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ABSTRACT

The present article offers analysis of the garments of women represented in the burial chambers of the Thracian tombs at
Kazanlak (280-265 BC) and Sveshtari (the end of the first/beginning of the second quarter of the 3 c. BC). The accompa-
nying accessories, makeup, hair dresses and shoes are also discussed. The women are dressed in a Greek fashion. Some of
their garments have specific features and deliver complex, non-verbal messages, while manifesting a social status, identity,
rank and personal qualities. Unquestionably, the depicted garments do not represent the usual, for that time in Thrace, cloth-
ing, but confirm the observations that the attire of the local elite follows completely the fashionable Hellenistic trends. The
established diagnostic features of the garments point to the narratives of the discussed painted scenes: wedding motifs in
Kazanlak tomb and a public event with religious and mythological connotations in Sveshtari.
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BbBeneHue

VkoHorpadusita Ha 006/1eK/ia BUHAry U HaBCSIKb/le e CMsITaHa 3a BayKeH U3TOYHMK Ha MH(pOpMa-
L¥sI, KOMTO /IOMTBbJ/IBA MMUCMEHHTe CBeJieHUs U 3ara3eHrTe OCTaHKU OT ThKaHW. Makap n3o0pa3eHuTe
Jpexu Jia He TIpe/CTaB/IsIBaT TOUHM PEIVIMKY Ha peaqH0 HOCEeHUTe HIKOra KOCTIOMH, BUABT UM He-
CbMHEHO e 011 pa3rio3HaBaeM 3a CbBpeMeHHHULUTE U Y/I0B/IeTBOPsIBa/l KeJIaHUeTO Ha MOPbUUTe/IUTe
Ja ObJat rpe/icTaBeHU B U3KMCKaHu ToaneTu (Brans, Harris 2022, 2—-3). HapucyBaHUTe B TPaKUHACKH-
Te rpoOHULIM 00/1eK/1a e/Ba JI BB3IIPOU3BEXK/1aT HaTb/IHO 0OMualiHus 3a OHOBa BpeMe dress code, HO
CbC CUTYPHOCT ChAbp>KaT Ba’KHa MH(OPMaLMs 3a XopaTa, KOUTO Th HOCST.

B Tpu 0T neTTe yKpaceHH ChC CTEHONMCH TPaKUMCKY rpoOHUIIM ca n306paseHy obieuenu ¢u-
rypu. Te ca Ha Mb)Ke M )KEHH C pa3/iMuHa COLiMa/Ha [IPUHA/JIEKHOCT, [T0Ka3aH! B CLIeHU C pa3inyeH
crokeT. Haie)kiHY laHHU 3a »KeHCKM o0sieKsia 3acera NpejjoCcTaBsT CaMO CTeHOIMCHTe B rorpebai-
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O6p. 1. IlenmpanHama ¢ueypanHa cyeHa 8 noepebarHama kamepa Ha Kazanneswikama epobHuya: obneueHu
C XUMOHU JHceHu, Koumo Hocsim nodapasyu (cHumka G. Luglio)
Fig. 1. The central figural scene in the burial chamber of the Kazanlak tomb: chiton-clad women bearing
gifts (photo G. Luglio)

HUTe KaMmepu Ha rpobuurure B Kaszannsk (280-265 r. ip.Xp., Stoyanova 2005; 280-270 r. ip.Xp.,
Dimitrov 2016a, 29; 3a ocrananuTe gatu Parvin 2015, 34) u Celjapu (Kpasi Ha TbpBaTa — Haua0ToO
Ha BTopara uetBbpT Ha III B. ip.Xp., Chichikova et al. 2012, 76). Criopex I'eopru KutoB nma uetu-
pu GUrypu Ha >keHu U B TpoOHUILIaTa B AJIeKCaH/IPOBO, KOMTO TOW BWXK/A B CLIEHH BbPXY HO)KHATa
CTeHa Ha KOpUJOpa, HaJ, BXoZla KbM rpoOHaTa KamMepa U BBPXY [OMHUS (pr3 B KYIOJHOTO TOMe-
menue (Kitov 2004, 157-160). ToBa MHeHHe e OCHOBaTeSHO OCIMOPEHO, Thi KaTo HUTO ApexuTe,
HUTO CIOXKETBT TIpe/rionarar nofobHa uaeHtudukanms. MzobpasenuTe Gpurypu ca Ha MbxKe, KOUTO
VMar sicHa QYHKIUs KakTo B OaranHuTe criend (Avramova 2015, 70-71), Taka u B Ta3u ¢ OaHKeT
(Stoyanov 2008, 62).

