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Abstract. — The research of this study is dedicated to a unique iconographical scene in the territory of the Central Balkan Roman
provinces, of Hercules rescuing Hesione from a sea-monster (ketos), depicted on a funerary monument found in 1931 at the site
of Stojnik, in the vicinity of Belgrade, antique Singidunum, and now displayed in the lapidarium of the National Museum in
Belgrade. The funerary monument was erected for the deceased, a veteran of cohors II Aurelia nova, Publius Aelius Victorinus,
by his wife Aurelia Rufina and their son Publius Aelius Acutianus. The rich iconography of the monument makes it a very
important example of funerary art in the period from the end of the 2" and the beginning of the 3" century — the eschatological
symbolism of the presented scenes and motifs is more than clear and underlines not only the hope of the deceased’s family for his
eternal and blessed life after death, but also the deceased’s victory over death and presents him as a symbol of courage and virtue.
The architectural scheme of the monument, along with its iconography, suggests strong artistic influences from Noricum and both
the Pannonian provinces, while the the mythical tale of Hercules and Hesione was chosen, it is argued, not only because Hercules

was one of the most favoured gods in the Roman army, but also because he was a protector of miners and mines.
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Ithough Hercules was one of the most popu-

lar mythical figures represented in ancient

art, especially depicted in the scenes of his
famous twelve labours, the episode where the hero is
depicted rescuing Hesione is quite rare. The represen-
tation of this scene on funerary monuments is even
more interesting bearing in mind that besides its deco-
rative function within the complex imagery of the after-
life the scene should also be interpreted in the context
of its symbolism as well. For this reason, the funerary
monument from Stojnik, which as an exceptional dis-
covery that has not gained deeper iconographical ana-
lysis so far, has been taken as a showcase exemplar
for the study of the scene of Hercules rescuing Hesione
together with, and in regard to, other scenes, motifs,
the architectural scheme and the epigraphic analysis
of the inscription.
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History and topography of the find

The funerary monument was found in 1931, on
private property in the district of Stojnik (Sopot), in
Belgrade, ancient Singidunum, and contains a mytho-
logical scene figuring Hercules rescuing Hesione from
the sea monster (ketos), unique in the territory of the
Central Balkan Roman provinces.! Unlike many other
monuments, it was preserved during the Second World
War and today it is to be seen in the lapidarium of the
National Museum in Belgrade (fig. 1).

I The funerary monument was found in a private field belong-
ing to Ljubisav Mihilovi¢, in Stojnik, in a grave of a later period,
where this funerary monument, along with another one, was used
as spolia (the antique funerary monuments formed two longer sides
of a grave of a later date), Bysuh 1931, 219, n. 586.
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Architectural scheme of the monument

The monument is made of grey limestone; its
height is 2.03 m, width 0.87 m and depth 0.33 m.
Although not broken anywhere and undamaged, the
monument is missing one part of its apex, so the ico-
nographical scenes which were presented in the trian-
gular pediment and external corners of the pediment
are only partially preserved. The funerary monument
belongs to the architectural type of stelae with rectan-
gular top, triangular pediment with ornamented trian-
gular corners on either side of the pediment and, below,
a recessed aedicule, a recessed inscription field and a
socle. Within the pediment, there is a figural scene,
while between the pediment and aedicule and again,
between the aedicule and the inscription field, there

are two ornamented friezes. There is no notable damage
to the body of the monument, yet, unfortunately, the
surface of its front face is not well preserved, so the
scenes presented, as well as the details, are not always
recognisable. The stone used for the monument is of
local origin, from the site of “Bogovica”, near Stojnik,
where the monument was found.

Text of the inscription and its analysis

Under the frieze with a hunting scene, there is a
concave inscription field, flanked by two columns with
capitals. The letters are skilfully carved, with heights
between 3.5 and 6 cm and are better preserved than the
figural scenes and ornaments presented on the monu-
ment. The text of the inscription is dedicated to the Di

Figs. 1 and 2. Funerary monument from Stojnik

with the representation of Hercules rescuing Hesione, with detail
(photo-documentation: National Museum in Belgrade,

inv. num. 22 _43)

Cn. 1 u 2. Hagipobnu ciiomenux uz Ciojuuxa

ca ipegciagom Xepkynoeoi cilacasaroa Xecuoune, u geiiass
(goiio-goxymeniuayuja: Hapognu mysej y Beoipagy,

uns. op. 22 43)
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Manes, that is to the spirits of the dead, in memory of
the deceased husband and father, the veteran Publius
Aelius Victorinus, by his wife and his son: D(is) M(ani-
bus) / Publius Aelius / Victorinus vet(eranus) / coh(ortis)
11 Aurel(iae) nov(a)e / vixit ann(os) LX Au(r)el(ia) Ru/
fina co(n)iugi b(ene) m(erenti) et P(ublius) Ael(ius)
Acutianus / et P(ublius) Ael(ius) Victorinus / patri et
sibi vivi posu/erunt.> As can be seen from the text of
the inscription, the deceased, Publius Aelius Victorinus,
was a veteran of the cohors /I Aurelia Nova and died
when he was 60 years old. From his cognomen, we can
see that he was a Roman citizen, who was outlived by
his wife Aurelia Rufina and their son Publius Aelius
Acutianus, who erected the monument. Publius Aelius
Victorinus was a veteran of the cohors II Aurelia Nova,
whose official name had the epithets milliaria equitata
civium Romanorum.’ This auxiliary unit, along with
five more recently formed cohorts (two cohors Delma-
torum, two cohors Aureliae Dardanorum and cohors 1
Aurelia Nova), was created towards the end of the 2"
century, for the protection of mining areas in the vi-
cinity of Singidunum (Guberevac, Sopot, Stojnik).*
All six cohorts were formed mainly from the indige-
nous population from the mentioned areas (or their
vicinity) and in that way not only would the soldiers
secure the mines against barbarian attack, but also the
Roman state might hope to deal successfully with the
potential internal threat from the indigenous latrones,
who presented a threat to the safety of the mining dis-
tricts in the Sumadija area.’> Archaeological excava-
tions have confirmed that there was a military fort at
Stojnik and the text of an inscription dated to AD 179
on a cippus found in Stojnik, confirms the existence of
a hospital (valetudinarium) for the soldiers of cohors II
Aurelia nova.® The region of Mount Kosmaj—Stojnik,
together with the mines situated at Avala, Zeleznik
and Rudnik belonged, in the opinion of S. Dusani¢, to
the imperial domain of Sumadija, where lead, silver,
some gold and iron were exploited.” Traces of Roman
mining have been confirmed in these areas, and epi-
graphic monuments attest to the presence of imperial
officials. The Kosmaj area yielded argentiferous lead
(more than one million tons of ancient slag have been
estimated, implying a vast exploitation that was par-
ticularly active in the period from the 2™ to the 4t
century) and the vicus metalli of Kosmaj was situated
in the vicinity of Stojnik fort and was called Deumes-
sus (or similar).® Regarding the fact that most of the
soldiers recruited to the newly formed cohorts around
169 were indigenous inhabitants, S. Dusani¢ thinks
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that the veteran, Publius Aelius Victorinus, was a local
too, from Kosmaj or its vicinity.’

