that
Ambheida’s painted villa represents a rich repository of information about life and culture in the late-antique
oasis. The approaches one can utilize to interpret these images are manifold, though a full accounting of
these methods is beyond the scope of this paper. But in conclusion let me at least offer just a few summary
remarks about the paintings in relation to the themes of this colloquium volume. In truth, it is not easy to sit-
uate the paintings from Amheida in the context of a local or a period style. Whereas, as noted above, func-
tionally these paintings are evidence of diachronic as well as synchronic continuities in terms of practice
among wealthy elites throughout the Empire, compositionally and stylistically they are more exceptional.

The unconventional wall system has already been described above, but a few words must also be said
about the style of the figural imagery. At first glance the figures look canonically Graeco-Roman, in that cer-
tain artistic conventions have been employed in rendering the bodies naturalistically. For example colour is
used to create the illusion of volume through modulation of value and hue. Furthermore the figures exhibit
lively facial expressions and gestures, and their poses convey dynamic movement rather than controlled
action or hieratic majesty (as is more common with Egyptian or Early Christian conventions). However, in
the execution of the paintings, an idiosyncratic hand can be identified, one more concerned with the expres-
sive and vigorous application of paint, than with producing symmetrical and proportional figures. Indeed,
the artist(s?) of Room 1’s figural scenes seems intent on cramming as much information into the visual
frame as possible, with little attention to compositional equilibrium. Most of the narrative action takes place
within unbalanced stylized landscapes and stage-like architectural settings rather than illusionistically ren-
dered spaces. The sheer variety of figures found within a single room, several dozen at least, is also very
unusual. The overall effect of the Amheida paintings’ style is therefore whimsical, unusual and ultimately
pleasing to the eye, but it is a style that lacks immediately recognizable contemporary and/or local paral-
lels®.

On the other hand, some of the geometric motifs, especially those in the auxiliary Rooms 11 and 14
resemble paintings from a house in Amheida’s neighbour in the oasis, Kellis, which may suggest a local
workshop (Abb. 10), although it should be noted that the Kellis paintings have been dated, on present evi-
dence, to the 2™ century AD rather than the 4%, Can we legitimately suggest that a local workshop special-
izing in colourful mosaic carpet-like motifs survived for more than a century based on two houses? The
resemblance between decorative motifs found at both towns may simply mean that people’s tastes didn’t
change that much over time. In reality the patterns found at Amheida and Kellis are rather ubiquitous, both
diachronically as well as synchronically®. One finds similar patterns in mosaics as well as textiles all over
the Empire after the 2™ century AD. Therefore, it is not perhaps productive to ascribe much meaning to this

40 For an overview of the issue see Bowersock 1990.

4 Cribiore et al. 2008; Davoli — Cribiore 2010.

42 Bagnall et al. 20006, 26.

# Compare perhaps the fluid style of some painted fragments from Alexandria cited in Hanfmann 1992, 242-255; Whitehouse
2010, 1024.

4 Hope — Whitehouse 2006, 324, color pl. 4; 326 color pl. 9.

4 Mols — Moormann 2010.
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wide dissemination of geometric forms other than to say that any formal resemblances between mosaic pat-
terns and wall-painting patterns from Kellis and Amheida indicate that the oasis of Dakhleh was less isolat-
ed than its location suggests, and that the vast trade networks of the Roman Empire were still alive and func-
tioning in the 4™ century.

How then do we understand the less common figural scenes in relation to the mosaic-like geometric
motifs of Room 1’s lower registers? The most logical scenario for the execution of these paintings is that
there was a division of labour between pattern-painters and figure-painters and the decorators were itinerant,
moving from population centre to population centre, and maybe even working in between media. But there
is simply not enough evidence to map this process at the moment.

Future investigations of the Amheida paintings will certainly delve more deeply into comparative studies
than the space of this paper allows. Non-domestic contexts like the painted tombs of the western oases will
likely provide a corpus of useful material, since there is currently very little other evidence in Egypt for fig-
ural painting outside of the funerary realm*. It will also be fruitful to survey other media when looking for
specific stylistic and iconographical trends at Amheida. In addition to mosaic parallels already noted, similar
mythological scenes can be found on late antique textiles and painted glass*’. Moreover, the lively but quite
summary narrative formats of Room 1’s figural registers recall more the style of illustrated manuscripts, sev-
eral of which survive from Egypt*. Though such comparative evidence is itself fragmentary, considered
together, these media indicate a sophisticated and complex visual culture at play in the 4™ century oasis.
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Abbildungen

Abb. 1: Plan of Dakhleh Oasis (after R. BAGNALL and D. RATHBONE)
Abb. 2: Axonometric drawing of B1, Area 2.1 (after N. WARNER)

Abb. 3: Plan and section of House B1, Area 2.1 (after N. WARNER)

Abb. 4: Bl, R1, northeast corner

Abb. 5: R1, north wall, west side, Perseus and Andromeda, circa 1979. Note the lower figural register of this section of wall has yet
to be fully unearthed (Photo by P. SHELDRICK)

Abb. 6: R1, north wall, east side, Odysseus, Eurykleia and Penelope
Abb. 7: R1, east wall, detail of Polis and procession of Gods

Abb. 8: Fragments from R1, east wall, Satyr and Nymph

Abb. 9: R1, west wall, south end, convivium scene

Abb. 10: B1, R11, detail of interlocking circle motif also found at Kellis
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S. McFadden — Tafel CXXV

Abb. 1: Plan of Dakhleh Oasis

AMHEIDA ¢ ROMAN HOUSE
AXONOMETRIC FROM NORTH-EAST

AMHEIDA ¢ ROMAN HOUSE
N

Abb. 2: Axonometric drawing of B1, Area 2.1 HORTI SO

Abb. 3: Plan and section of House B1, Area 2.1



Tafel CXXVI - S. McFadden

Abb. 4: B1, R1, northeast corner

Abb. 5: R1, north wall, west side, Perseus and
Andromeda, circa 1979. Note the lower figural
register of this section of wall has yet to be fully
unearthed

ADbb. 7: R1, east wall, detail of Polis and procession of Gods

<< Abb. 6: R1, north wall, east side, Odysseus, Eurykleia and Penelope



S. McFadden — Tafel CXXVII

Abb. 8: Fragments from R1, east wall, Sa-
tyr and Nymph

Abb. 9: R1, west wall, south end, convivi-
um scene

Abb. 10: B1, R11, detail of interlocking
circle motif also found at Kellis
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