Oo6nekno

JKenure, n3obpasenu B rpobHuLuTe B KasaHabk 1 B CBelllapy, HOCST [T03HATH IPBLIKU [JPeXU
¥ obuualiHuTe 3a TAX akcecoapu. IIpu fgoceramHara UM HAeHTHGUKALMS, C MaJKH U3K/IFOUEHHUs
kopekTHa (Hristova 1997), He ca 06ChK/IaHU OT/Ie/THUTE eJleMeHTH Ha KOCTIOMa, HUTO TeXHUSIT TeHe-
3uc. JIUrcea ¥ KOMEeHTap 3a TOBa /I0 KakBa CTelneH TpeCTaBeHOTO yKeHCKO 00/1eK/10 e 61o momyssip-
HO B TpaKuiicka cpefia, Jjaly U Kak TOUHO Ce BIIMCBA B TOrapalllHaTa eJIMHUCTHUecKa MoJa.

CpeJ, HapUCyBaHUTe >XeHCKH JIpexy ce pas/ryaBaT XUTOH, MelaoC U XUMaTUOH. 3aBbplieH
BU/] Ha TOAJIeTUTe MPHUJaBaT N300pa3eHnTe akCecoapy, TPyUM, TIPHUECKH U 00yBKH.
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O6p. 2. IlenmpanHama ¢ueypanHa cyeHa 8 noepebanrHama kamepa Ha Kaszanaewikama epobHuya:
My3UKaHmku, obneueHu ¢ xumou (cHumka G. Luglio)
Fig. 2. The central figural scene in the burial chamber in the Kazanlak tomb: female musicians wearing
chitons (photo G. Luglio).

XUTOH (XIT®V)

YeTHpH >KeHH, YacT OT CBHUTaTa B LjeHTpa/iHara cljeHa B Ka3aHmblKara rpoOHUIIA (JBe My-
3WKaHTKH ¥ [[Be ,,[IPUCTY’KHUUKK ), ca 00sieueHu B IBYL[BETHH ,,KbCOPBKaBHU“! xuToHM (Zhivkova
1976, 38-39) ¢ apmkuHa o crhrianata (Yitewv modnpng) (Lee 2015, 106, 110). [TnaTbT e JBOWHO
CT'BbHAT B TOPHATa CU YacT, KaTo TperbHaTaTa ThKaH J0CTUTa /10 CpefiaTa Ha OezipaTta v maZia HaJjomy
B KpacuB Habop. ThHKa TMHKS MapKKpa MSICTOTO Ha TIperiacBaHe Ha XUTOHa o repaute (06p. 1-2).

XwurtoHure ca 6esy, MPOIIAPeHH C IIUPOKH JKbITO-Ka(siBU U YepBeHO-KahsiBU UBHUIIA, KOUTO
ce CITyCKaT BepTHKa/HO M0 LjsijlaTa UM Jb/DKAHA OTIIpeJ, WM ABycTpaHHO. [Ipu fpanvpaHeTo Ha
Jpexara ca o¢opmeHu V-o6pasHo (TIpu AiBeTe My3UKaHTKK) U 00/10 (TIpH /IBETE ,,TPUCTY>KHUUKH )
JleKouTe.

C awbrbr XUTOH e obsileyeHa M )KeHaTa OT 3HATHAaTa JBoWKa B KasaHsbluKara rpoOHHLA
(Zhivkova 1976, 35) (06p. 3). [lpexaTa Ma KbCH PbKaBH U € OT OsiT T1/1aT, UHETO BUCOKO KaueCTBO €
TMoZiuepTaHo OT Xy 0KHUKA. [IpasHMUHOCTTa Ha TO3U CHE)KHOOSI/T XUTOH € [J0ITb/IHeHa OT MpUIIMTaTa
B JIO/THaTa My 4acT I10 LIMPUHA TSCHA JIeHTa, BbPXY KOSITO ca U300pa3eHy KOCO TOJI0XKEHU >Kb/ITH JIU-
HUU. XUTOHBT Ha KeHaTra e KOMOWHHPaH C Ab/IbI' XUMaTHOH C YepBeHO-Ka(siB LIBAT, KOMTO MOKpHBa
roJifiMa 4acT OT TsUIOTO U JisiBaTa U pbKa OT paMOTO Ha/louy.

J'bry XUTOHU HOCAT U YeTUPUTE ,,TIPUCTYKHUUKU® OT I1eCTBHUETO, 1300pa3eHo B JIFOHeTA Ha
Caewjapckara rpobxutia (06p. 4). Eaun ot Tsx e 6e3pbKaBeH (1pu IrbpBaTa (urypa), a ocraHaauTe