Iconography: description

As already stated, the funerary monument is made
from grey limestone of local origin and it presents an
architectural type of funerary stelae. It had a rectan-
gular top on which was a triangular pediment contain-
ing a figural scene. The figural scene is hardly recog-
nisable today and its description is based upon the
reports given by the first researchers of the monument,
who claimed that the representation contained a wom-
an standing in the centre, a dog (or some other animal
with a mane) on her left side,' and an unrecognisable
ornament on her right side. The animal is turned to-
wards the woman and it looks as though it is drinking
from a vessel. In the external corners of the triangular
pediment, two mythical sea monsters with long fish
tails are presented, with their heads turned back and
human skulls (?)'! under their front legs. Since the top
is missing, only the lower parts of this portion of the
monument are preserved.

Under the triangular pediment, there is a narrow
frieze ornamented with motifs in the form of waves of
simple guilloche. Under the frieze, a recessed aedicula
flanked by two stout columns is presented, within which

2 Bymuh 1931, n. 586; IMS 1, n. 120.

3 IMS1, 105, n. 116.

4 Four auxiliary units were formed around AD 169 in Moesia
Superior: two cohors Aureliae novae and two cohors Aureliae
Dardanorum.

5 Hirt 2010, 194.

6 IMST,n. 116.

7 S. Duganic¢ also thinks that the areas near Kalanjevci (Stovna),
Petrovac and Ripanj were those where mines were exploited by
the Romans during Antiquity. In addition, Dusani¢ believes that, to
a certain extent, in the context of their administration and the metal
transport, the mines in the Sumadija imperial domain were closely
connected with Tricornium (Metalla Tricorniensia) and Singidu-
num, Dusani¢ 2010, 549.

8 Tbid, 557.

9 IMS I, 110; S. Dusani¢ believes that the recruitment of the
soldiers around 169, when cohort II Aurelia nova was formed, was
raised among the local population, Dusani¢ 2010, 564.

10 N. Vuli¢ thinks that a dog is presented, while M. Mirkovi¢
and S. Dusani¢ see an animal with a mane, Bynuh 1931, n. 586;
IMS 1, n. 120.

11 N. Vuli¢ recognised the round forms under the front legs of
sea monsters as human skulls and S. DuSani¢ accepted the menti-
oned description. Due to the worse condition of the monument to-
day, it is not possible to state with any certainty that human skulls
are represented under the front legs of the sea monsters.
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Fig. 3. Scenes from the lateral sides of the lost sarcophagus of Maximiana Aemilia, from Sisak (Siscia)

(after: Migotti, Sasel Kos, Radman-Livaja 2018, S II. 9)

Cn. 3. Cyene ca 60unux 3ugosa usiybmenoi capropaia Maxcumujane Enuje uz Cucka (Siscia)

(ipema: Migotti, Sasel Kos, Radman-Livaja 2018, S II. 9)

is the main figural scene. In the centre of the scene a
half-draped female figure (naked down to her waist)
is presented frontally, and completely static; she is
standing and, judging from her posture, it is clear that
she is chained to a rock, her hands bound behind her
back so that she cannot move. On her left side, a very
muscular male figure is turned towards her, holding a
bow and about to shoot an arrow from it in the direction
of the sea monster (ketos), shown on the right side of the
woman. The sea monster is presented very schemati-
cally, with its foreparts raised to threaten its female
victim. Beneath this recessed aedicula, there is a frieze
with a hunting scene. Unfortunately, due to the state
of the monument’s deterioration, we can only specu-
late as to which animals are presented. Looking from
the left to the right side, N. Vuli¢ and V. Kondi¢ believe
that a dog, turned to his right is presented, while S.
Dusani¢ recognises a deer.'? In the case of the next
two animals, which are turned to the left (towards the
first animal), N. Vuli¢ and V. Kondi¢ identify two wild
boars, while S. Duganié sees a horse and a wild boar.!3
The inscription field is also recessed and is flanked by
two columns with capitals. Under the inscription is an
empty field.
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Iconography interpretation

The poor preservation of the figures in the central
scene within the central recessed aedicula of the fune-
rary monument from Stojnik, made it difficult, even
for the first researchers, to accurately identify the main
protagonists. Yet, the muscularity of the male figure
on the left and the partially draped or naked female
figure in the centre, standing as though she is chained
to the background, together with the image of sea-
monster, makes it possible for us to be reasonably
sure that it represents the mythological scene of Her-
cules rescuing Hesione from the ketos.!# The element
that might puzzle the viewer in the scene is that Her-
cules holds a bow instead of a club, his usual attrib-

12 Bymuh 1931, n. 586; Kondi¢ 1965, 227-228, n. 30; IMS I,
n. 120.

13 Tbid.

14 Although N. Vuli¢ (as later V. Kondi¢) did not presume
which mythological scene is presented on the funerary monument
from Stojnik, he was on the right path when he noticed a great like-
ness between the scene presented on the monument and the scene
of Hesione’s rescuing, shown in Roscher’s Mythological Lexicon,
Bynuh 1931, 246.
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ute, which, on the Stojnik monument, is depicted on
the ground, behind the hero’s left leg. However, re-
presentations of Hercules holding a bow or shooting
an arrow are familiar in Greek and Roman art and by
no means rare, although Hercules is usually shown,
on completing his deeds or resting from them, draped
with the skin of the Nemean lion, and with his club
beside him. It is interesting, though, that in the earliest
known scene of Hercules rescuing Hesione, a Corin-
thian column krater dated to the 6™ century BC, the
god holds a bow and not a club.!?