1 Koraro riarbT, OT KOWTO € 0hOpMEH XUTOHBT, € MO-IIUPOK, TOW Tajila OT paMeHeTe HaJlo/y Taka, Ue Ch3/jaBa
BIleUaT/ieHWe 3a HaJIMYMETO Ha KbC PbKAaB. XUTOHBT MOXKE /la MMa U TPUIIUTH WM 3aKPeTeH! C KOIMUeTa Mo [Ib/DKHHA
pokaBu (Lee 2015, 106).
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O6p. 3. Llenmpaanama ¢pueypanHa cyeHa 8 noepebaiHama kamepa Ha Kazamaswikama epobHuya:
006/1eK/10Mo Ha JceHama om 3HamHama deolika (cHumka G. Luglio)
Fig. 3. The central figural scene from the burial chamber in the Kazanlak tomb: the clothing of the woman of
the noble couple (photo G. Luglio)
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O6p. 4. I'pobHUyama Kpati Ceewjapu: ¢ueypaaHama cyeHa 8 A1oHema Ha nozpebaaHama kamepa
(no Chichikova et al. 2012, fig. 64)
Fig. 4. The tomb near Sveshtari: the figural scene in the lunette of the burial chamber
(after Chichikova et al. 2012, fig. 64)

O6p. 5. I'pobHUyama Kpati Ceewjapu: obneyeHa ¢ XUmoH U XUMAMUOH diceHa om ¢pueypairHama cyeHa
8 IIoHema Ha nozpebaaHama kamepa, demaiin (no Chichikova et al. 2012, fig. 66)
Fig. 5. The tomb near Sveshtari: a chiton- and himation-clad woman from the figural scene in the lunette
of the burial chamber, detail (after Chichikova et al. 2012, fig. 66)

— KbCOpBKaBHHM. [lekonTeTata uM ca V-o06pa3Ho odopmeHH. 3a pa3/ivKa OT XUTOHHUTE Ha YeTUPHUTE
»keHW B KazansbllKaTa TpOOHULIA T€3W Ca HalpaBeHW OT eJMHUYHM TapyeTa IIaT, ChC CUT'YPHOCT
TnperiacaH B 06/1acTTa Ha KPbCTa CaMo TIPH MJIa/aTa >KeHa, KOSITO HOCH ChJi 32 6/1arOBOHUSI ¥ OMHOXOE.
XUTOHUTE Ca TIOYNPO3PauHM M aKo Ce Ch/IH T10 [IBeTe ABOWKH YCIIOPeIHU OTBECHH JIMHUU, OTKPOS-
Ballly Ce BbPXY /IDEXHTE Ha ITbpBaTa 1 M0C/ie/[HaTa yUaCTHUYKA B I11eCTBUETO — C UBWYHU 11apku (Fol
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O6p. 6. I'pobHuyama kpaii Ceewjapu: cegepo3anaoHama cmeHa Ha noz2pedaaHama Kkamepa ¢ Kapuamuou
NeNe 4-7, demaiin (no Chichikova et al. 2012, fig. 38)
Fig. 6. The tomb near Sveshtari: the northwest wall of the burial chamber with caryatids nos 4-7, detail
(after Chichikova et al. 2012, fig. 38)

O6p. 7. I'pobHuyama kpati Ceewjapu:
kapuamuda Ne 1 (no Chichikova et al.
2012, fig. 50)

Fig. 7. The tomb near Sveshtari:
caryatid no. 1 (after Chichikova et al.
2012, fig. 50)
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et al. 1986, 110-111; Chichikova et al. 2012, 49).

JKeHara, KosITO TI0fiaBa BeHel] Ha n300pa3eHus Mpes Hest KOHHUK B CBelljapckara TpoOHMLIa,
HOCH JBJTBI Oe3pbKaBeH XUTOH B KOMOWHALWS C JUAarOHAIHO JparnvpaH ¥ TIpeMeTHAT Ipe3 JITBOTO
¥ paMoO [IBJIbI XMUMAaTHOH, YAKWTO Kpall BUCH TIOf, KMTKaTa Ha jsiBara 1 pbKa (Fol et al. 1986, 115;
Chichikova et al. 2012, 47-48) (06p. 5). BbpXy /j0/1HaTa yacT Ha rosiara ¥ o IUpuHa ce 3abesisi3Ba
JleTaiis1, KOMTOo HaroZo0siBa MPUILINTA JIeHTa C ODHaMeHTH TIPU JipexaTa Ha keHata oT KasaH/blikara
rpoOHuIIa. YKpaceH e U JOJHUAT Pb0 Ha XWTOHA. B TopHaTa uacT Ha Jpexara ca u3o0paseHu [Be
[IBOMKH yCIIOPeJHH OTBECHU JIMHUM, TIPEATIO/IaraeM 3HakK 3a JeKopalysi, BUJUM BbPXYy XUTOHUTE U
Ha YacT OT CJIe/IBallUTe 5 )KeHU OT LIeCTBUETO (BXK. M0O-TOpe).