The mythological scene of Hercules rescuing He-
sione is recorded as one of Hercules’ deeds, which
took place following his return from his expedition
against the Amazons. Hesione was a Trojan princess,
daughter of King Laomedon and sister of the future
Trojan king, Priam, who, because of the wrath of the
gods Apollo and Poseidon directed at her father, was
sacrificed to the sea monster (ketos), in order to deliver
Troy from both the sea monster sent by Poseidon and
a plague sent by Apollo.!® The scene of Hercules res-
cuing Hesione on the Stojnik monument depicts the
moment when Hercules arrives to liberate her and
kills the ketos. The mythical scene of Hercules’ rescue
of Hesione, although not much favoured in Greek and
Etruscan art, became quite popular in Roman art, par-
ticularly in the 2" and the 3™ centuries in the northern
provinces of the empire.!” The reason for the popular-
ity of this theme, mostly on funerary monuments,'® is
explained by the popularity of the hero-god Hercules,
whose life and fate in the afterlife inspired the arti-
sans who produced provincial Roman art, but also be-
cause the episode was seen as an allegory of death
and the afterlife, here symbolised in Hesiones’ rescue
from death and Hercules’ victory over the monster.!”
The fact that Hercules had, beside all his other aspects,
a chthonian function too, made him and the different
episodes in his life, suitable themes in Greek and Ro-
man sepulchral art.20 However, as in the case of the
funerary stele from Stojnik, the context, regarding the
person of the deceased and his life, must be taken into
account when analysing and interpreting the monu-
ment in question. In that regard, we should start from
the mythological scene and how it is presented. Al-
though the figures of the main protagonists are not so
clearly visible today, Hercules’ muscular body is em-
phasised, through his attributes, the bow in his hands
and his club beside his left leg. He is presented naked,
as is Hesione too, although she sometimes has, as here,
her lower body covered. In the Roman period, Hesi-
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one was usually presented naked or half-draped, in
contrast to Greek art where she is always presented
clothed.?! The figure of the sea monster, ketos, is cru-
dely modelled on the Stojnik monument, with its small
triangular head in profile and a massive body, yet it
can be perceived that his head and upper part of the
body are leaning towards Hesione with the intention of
causing her harm. In Greek and Roman art, the kefos
is shown in connection with Hesione, Andromeda and

15 Oakley 624, num. 3.

16 Hesiona, Hesione (Hcdvn) was a Trojan princess who is
first mentioned in Homer’s Iliad, in a myth concerning the build-
ing of Troy’s walls for King Laomedon, by Apollo and Poseidon
on Zeus’ orders. However, Laomedon refused to pay the gods their
wages and the furious Poseidon sent a sea monster — ketos, to de-
stroy everything on his way, including Troy and its citizens. The
oracle predicted to Laomedon that the only way to please the mon-
ster was to sacrifice his daughter Hesione. Laomedon promised to
give his immortal horses as reward to anyone who would kill the
ketos and Hercules did that by entering the sea monster’s belly and
slaying it, thus rescuing Hesione who was chained naked to the
rocks and waiting for her grim fate; to be devoured by the ketos.
Later, Hercules gave his blessings to his friend Telamon to wed
Hesione, and, indeed, Telamon appears in some iconographical
scenes together with Hercules and Hesione in Greek and Roman
monuments, Oakley 1997, 623.

17 The earliest known depiction of Hercules rescuing Hes-
ione from the kefos is that on a Corinthian column krater dated to
560 BC, while somewhat later the scene appears on Attic and
Etruscan wares. Other scenes from the myth, like Laomedon and
Priam beseeching Herakles to save Hesione, Heracles and Laome-
don making a pact, Hercules claiming the horses of Laomedon,
Hercules punishing Laomedon, Hesione marrying Telamon, and
Hesione, Hercules and the young Priam, are less often presented in
Greek and Roman art. Ibid, 623-628. The ketos is presented, skil-
fully and in detail, in the scene of Hercules rescuing Hesione from
Dunaujvaros (now in the Magyar Nemzeti Museum’s lapidarium,
inv. num. 66.1906.1) http://lupa.at/3958/photos/4 and on the sar-
cophagus of Gaius Severinius Vitalis, dating from the 2" century,
https://pbase.com/bmcmorrow/image/139483811.

18 Tt has been shown on about 30 examples of the Hercules
and Hesione mythical episode, that it is mostly presented on the
funerary monuments (around 20), two mosaics and five frescoes,
dating from the 1% to the 4" century, Birchler, Chamay 1995, 52.

19 In Roman funerary monuments the exemplum Herculi and
various episodes from his life and deeds were most suitable for
expressing ideas about dying and departure from this world, the
fragility of a human life, the hope for divine protection and the
destiny of triumph over death and the acquisition of immortal life,
Bayet 1974, 210.

20 Hercules’ chthonian dimension was confirmed as early as
in the 76" century BC, on Thasos, where the dual cult of the god
existed: the cult of Hercules as a hero and the cult of Hercules as a
god. He was respected as a celestial, but also chthonian, deity, as
in cities of southern Italy and Etruria. Berquist 1973, 40-41; Bayet
1926, 408.