XUTOHUTE Ha JieceTTe W3BassHU BbB BUCOK pesied Kapuatugu B CBelljapckara rpoOHUIIA ca
0e3pbKaBHU, [I'BJITH U PA3/IMUHU OT TPaZMIIMOHHATa euHCKa apexa (Chichikova et al. 2012, 39-43).
[IBOIHO TIperbHATUST B FOPHATA CU YacT IJIaT, BMECTO /ia Tiajia CBOOO/HO, € C [BJITH Kpauila, og-
OpMEeHU KbM cpejiaTa Ha OefipaTa KaTo TPH aKaHTOBH JIUCTA, KPaHWTE OT KOMTO Ca 3aBUTH Harope.
Iexonterata ca V-00pasHH, a KOJIaHBT € TTIOCTABeH OKO0JI0 KpbcTa (006p. 6). XUTOHUTE ca Mpo3pau-
HU, CWJTHO /IpalTipaHy U OLIBeTeHU B JIMJIABO (TIPU [IEKOJITETO U BePTHKAJHUTe PHOOBe Ha Jjpexara
OTIpe/1), CUHBO (TIPY aKaHTOBUTE JIMCTA), CHHLO U uepBeHo (Tpu KosaauTe) (06p. 7). BapuaHTu Ha
TO3U eK30THUYeH KOCTIOM Ca MMO3HATH OT MaMeTHUI U3BbH Tpakusi, KaTo HABCSIKb/e N300pa3eHusT
pacTuTesieH MOTUB Ce OCHOBaBa Ha CHMBOJIMKATa W WKOHOTpadusTa Ha CBbP3aHM C TpUpojaTta u
TO/I3eMHUS CBAT OOXKeCTBA B MUTOJIOTHHTE Ha HacejeHueTo Ha FOrowstouHa EBpora, M3TouHOTO
CpeauzemMHOMOpHe U AHaTO/IMs. BHU3yamHO U XpOHOIOTHYeCKU Hak-0/Ti3KHU /10 M300pa3eHnuTe Jpexu
¥ MOTHBH Ca nameTHULIM oT Masa A3ust u Makenonus (Valeva 1995, ¢ sut.; Chichikova et al. 2012,
44, ¢ mut.; Grudeva 2015, c yir.).

Mennoc (TTEmA0()

[pexata Ha HOcell|aTa ITOJJHOC C MJI0/I0Be BUCOKA >KeHa OT LieHTpajiHaTa cljeHa B Ka3aH/bliKa-
Ta rpOOHUIIA U3I/IeX/]a HallpaBeHa OT MJTbTEeH T/1aT, KOWTO 00pa3yBa TeXXKH I'bHKU U TIPUKPUBA Gop-
MuTe Ha Ts10TO (00p. 8). Ts e onmpumuaBaHa Ha nervioc (Zhivkova 1976, 37; Ognenova-Marinova
1991, 15), Ha XUTOH, Ha MernIoc, KoMbuHKUpaH ¢ xumaTroH (Rabadzhiev 2002, 57; Valeva 2015, 185).

®dopManHO TMOr/ieHaTO, BCSIKO MPaBOBI'BIHO Tapue IaT, JApanupaHo OKOJO TSI0TO U TIpU-
I'bPYKaHO KbM HET0 C UIJIM U BPB3KH, MOXKe /1a TIPOMeHsT PYyHKIUATa CU, BKJTFOUHUTETHO /la TIPEBbPHE
enuH reryioc B xuMmaThoH (Llewellyn-Jones 2003, 25). Bbripeku ToBa ujesita 3a U300pa3eH B TO3U
C/lydaii XUMaTHOH e HelpueM/iiBa. XMMaTHOHBT € BUJ, MaHTUsI, KOSITO TIOPSIIUYHUTE TPBI[KU YKEHU
HOCST CaMO B KOMOMHAIWsI C XUTOH M HUKOTAa CaMOCTOsITeJTHO. Makap ¥ Hall-ueCcTo W3IO/3BaH 3a
3a0ysBaHe, TOW WM € HaMeTKa 3a [S/IOTO TSUI0, WX Ce TIOZIPeXKAa OKOJIO JO/THaTa My YacT Taka, ue
Jla TIOKpYBa e/IHOTO paMo, KaTo OCTaes jpyrara pbka cBobozHa (Llewellyn-Jones 2003, 54-58; Lee
2015, 114). Ilo To3u HAUMH HOCSAT XMMaTUOHA KaKTO yKeHaTa OT 3HaTHaTa JBOWKa B Ta3M CIieHa, Taka
Y >KeHara, TofiaBaliia BeHel| B rpobHuiiaTa ot CBelapy.

TpaAULIMOHHUSAT TeTJIOC Tpe/CTaB/siBa ApanuvpaH 0KOJIO TSJIOTO TEXBK BbIHEH IIaT, 3aKpe-
TISTH ITbPBOHAYa/IHO B 006s1acTTa Ha pameHeTe ¢ urii. C Hero ca obsieueHn >keHnTe B OMUPOBUS €110C,
HO Ollle B Kpasi Ha apXanyHara erioxa TOu MoCTeleHHO e U3MeCTeH OT TI0-7IeKUsi JieHeH XUTOH HaBCsi-
Kbe B enmuHckus ceaT (Tsouli 2018, 196). Cnen ['ppko-TiepcuiickyTe BOWHU TETIIOCHT Ce 3aBpblija
B MKOHOTpadusTa, Hali-Beue B CIeHW C MUTUYHO ChbpP)KaHUe WU 00’KeCTBEHO TIPUCHCTBHE, KAaTo
XapaKTepHUTE MY 3aKOITUaKi U3ue3BaT KakKTo OT apXeoJ0ThueCKHUTe HaXOKH, Taka M B YacCT OT U3-
obpaxenusTa (Lee 2012, 182).

M3o06pa3eHara TyK jipexa e Oe3pbKaBHa, He e 3aKOIMuaHa Ha paMeHeTe, UMa YepBeHO-KahsB
L[BAT ¥ € U3HeHA/IBaIl[0 CHab/ieHa 1o [Ib/DKUHA OTIPE/] C IIUPOKO 05710 Tlapue miaT. PUCyHKaTa Ha-
TOMHSI MO/leJla Ha [IByLIBETHUTE XUTOHU Ha OCTaHA/IUTe YYAaCTHUUKU B LIECTBUETO, HO OCTaBsl BIle-
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O6p. 8. [lenmpanxnama ¢pueypanxa cyeHa 8 noepebaaHama kamepa Ha Kazauaswkama epobHuya: obneueHa
C Nenjoc ceHa, Kosimo Hocu naodoee, demaiin (cHumka G. Luglio)
Fig. 8. The central figural scene in the burial chamber of the Kazanlak tomb: a peplos-clad woman carrying
fruit, detail (photo G. Luglio)
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yaT/ieHWe 3a pa3/ivKa B fiebenyHaTa Ha HUILKUTE Ha /iBaTa Iiata, Kato OenusT e mo-¢uH. [Ipexara
e C ['b/DKUHA [I0 CThIla/aTa, a B rOpPHATa CM YacT TJIaThT € JABOMHO Cr'bHAT, KaTo T.Hap. OMOMTLYHX
(oBeue 3a TepmuHa y Lee 2004; 2015, 100) mokpuea u3rsyio Topca. OTKbM T'bpba mperbHarTara
ThKaH e U3bpIiaHa Harope Taka, ue jja 3akpue kocara karo Boas (Llewellyn-Jones 2003, 59 Hapuua
TO3M CTHJI Ha 3a0y/iBaHe, MOMy/IIpeH Mpe3 Bropara MojoB1Ha Ha V B. mip. Xp., ,,kolpos-veil®). TTo Ta3u
npuyYrHa u3o0pa3eHara Jpexa e 6e3 mosic Wi kosaH. lekonreto e V-06pasHo.

HauuHbT, 0 KOUTO U3I/IeXK/a TO3U KOCTIOM, MpeArioara Wi pucyHKa Ha XUTOH U Tervioc,
WM CaMO Ha TIeryioc, UAUTO BUJ, U TIOJIMXPOMUS Hali-BePOSITHO Ca ChTBOPEHU OT CaMUsl XY/I0’KHUK.
[IbpBUAT BapuaHT U3IJIeXK/a M0-MajKo Bb3MOKEH He 3allf0TO IphbLiKaTa MOZa He TI03HaBa eJHOBpe-
MEeHHOTO HoceHe Ha XuUTOH u merioc (Lee 2010, 59; 2015, 110), a 3a1j0To BepTUKaAHUTe Kpauiija Ha
rerioca 0OMKHOBEHO Ca OTBOPEHU OTCTPaHH, a He otmipes (Lee 2015, 100). TToka3aHaTa JByLBeTHA
Zpexa obade He e U3K/IIOUEHKe, 3aI[0TO JIMTePaTyPHU U BU3YaJTHU U3TOUHUIIM CBU/IETE/ICTBAT 3a Tie-
TJIOCH, YKpaceH! C TeOMeTPUUHU U pacTuTenHd opHameHTH (Lee 2012, 182).

XumMaTunoH (ipdtiov)

XUMaTHOHBT € HaMeTKa, KOSITO Ce OTHACS KbM KaTeropusrta emANHoTd, T.e. TOPHU JIPEXH.
ToBa b/Ir0 MPaBOBI'B/IHO Napye IJ1aT € BaKHa YacT OT ToasieTa KaKTo Ha MbsKeTe, Taka U Ha )KeHUTe
B IPBLIKUS CBST. 3a pas/vKa OT MbXKeTe KeHUTe PsiIKO HOCSAT CaMO XMMaTHOH, a T0O KOMOWHMpAT €
XUTOH. XMMaTHOHBT MOXKE /la Ce Zparipa 1o pasirieH HaukH, HO yKeHUTe 0OMKHOBEHO I'0 YBHBAT
[TMarOHATHO OKOJIO TSJIOTO CH TaKa, ue Jja OKPUST eHOTO oT BeTe cv pameHa (Lee 2015, 113 u ci1,;
Tsouli 2018, 199).