21 Ibid, 628.
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Scylla and is usually presented with a serpentine body,
canine head, forearms that resemble those of a lion,
fish tail and fins or flippers.?? The sea surrounding is
emphasised by an ornamental register in the form of
waves in the narrow frieze between the monument’s
triangular pediment and recessed aedicula, but also by
the two sea monsters with long fish tails depicted be-
yond the external corners of the triangular pediment
of the monument. The animals depicted on the frieze
between the aedicula and inscription field on the Stoj-
nik funerary monument, represent not only those
which are usually shown in hunting scenes, but also
those which are also connected to the god Hercules (a
doe or a dog, and wild boars). In this context, we
should mention a funerary monument from Smedere-
vo Fortress, detailing a scene of Hercules returning
Alcestis from Hades, which also contains a frieze with
a hunting scene (one lion and four dogs).?> Hunting
scenes are frequent in Roman sepulchral art, particu-
larly on funerary monuments from Noricum and both
Pannonian provinces, from the first century, from
where, in the 2" century, this motif was transferred to
the territory of Moesia Superior.2* Hunting scenes ap-
pear on seven funerary stelac from Moesia Superior
(but not south of Viminacium), which all belong to
more complex architectural types of stelae, which
only persons who were of a higher social status could
have afforded.?> Symbolising scenes of a happier life
after death and the victory of life over death, the hunt-
ing scenes on Roman funerary monuments also ex-
pressed the heroism of the deceased and his virtues,
which will have ensured immortal life after death.26
The motif of the fabulous sea monsters in the external
corners of the triangular pediment, which contribute
to the “marine” atmosphere of the central scene in the
monument’s aedicula have already been mentioned,
but what should we make of the central scene within
the pediment? As is mentioned in the description of
the scene by Vuli¢, who described it almost a hundred
years ago, and we could believe that in that time the
motifs were more visible since the monument was pro-
bably in much better condition, in its centre is recog-
nised a standing figure of a woman, with a dog on her
left side, turning towards her and drinking from a ves-
sel. If we accept his interpretation, it could be said that
this scene corresponds with the main mythological
episode of Hercules rescuing of Hesione and all other
presented iconographical motives, and we are in agre-
ement with the aforementioned hypothesis of a con-
nection between chthonian Hercules and the female
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figure with the dog who, in such a context, would pro-
bably represent a goddess with a chthonic dimension as
well.?7 Since epigraphic monuments from the Kosmaj
area, where our monument was found, confirm the wor-
ship of several goddesses venerated primarily as the
protectresses of miners and mines, but also as chtho-
nian deities, our first thought would lead us towards
an identification of Dea Orcia?® or Terra Mater.2” The

22 Ogden 2013, 116.

23 The hunting scene with one lion and four dogs presented
under the mythological scene of Hercules returning Alcestis to
Admetus from the funerary monument built as spolia in the outer
wall of the tower between the so-called tower of Jerina in Smede-
revo Fortress and the tower with the benefactor’s inscription, is
probably an allusion to Admetus’ success in bringing together a
lion and a wild boar to draw a chariot. Judging by the Smederevo
relief of Alcestis’ return and all the presented iconographical details
(Alcestis dressed in a long chlamys with a veil, Admetus grieving
on a kline , the motif of Medusa’s head in the triangular pediment
etc.), it is clear that the sculptor of the monument knew the myth
of Alcestis well, for more see Gavrilovi¢ 2008, 9-10.

24 The hunting scenes, not being frequent in the Republican
or Augustian period, became popular from the 15t century. Their
popularity spread in this period from Northern Italy to the provin-
ces of Noricum and both Pannonias, as is confirmed by numerous
funerary monuments from Brigetio, Cibalae, Sirmium, Savaria,
Sopiane and Scarabantia. Dautova-Rusevljanin 1983, 59. The cultu-
ral ties that existed between the above mentioned territories (inclu-
ding the province of Dalmatia) with Moesia Superior, is attributed
to the appearance of the hunting motif in the funerary monuments
from this province. However the scenes of the hunt from Noricum
and the two Pannonias do not appear only on stelae of complex archi-
tectural types, as is the case in Moesia Superior, but also in simpler
types of monuments.

25 Hunting scenes are presented in seven funerary stelae from
Moesia Superior, including our funerary monument from Stojnik:
five monuments were found in Viminacium. /MS 11, n. 73, 77, 92,
106, 110 and one monument is built in the outer wall of one of Sme-
derevo fortress’ towers. Bymuh, Jlanexk, [Tpemepruraju 1903, 66—67.
For more information about hunting scenes in Moesia Superior see:
Pilipovi¢ 2006, 337-352.

26 Toynbee 1982, 39; Cumont 1966, 448-449.

27 IMS 1, 136.

28 Ibid, n. 20. The votive monument dedicated to Dea Orcia
presents a solitary testimony of the goddess’ cult, not only in the
Roman provinces of the Central Balkans, but in the whole Roman
empire. S. Dusani¢ thinks that although the name of the goddess is
Latin, derived from name of the god Orcus and reveals a chthonian
goddess, paredros of Orcus, her origin is probably Celtic, Thracian
or some other northern group. Her chthonian character is also con-
firmed with her presumed temple with reliefs showing bats, found
in Kosmaj. Dusani¢ 2010, 506, 674; Gavrilovi¢ 2007, 135-142.

29 The cult of the goddess Terra Mater is affirmed on a votive
monument dedicated to Jupiter, Liber, Libera and Terra Mater, by
a veteran of the Legion IV Flavia. /MS I, n. 16. Also, her temple has
been epigraphically confirmed on the slopes of Mt. Rudnik, in a
lead and silver mine. Ibid, n. 168.
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Fig. 4. Relief'with the scene of Hercules rescuing Hesione, from a funerary monument from Dallfingen
(after: Oakley 1997, n. 22)
Fig. 5. Stone relief with the representation of Hercules rescuing Hesione, from Hallstatt
(source: http://lupa.at/569/photos/1)

Cn. 4. Pewegh ca cyenom Xeprynogoi cilacasara Xecuorne ca HagipobHol cilomenura u3 laniguniena

(upema: Oakley 1997, n. 22)

Cn. 5. Kamenu pemwedh ca iipegcitiasom Xeprynosoi ciiacasarsa Xecuone uz Xamuinaiia

(useop: http://lupa.at/569/photos/1)

only confirmation of the Dea Orcia cult comes from a
votive monument found in Avala, dedicated to the
goddess in her obvious Underworld capacity, by two
duoviri coloniae Singiduni, which is dated to 287 AD.
The cult of Terra Mater has been confirmed by a vo-
tive monument from Singidunum, dedicated to her
and to Jupiter, Liber and Libera. A close relationship
with Dea Orcia is suggested not only through Terra
Mater’s patronage over miners and mines, but also in
her own persona as a chthonian deity.3? Both goddess-
es were regarded as the main protectresses in the
mentioned territory and, along with the goddesses Di-
ana and Ceres and the gods Hercules, Jupiter and Vul-
canus, were worshipped in the mining areas in the vi-
cinity of antique Singidunum.3! Although we cannot
be sure which of the mentioned goddesses would
have figured in the scene within the triangular pedi-
ment of the Stojnik funerary monument, the chthoni-
an dimension of the female deity with a dog is undis-
putable, as is her connection with the god Hercules in
his functions of the protector of mines and miners, the
army, but also as a chthonic god in the Kosmaj area.
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Finally, regarding this intriguing scene, the au-
thors of this paper would like to offer one more possi-
ble interpretation. Although we used the “aDStretch
application for rock art digital enhancement” for the
purpose of a possibly better identification of the scene,
the results were not sufficient to provide more infor-
mation (Fig. 6).32 Existing lines and surfaces are
more visible and that only provided an opportunity
for a different interpretation of the animal on the left.
The head of the animal is damaged but, based on the
tail, which is long and stretches to the corner of the
triangular pediment, it is possible to say that instead
of a dog, a panther is actually depicted here. In such a
space, the panther could be presented with a vessel
and as sacred animal of the god Dionysus, the Roman

30 Duganié¢ 2010, 674-675.
31 Ibid, 670-683.

32 https://www.dstretch.com/Apps/index3.html The authors
express their gratitude to their dear colleague Emilija Nikoli¢ for
providing the use of this application.
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Fig. 6. Funerary monument from Stojnik with the representation of Hercules rescuing Hesione
with applied “aDStretch application for rock art digital enhancement”

(photo-documentation: National Museum in Belgrade, inv. num. 22_43 and https://www.dstretch.com/Apps/index3.html)
Cn. 6. Hagipobnu ciitomenux uz Citiojruka ca upegciiagom Xepkynoeoi ciacasarba Xecuone

Kpo3 dpumersery ainuxayujy “‘aDStretch application for rock art digital enhancement”

(¢oimio-goxymeniiayuja: Hapognu mysej y beoipagy, une. 6p. 22 43 u https://www.dstretch.com/Apps/index3.html)

118 CTAPUHAP LXX/2020




Nadezda GAVRILOVIC VITAS, Jelena ANDELKOVIC GRASAR

A Message from Beyond the Grave: Hercules Rescuing Hesione on a Stojnik Funerary Monument (111-125)

Bacchus;?3 it is possible that this scene can point to a
Dionysiac context.* Bearing in mind the popularity
of this cult and its strong association with the cult of
death and immortality, it is possible that here too, as
in already known finds,> both gods are engaged in
conquering death, in a scene with a deep eschatologi-
cal meaning for any mortal when it comes to the
choice of his personal pictorial narrative and afterlife
message.

The funerary monument from Stojnik represents a
Roman monument unique because of its iconography
in the territory of Moesia Superior; containing a scene
from the myth of Hercules rescuing Hesione. The clos-
est geographical analogy can be found in the scenes
from the lateral sides of the lost sarcophagus of Maxi-
miana Aemilia, from Sisak, dated to the first half to
the mid 3" century (fig. 3).3¢ The representations of a
hero holding a bow and rescuing a half-draped girl
(on one of the lateral sides of the sarcophagus), and of
a hero holding a club and saving a naked girl (on the
other lateral side), were recognised as presentations
of Perseus and Andromeda.’” However, we are more
inclined to agree with the authors B. Migotti, M. Sasel
Kos and I. Raman-Livaja, who believe that because
of the attribute of a club and good knowledge of the
mythical episode of Hercules’ rescue of Hesione in
Pannonia Superior, these scenes as presented on the
lateral sides of the sarcophagus of Maximiana Aemil-
ia depict Hercules and Hesione, rather than Perseus
and Andromeda.3?

Since there are strong mythological and icono-
graphical analogies with the tale of Perseus saving
Andromeda (in both tales an innocent girl tied to a rock
is to be sacrificed to the sea monster ketos, which is
killed by a hero),3? sometimes it is very hard to say
which mythical story is presented, as, for example,
with the sarcophagus of Maximiana Aemilia, but the
opposite can also be true, as is demonstrated by the
relief from Golubi¢i, which was thought to present
Hercules with Hesione, but actually shows Perseus
and Andromeda.*

Close iconographical analogies with the scene from
the Stojnik monument can be observed on two stone
reliefs — a relief from Dallfingen dated to the 2"d—3rd
century, on which Hercules is holding a bow in his left
hand and approaching a naked Hesione, standing
frontally, and a funerary limestone relief from Hall-
statt, dated to the 2™ century.*! The only difference
between the scenes from the Stojnik monument and
the Hallstatt funerary relief is that on the latter, Her-
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cules is holding a club, not a bow and is swinging it
over his head. The detail of Hercules holding a bow is
known from three other iconographic presentations, a
lost sarcophagus from Rome, a marble discus from
Vienna*? and a funerary relief from Intercisa (Dunap-
entele).*3 In the context of the stylistic characteristics
of the Stojnik funerary monument, although its state
has deteriorated, it is clear that the artisan was well
acquainted with the myth of Hercules’ rescue of Hesi-
one and also aware of the popularity of Hercules in
the mining area of Kosmaj. There are similarities in
the way the human figures are carefully and skilfully
modelled between the scene from the Stojnik monu-
ment and the representation on the sarcophagus of
Gaius Severinus Vitalis from Koln, dated to the 214
century.** However, less skill is shown in the artisan’s
modelling of the animals in the Stojnik monument,
where the ketos is presented quite basically, as also are

33 Toynbee 1973, 82-86.

34 The authors would like to thank to Prof. Bojan Duri¢, who
drew their attention to the possibility of such an interpretation.

35 We will not enter into the elaboration of the close connec-
tion between Hercules and Dionysus, which exists from the 6
century BC, when they were worshipped together on Thasos. Berg-
quist 1973, 29. We will just emphasise that both deities triumphed
over death and, thus, became the symbols of good and brave deeds
with which they earned a happy and blissful afterlife.

36 Vukeli¢ 2009, 406—407. The sarcophagus of Maximiana
Aemilia was found in the area known as the necropolis of New Si-
sak, that is the south-western necropolis. For her hypothesis that
the scenes from the sarcophagus’ lateral sides present Perseus and
Andromeda, V. Vukeli¢ provides no valid argument apart from her
personl opinion. Vukeli¢ 2009, 393-420.