[Be ot )xeHUTe, N300pa3eH! B pa3ryiekjaHnTe TaMeTHULH, Ca TIOKa3aH! C XUMaTHOH B KOMOU-
Hauus ¢ xuToH. [1pu )keHara, roziaBaita BeHel] B CBelljapy, TOM e YBUT JUarOHaTHO OKOJIO TAI0TO U
TIOKPUBA JITBOTO M PaMo, KaTo OCTaBsl AsiCHaTa pbka cBoOozHa (00p. 5). XMMaTHOHBT Ha ’KeHaTa OT
3HaTHaTa /IBoMKa oT Ka3aH/blKaTa TpoOHHLIA e C uepBeHO-KadsiB IBAT U € B IPbK KOHTPAcCT C Oeu-
Te XUTOH U Boasl. Tol e ApanupaH B pa3/lyeH CTWI: HaMeTKaTa e yBUTa OKOJI0 KPbCTa KaTo MosC, a
JsiBaTa phbKa e TMOKPUTa C OHA3U YacT OT Hesl, KOSITO 0CTaBa OTKBM I'bpOa (00p. 3).

XapakTepucTmka Ha HapucyBaHWs TEKCTU/

HauuHbT, M0 KOMTO Cca Mpe/icTaBeHW XUTOHUTE Ha JKeHWTe OT I1eCTBHeTO B KasaHsbllKara
rpoOHMLIA COYM, Ue TI0 BCSIKA BEPOSITHOCT Te Ca HarlpaBeH! OT JieHeH I/1aT. XMTOHBT Ha >KeHara OT
3HaTHaTa JjBOIKa obaue e OT MaTepwus C TIO-BUCOKO KauecTBo. CMsTa ce, e TiaToBe C Moj00Ha Xa-
PaKTepUCTHKA Ca ThKaHW OT [iMBa KOTIPMHA (3a CIIOpOBeTe OTHOCHO ChIeCTByBaHEeTO 1 B Tpakus B
M3CJIe[BAHOTO BpeMe BIK Georgieva, in press a, C JIMT.) WK OT CHiel{UaJHO 00paboTeHu 3a TIOCTHU-
raHe Ha MeKoTa U O/IICbK pacTuTenHU BiakHa (Spantidaki 2017, 297-301, c sut.). IToka3aHuTe B
CLieHara MeryioC U XMMaTUOH U3IJIeX/1aT HarlpaBeH! OT (GMH Bb/IHEH TIaT.

OCHOBHUSAT LBAT Ha OOCHKIAHUTE XUTOHU e Osisl. CBeT/IMTe Apexu ca 4ecTO W3MOJ3BaHU B
ZIPEBHOCTTA, Thi KaTo TIOBEUeTO TeKCTU/THY B/lakHa ca 6enu. bsioTo e ciMBost Ha jo6poieTen, pu-
TyajiHa YXCTOTa U )KeHCTBEHOCT, BK/IFOUMTETHO KOTaTo CTaBa /lyMma 3a pblieTe U JIMLETO Ha keHarta. B
IPBLKUTE TTMCMEHW U3TOYHUIM 00ade ce crioMeHaBat 00JieK/a B pa3/MyHy HIOAHCH 0510, BK/TFOUM-
TEJIHO CHEXXHOO$1710, IOCTUTAHU € W30e/BaII[ KUCeTMHHY MTPOIYKTH WX pacTeHus. TakuBa /[pexu ca
TPY/[IHU 3a TIOJIbpKaHe B eXXeZJHeBUeTO U 3aTOBa Ce HOCSIT CaMo TpU crieliantu ciaydau (Spantidaki
2016, 210, 214; Llewellyn-Jones 2021, 95-96). B Kazansbiiikara rpoOHHIIA C TakaBa CHeXXHa Oesiota
ce OT/INYaBaT XUTOHBT, BOATBT U PblieTe Ha yKeHaTa OT 3HaTHaTa /[BOMKa, KaKTo U TIpeJiHaTa yacT Ha
TeTIoca, HOCeH OT JKeHara C To/IHOCa.

XUTOHWTE Ha )KEHWTE OT IiecTBUeTO B Ka3aHbIlkara rpobHUIIA ca ABYIBETHU (KOMOWHAIIWS



PywmsHa lNeoprvesa

O6p. 9. BaHkemHa cyeHa 8 epobHuyama ,,Aeuoc
Amanacuoc“ kpali ConyH: obneveHa 8 XUumoH JHceHa ¢
duaynoc, dematin (no Tsimbidou-Avlonitou 2004, 151)

Fig. 9. Banquet scene at the tomb of Agios Athanasios near
Thessaloniki: a chiton-clad woman with a diaulos, detail
(after Tsimbidou-Avlonitou 2004, 151)

O6p. 10. LlenmpanHama ¢pueypanHa cyeHa 6 noepebanrHama kamepa Ha Kazannswkama epobHuya:
06/1eK10Mo HA JceHama om 3HamHama 0eolika, demaiin (cHumka G. Luglio)
Fig. 10. The central figural scene in the burial chamber of the Kazanlak tomb: the clothing of the woman of
the noble couple, detail (photo G. Luglio)

10



Moga, TpaauLun 1 BENNKONENVE B 06/1EK/IOTO Ha XEHNUTE, N306pa3eHn B TPAKUIACKMTE ...

MeXy Os10 U )KbATO-KasiBO-uepBeHO)® 1 U3IJIeKAT HalpaBeHH OT TIJIaT, KOMTO MMa LIMPOKa Bb-
ThUHa I1apka. To3u LiBeTeH akKL|eHT UMa JileKopaTrBeH e()eKT W COuM, Ye ITbCTPOTaTa Ha XUTOHUTE TI0
TOBa BpPEMe e peajTHOCT, MakKap JIeHbT fla e TpyJeH 3a bosucBade Marepuan (Spantidaki 2014, 36;
Lee 2015, 110). B nogobeH XUTOH, HO B [ipyra [JBeTOBa rama, Ipy KOWTO IIIMPOKaTa MBUYHA I1apKa Ce
BIDKZIA M OTKBM I'bp0a, e 0b/1eueHa HarpuMep JKeHaTa, KOSTO CBUPU Ha 81GVA0G B OaHKeTHaTa ClieHa
Ha rpobnunara ,,Arnoc Atanacuoc” I11 kpaii ConyH (rocnegHa uetespT Ha IV B. 1ip. Xp., Tsimbidou-
Avlonitou 2004, 149, 151; 2005, 107, pin. 33) (06p. 9).

LIBeTOBeTe Ha MeruIoca U Ha XMMaTUOHUTe Ha 3HaTHaTa /|BOMKa ca B yepBeHO-KadsiBaTa rama.
UepBeHuTe pexy BUHAru U HaBCSIKb/le Ca BUCOKO L|€HEHU 3apajiy CBOsTa BUAUMOCT, a B CJlydast —
Y 3apa/ii TbPCEeHHUsI KOHTPACT ¢ Oenus LBAT Ha XUTOHWUTe. He e U3K/IF0YEHO TYK Te Jia UMaT U J[pyT
CMUCBJI, 3aL]0TO 3a JIpeBHUTE I'bPLIY UYePBEHOTO € 3HAaK 3a epOTHKa, CMbPT U ChCTOSIHME Ha MPexof
(Llewellyn-Jones 2021, 90-92; 3a 1jBeToBaTa CUMBO/IMKA B Tpakusi BxXK. [zdimirski 2017, 424, c aut.).

He e sicHO KakbB 01 OWJIT I[BETHT Ha XUTOHUTE HA )KEHUTE OT I11eCTBUETO, N300pa3eHy B JIFOHeTa
Ha Cgemapckata rpobuuria. ITo Bcsika BEPOSITHOCT CJief OL[BETsSIBaHETO Ha (GUTYpuUTe [pexuTe Orxa
3araswid Npo3pavyHOCTTa CH, KAKTO TOBA Ce BW)K/A [PU XUTOHWTE Ha T. HAp. KapuaTUau. [ pbLKOTO
M3KYCTBO M300M/ICTBa C M300pakeHUst Ha GuHU 006/eKsIa, TI0f, KOWTO TPO3UPAT OT/IeJIHU YacTH Ha
JKeHCKOTO Tsi1o. ITpezronara ce, ue 3a Ta3w 11 u3pabOTeHH OT pacTUTE/THH B/lakKHA (PUHU TI/IaTOBe
ca ToTarnsiHy B 6aHs OT 3eXTHH, 3a Jja IPUA00UAT O/ISICHK ¥ Hali-Bede TIPO3PauyHOCT — OCHOBHA Xapak-
TepUCTHKA Ha JIyKCO3HHSI TeKCTHJI, HapuyaH ,,amorgina“ (Spantidaki 2017, 300-302). ITpo3paunu
JIeHeHU JIpexu B [IPEBHOCTTA Ca HOCEeHU U OT ykeHWTe B JInpus (Sare-Agtiirk 2014, 260). Jokasaren-
CTBO, Ue B ClIeHaTa Ca Mpe/ICTaBeH! CKbITH 00/IeK/Ia, TIpe/iiarar v po3pauyHUTe XUTOHU Ha KapyuaTu-
[liTe, OLIBETEHU B JINIABO, CUHBO U UEPBEHO.