37 Ibid.

38 The arguments of the authors depend on the club in the god’s
hand and also the fact that the motifs of Hercules and Hesione
were familiar in Norico-Pannonian art. Migotti, Sasel Kos, Radman-
Livaja 2018, 20-22, SIL. 9.

39 Although the representations of Perseus and Andromeda
and Hercules with Hesione are contemporary and date from the 7
century BC, the scenes of Hercules with Hesione are much rarer in
Greek art than the former ones. Birchler, Chamay 1995, 52.

40 Tmamovi¢ 1977, 432, n. 204; Toynbee 1977, 377, i.

41 Oakley 1997, n. 22 and n. 33.

42 Tbid, n. 35, 36, 628.

43 On the funerary relief from Intercisa, Hercules is presented
with a club, but on his back the bow and arrows are visible. Toyn-
bee 1977, 382, ii.

44 The sarcophagus of the veteran Gaius Severinius Vitalis,
who served in the XXX Legion Ulpia Victrix from Koln, besides
the scene of Hercules rescuing Hesione, figures also a scene of
Theseus slaying the Minotaur. The sarcophagus dates from the
first half of the 2" century, https://pbase.com/bmcmorrow/image/
139483811.
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the figures of the animals in the hunting scene. Altho-
ugh the monument was made of a local stone, quar-
ried from the site of Bogovica, near Stojnik, by the
complex architectural type of the stela and by the
choice of the iconographical motifs, it is clear that the
deceased was a person of good financial status and
had a certain social impact within the society in which
he and his family lived. Judging by the iconographical
and stylistic characteristics, but also the palaeograph-
ic characteristics and known facts about the activity
of the cohors II Aurelia nova, the Stojnik monument
should be dated between AD 171 and AD 200.

Conclusion

Besides the usual decorative function of a myth
on funerary monuments, the choice of mythological
imagery as a vehicle for their funerary message,
which depended on the commissioner, in this case
wife and son, cannot be neglected.*> The language of
images and their rhetorical effects on funerary monu-
ments can be comprehend as archetypes, panegyric or
forms of mythopoesis.*® However, the relationship
between the deceased and the mythological figures
was oriented toward self-representation and com-
memoration, in order to idealise the memory of the
deceased and to create a ritual space for mourning
and consolation.*” Bearing in mind that the complexi-
ty of the mythological interpretation could be under-
stood as “culturally demanding language”, it might
have been expected that an important factor in choos-
ing of the myth would have been cultural identity.*3
Considering the power of images, in this case associ-
ated with the inscription as a personal background of
the suggested interpretation, some conclusions can be
recapitulated.

Judging by the motifs and the mythological tale
of Hercules rescuing Hesione presented on the Sto-
jnik funerary monument, we believe that the inspira-
tion for it came from Pannonia inferior, where funer-
ary art was rich in mythical themes and symbolism,
such as: Iphigenia in Taurus, the legend of the Sabine
women, Apollo chasing Daphne, Helena and Eros,
Hercules, a maenad or / and Venus, the sphinx, and
possibly Endymion, and where the population was
open to the symbolism that the themes, such as those
mentioned, were associated with for them.*® It is
quite logical that, as J. M. C. Toynbee rightly empha-
sised, the myths that are allegories of death, salvation
and victory over death, such as the tale of Hercules
rescuing Hesione from death, were favoured in sepul-
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chral provincial art.>® Therefore, it is quite logical
that Publius Aelius Victorinus, who was a soldier em-
ployed in guarding the mines in the Stojnik area,
would worship the deities associated with these myth-
ical stories, who were protectors of the army, miners
and mines and would put himself under their protec-
tion. The fact that Hercules was one of the dii mili-
tares and very popular among soldiers, but was also
venerated in Moesia Superior’s mining areas as the
protector of mines and miners, makes him the best
choice in that context, which is, as we already saw,
confirmed with examples of other funerary monu-
ments of soldiers carved with the mythical episode of
Hercules’ rescue of Hesione;’! for example the sar-
cophagus of the veteran Gaius Severinius Victorinus
from Koln, or a relief on a block from Muchhausen,
dedicated by the veteran L. Severinus Victorinus, 32
or a funerary relief from the Legionary fortress at
Chester? and, of course, our monument from Stojnik.
The mythological representations on funerary monu-
ments, besides carrying messages of the sadness and
sorrow of the deceased’s family for their lost loved
one, also contain their hopes and wishes for the de-
ceased’s fate and happiness, which are to be secured
in the afterlife. Among all mythological persons, there
is none more suitable, because of his life and fate af-
ter death, than Hercules.>* The presentation of the
mythological tale of Hercules’ rescue of Hesione
from the sea monster as a paradigm of virtue conquer-
ing the power of evil, combined with carefully chosen
motifs of the chthonian goddess with a dog or vessel
with a panther beside, suggesting a Dionysiac con-
text, the fabulous sea monsters with chthonic dimen-
sion and the hunting scene, undoubtedly point to-
wards the securing of a happy eternity through the
example of virtue and brave deeds. The episode that
precedes Hesione’s rescue by Hercules is actually her
sacrifice to the sea monster and, in such a context, it

45 Newby 2014, 256-257, with reference 6.

46 Cf. Holscher 2004; Elsner 2014, 316-350; Koortbojian
1995.

47 Birk 2014, 33-47.

48 Zanker and Ewald 2012, 34-36.

49 Migotti, Sagel Kos, Radman-Livaja 2018, 181.
50 Toynbee 1977, 407.

51 Henig 1970, 261.

52 Toynbee 1977, 382, iv, 383, vi,

53 Henig, Webster 2004, 29-30.

54 Cumont 1966, 415.
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may additionally be possible to consider a connection
between this kind of background scene and the prac-
tice of devotio — involving the death of commanders
in the field, vowed to commit themselves and the ene-
my troops to the gods of the underworld in order to
ensure a Roman victory.>> Thus, the mythological ep-
isode of Hercules rescuing Hesione on the Stojnik fu-

nerary monument symbolises, in an eschatological
and possibly soteriological context,® the life of the
deceased as a victory of life over death, as Publius
Aelius Victorinus, with his virtues and courage, earned
eternal life as his ultimate reward.

Translated by the authors
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55 Schultz 2016, 58-76.
56 Bayet 1974, 248; Birchler, Chamay 1995, 56.
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Pezume: HALEXIA TABPMIJIOBUR BUTAC, Apxeonomku HHCTHTYT, beorpax
JEJIEHA AHBEJIKOBWh I'PAIIIAP, Apxeomnomku HHCTHTYT, beorpan

CA OHE CTPAHE I'POBA:

INPEJACTABA XEPKYJIOBOI' CIIACABAIbA XECHUOHE.
HNPUMEP HAAT'POBHOI' CIIOMEHUKA U3 CTOJHUKA

Knyune peuu. — Xepkyn, Xecnona, Mutosonika cruexa, CTojHUK, HaArpoOHH CIIOMEHHK

Meby peTkuM pUMCKUM HAArPOOHHM CIOMEHHI[MA Ca MUTO-
JIOIIKUM TpefctaBama u3 [opme Mesuje n3ziBaja ce CIIOMEHUK
0] CHBOT Kpeurbaka u3 CTOjHHKA, U TO MO UKOHOTPA(CKOj CIIEHN
— JeIMHCTBEHO] HA MPOCTOPY PUMCKHX MPOBHHIHKja LIEHTpaJl-
Hor bankana — koja npukasyje XepKylI0Bo criacaBame XeCHOHe
O]l MOPCKOT Yy/IOBHIITA KeTOCA. Y MUTamky je HaArpoOHa cTea
APXMTEKTOHCKOT THIA, Ca TPOYraOHUM 3a0aTOM, MHTOJIOIIKOM
CLICHOM TPE/ICTABIbEHOM y CAMKYJIM M Ca HATIIHCHUM IOJHEM.
@DyHepapHH CIIOMEHHK je 60rato JACKOPHUCAH Pa3IHYUTUM MO-
THUBHMA, a M3 TEKCTa HATIHCA ca3Haje ce na je mocsehen CeHu-
Ma MpTBHX 300r cMptH [Ty6nuja Ennja Bukropunyca, BeTepana
xoxopre II Aypenuje HoBe. CIIOMEHHUK Cy ITOJHININ FHEroBa Cy-
npyra Aypenuja Pypuna n muxoB cun [Tyommje Enmje Axymm-
anyc. Koxopra Il Aypenuja HoBa Omiia je jesHa Off mecT KOXop-
TH KOje Cy Tpel Kpaj ApPyror BeKa OCHOBAaHE y IIHJbY YyBarba
pyanuka y obnactu lllymanuje, n To perpyToBameM yIriiaBHOM
JIOKQJTHOT CTAHOBHUILITBA, KOME je HajBEpOBATHHUjE MPHUIIALA0 U
npemunyiu [Tyonuje Enuje Axynnanyc. C 063upom Ha TO 1a ¢y
apXxeoJIoIIKa UCTPAXKHUBAa MOTBP/KIA TOCTOjahe BOJHOT JIO-
ropa Ha npoctopy CTOjHHKa, Ka0 U MOCTOjarbe OOJTHUIIE 3 BOj-
nuke xoxopre Il Aypenuje HOBe y mOMeHyToj 00JacTH, MpeT-
MoCTaBJba Ce Jia je 0Ba Koxopra Ouiia 3a1yxeHa 3a 6e30eqHoCT
KaKo pyIHHYKE eKCIUIoaTalllje 0JoBa, cpedpa, 371ara u TBoxkha,
TaKo u pyaapa u3 oonactu CTojHHKA.

HaarpoOHu cioMeHUK caIpyKi HEKOJTMKO HKOHOTPa(CKUX
CLICHA PA3JIUYMTE CAAPKUHE: Yy CPEAMHM TPOyraoHOr 3adara
MpHUKa3aHM Cy JKEHCKa (HUrypa Koja CTOjU M JECHO Of Hhe mac
Koju mije u3 cyaa (?), OMHOCHO Cyl, y CPEAMHU CLIEHE, ca MaH-
TEPOM JIECHO Of Bhera (ycie HelocTaTka rOper ielia CLeHe 1
yTuIaja armocgepanija, HeMoryhe je U3BpIIUTH CUTYPHY HICH-
TH(UKanyjy MOTHBA y CpeiHY 3a0ara). Y CIIOJFHHUM yIIIOBHMA
TpOyraoHor 3adara MpeJcTaB/beHa Cy [[Ba MOPCKA 4y/IOBHIITA,
C yTUM pUOJBUM PEroM, Kako Mpe/ M HoraMma cToje Ha Jby-
ckuM Jiobamama (?). Vicrion Tpoyraonor 3abara je TaHak ¢pus,
a MCIIOJ] Bera je IPe/ICTaBJbeHa eJUKYJa Ca MUTOJIOIIKOM CIie-
HOM. Y LIEHTpY CLIeHe NPHKa3aHa je Miaja Hara (MM MoJTyHa-
ra) eBojKa, ca pykama IIpUKOBaHKM 3a [1033iuHy (cTeHa?), 10K
je ¢ meHe JieBe CTpaHe MpUKa3aH Har MyIIKapall, HarjlaiieHe
MYCKyJIaType, Mopel Yuje ce JICBe HOre Hajla3u OaTHHA, KOjH Y
pykama MMa JIyK U3 KOjer Oflalliibe CTPelly Ka MOPCKOM 4y/0-
BUIITY IITO j& MPEICTaB/beHO U3 Mpoduia ca AeBOjUnHE JeCHE
cTpaHe. MOpCKO YyJJOBHINTE KETOC HATHILE CE TOPHUM JIETIOM
Tena U NpeImbuM HOorama Ipema JIeBOjIM y HaMepH Jia joj Hay-
1. Mcnion; 0Be MUTOJIOIIKE CLIEHE Halla3u ce (pu3 ca mpecra-
BOM JIOBa, Y K0jOj Cy IPHKAa3aHH jesieH (rmac?) v 71Ba A1BJba BEmpa.
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Hcnon dpusa ce Hamasu yayOJbeHO T0JbE ca HATIUCOM, (iaH-
KHpaHO CTYOOBMMa ca KalUTeIMMa, a HCIOJ Hhera je mpasHo
nosee. Mako XepkyitoBo opykje y MKOHOTpadckoj MpeacTaBn
criacaBama XeCHOHE HHje GaTHHa IITO Ce HaJa3H Mope] mera,
Beh JTyk ca cTpenaMa — JIyK Kao opyxje Oora mojaBibyje ce Ha
IIPBOj 1O caja IO3HATOj HPEJCTaBH XEpKYyJIOBOT CllacaBamba
XecuoHe u3 7. BeKa 1pe H.e. (KOPHHTCKU KpaTep), Kao U Ha joIl
cBera TpH peJbeda ca mpocTopa APyrux PUMCKHUX MPOBHHIIMjA.
MuTosnonika npeacraBa XepKyJIoBOI criacaBamba XeCHOHE O]
MOPCKOI' YyA0BHUIITA ITpUIla/la BbETOBUM )IO)KI/IBJ'bajI/IMa HAaKOH
noxoza Ha Amasonke. ITomro eo merosor obehama naror 60-
roBuma Anonony u [locejioHy HHUje HCIyHEeH, Ha TPOjaHCKOT
kpasba Jlaomenona u Tpojy mocnaro je MOpPCKO 4yZOBHILTE, &
JEAMHU HAYUH J]a ce€ OHO yMHUpH OmIIo je kpTBOBame Jlaomeno-
HoBe khepu Xecuone. Jlaomenon obehaBa oHOMe Ko My crmace
xhep cBoje GecMpTHE KOmbe, Te XEepKyJI OJIa3u Ja ce CYOdH C
MOPCKHM YYIOBHIITEM, Koje yOuja a XecnoHy cracaBa oJf CH-
I'ypHE CMpPTH.

Murt 0 Xepkyny 1 XeCHOHH CIiajia y alleroOpHjcKe Ipude o
mobenu Haj cMphy U 3a700ujamy OECMPTHOT JKHBOTA HAKOH
cMptu mmyteM BpimHe. OHE Cy ympaBo 300T CBOje CHMOOIHKE
Ouiie OMHUJbCHE HAa PUMCKHM HaJrPOOHHM CIIOMEHHIMA. Xep-
KyJI, KOj! je MPEJICTaBIbao jeTHO O] OMUJBEHHX BOJHUX OOKaH-
CTaBa, 3aIUTUTHHKA PyJapa U pyAHHKa, ajiu Takohe u Gora ca
XTOHCKOM JIMMEH3HjoM, OO je, 3axBasbyjyhu CBOM JKHBOTY U
XpaOpuM JenuMa, naeallaH IpuMep 3a CMPTHHKE KOjU Cy Ha-
cTojasi 1a cebu 00e30e/1e UCTy CyIOMHY TOMyT XEpPKYyIoBe Yy
KOHTEKCTY KHMBOTa HAaKOH CMPTH 3aciyKeHor xpabpourhy, Mo-
pasiom u yacuouthy. Ecxaronomnika, a moryhe u coreprononka,
cumbonrka HaarpoOHor crioMennka u3 CTOjHHMKA JOAATHO je
MOJIByY€HA MPE/ICTaBOM y TPOYTraOHOM 3a0aTy, MOTHBHMA MOP-
CKHX Yy/IOBHIITA Y CIIOJbHUM YIVIOBUMA 3a0ara U CLICHOM JIOBa
y Gpusy usmelhy MHTOJNONIKE CLEHE Yy SAUKYIM M HATIHCHOT
mmoJba crioMeHuka. Ilpernocraska je fa ce y HEHTPaIHO] Mpe-
CTaBM yHyTap 3a0ara, y NMpHKa3y jKeHE ca IICOM, MOXKeE TPero-
3HATH je[JHa OJI XTOHCKHUX OOTHIba KOja je MOIITOBaHA Ha PYA-
HIUKOM mpoctopy Crojuuka — Jlea Opkuja mwim Tepa Marep,
WIIH TIaK TO JIa j¢ UMIUTHLMPAH MOHU3H]CKH XTOHCKH KOHTEKCT,
YKOJIMKO je TPEJICTaBJbEH CYJ Ca MaHTEPOM JIECHO Of Hbera.
ITpezncTaBe J10Ba MO3HATE Cy IaK ca ceJaM HaArpOOHHX crioMe-
nuka y [opmoj Mesnju u cumbonusyjy xpabpocT U BpiIHHY
MIOKOJHHKA IyTeM KOJjUX OH JIOCTIDKE OSCMPTHOCT Y JKHBOTY
I0CJIe CMPTH.

Murtosolika npescTaBa XepKyJIoBOr criacaBama XeCHOHE
Omta je y neproy puMcKe BllaJlaBUHE HApOYUTO IOITyJIapHa Ha
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A Message from Beyond the Grave: Hercules Rescuing Hesione on a Stojnik Funerary Monument (111-125)

HaJArpOOHUM CHOMEHHIMMA U3 CEBEPHHUX MPOBHHIIN]A, a IPET-
MOCTaBJba Ce J1a je Taj TuM npezcrasa y [opmy Mesujy nocneo
u3 Jlomwe [lanonuje, rie je 6o 100po MO3HAT U OMUIBCH, HAPO-
4nuTO Melh)y BojHHIIMMA.

MurToJomka mpejacTaBa ca HaJArpoOOHOI CIIOMEHHKA U3
CrojHrka nma reorpad)cku HajOMKy aHAJIOTH]Y Y CIIeHaMa ca
6ouHux crtpana u3ryosbeHor capkodara Maxcumujane Emmje
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n3 Cucka, Kao MITo je UKOHOrpad)CKH CIMYHA MpeacTaBama ca
pesbeda u3 JlanpuHreHa u CIieHH ca HAATPOOHOT CIIOMEHHUKA 13
Xammrara. Ha OCHOBY CTHJICKHX KapaKTepUCTHKA, HAATPOOHH
cniomenuk n3 CrojHuKa jaaryje ce y mepuon ox 171. mo 200.
rOJMHE H.C. ¥ MPEJCTaB/ba 3a Cajia je[UHy IpeacTaBy XepKy-
JIOBOT CllacaBama XeCHOHE O/l MOPCKOT YYOBHIITA Ca MPOCTO-
pa pumcke nposutuuje [opme Mesuje.

CTAPUHAP LXX/2020