JBOVKHTe yCriope/JHU OTBECHU JIMHUM BbPXY XUTOHUTE Ca BepOsiTeH 3HaK 3a fiekoparys. Liser-
HHTe paifeTa ca Haii-ueCTo CpelljaHaTa yKpaca B TeKCTH/IHUTe u3zenus B Enazja, KosITo 0OOMKHOBEHO ce
BTBhKaBa KbM Kpawiriata Ha riara (Spantidaki 2014, 38). [TogoOHM BETHUHM IIaPKH Ca JOKYMEHTHPaH!
Y B TPAaKUICKU KOHTEKCT: BbPXY Bb3I7IaBHHIIA, M300pa3eHa B KazaHTbIilKaTa rpoOHHUIIA U BBPXY KbCHST
XWTOH Ha BUHOUEPIIella B Chiljata ciieHa (06p. 2, 19), KaTo opHaMeHT BbPXY JipeXH Ha MbKe, H300pa3e-
HU B rpoOHMIjaTa B AsiekcanpoBo (Haripumep Kitov 2004, fig. 40, 49), KakTo ¥ BbpPXy TeKCTUIeH par-
MEHT, OTKPUT B Tpoba Kpaii cenatra ManomupoBo-3natunuiia, SImbosncko (Nikolova et al. 2013, 117).

[exopalsaTa Ha XUTOHA Ha )KeHaTa OT 3HaTHara /iBoiika B Ka3aHnbk e oT pasnuueH Bujl. CTa-
Ba /lyMa 3a mpulMrara (arnaMKupaHa?) B Zo/iHaTa My YacT TI0 LIMPHHA TsICHA JIeHTa OT I1/1aT, KOATO
MOXKe /la e OpoZipaHa ChC 3/1IaTHU HUIIKK WK n3paboTeHa ChC CrieljuasHa TeXHUKA — T. Hap. ThKaHe
C KopH, obnyaeH criocob 3a yKpacsiBaHe Ha Jipexy B u3cieaBaHoTo Bpeme (Spantidaki 2014, 37;
Petrova 2016, 120-121) (0o6p. 10). Bb3MOXKHO € HaMepeHUTe B rPOOHMIIATA OCTAHKU OT (DUHO 3/1aT-
Ho dosmo (Parvin 2015, 31), BeposiTHO CITMPasIOBU/HO YBUTO OKOJIO OPTaHUUHA TIPEXK/a, a Ca YacT
OT yKpacaTa Ha /ipexara Ha TorpebaHara TyK >KeHa Taka, KaKTO TOBa € 3aCBHETeJICTBAHO B [[PyTH
HaxXOJKH Ha 3/1aToTbKaH TeKcTus B Tpakus (mpumepu y Georgieva, in press a).

Akcecoapu

OO6eK/I0TO Ha YKEHUTe B APEBHOCTTa BUHATW M HABCSAKBE € JIOMBIBAHO C TIPeIMEeTH, KOUTO
ro pa3KpacsBaT U My TNpU/ABaT 3aBbpiiieH Buj. OT 0OMUaiiHUTe 3a )KeHCKHs ToaleT aKCecoapy KbM
pasr/ieflaHTe MO-rope KOCTIOMU ca J00aBeH!U pa3/IMyHM YKPAcH 3a I71aBa, KOJIaHU U HAKWTH.

2 Ilocouenute LBeTOBE Ha I/ISOGPHBEHI/IH TEKCTUJI OTpa3daBaT JaHHUTE OT 1'ly6]'II/IKaLlI/II/ITe Ha rnaMeTHULuTe U Hau-
HOBHTE MM CHUMKU, HAIllpaBeHU C MOZiepHa TeXHUKaA.
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L

O6p. 11. IJenmpanHa pueypanHa cyeHa 8 noepebasHama kamepa Ha Kazannswkama epobruya: 3abyneqa c
nensoc JceHa, Kosmo Hocu niodoge (Oematin, cHumka G. Luglio)
Fig. 11. The central figural scene in the burial chamber of the Kazanlak tomb: a peplos-veiled woman
carrying fruit, detail (photo G. Luglio)

YKpacu 3a rnaga

Boanu n naHgenku
3abenexxuTesnieH e QakKThT, Ue U JBeTe )KeHH, U300pa3eHu OT ABeTe CTPAHU Ha CeJHAIMs Ha
mudpoc mbxk B Kazansbliikara rpobHuLa, ca 3abynenu. Cpep peakuTte n300pa)keHUsI Ha KeHU B Tpa-
KUKCKOTO U3KYCTBO HsIMa TaKuBa C BOaJl.
Cpe/i Hal-TTONYJ/ISIPHUTE APEBHOTPBLIKHM YMU 3a Boal — KPESEPV®@YV, KAAOLTTPE U KOAOLHX
— ITbPBUTE [IBE Ce CMATAT 3a CMHOHWMH U Ce CBBP3BaT C MOKPUBAHe Ha 3a/HaTa YacT Ha I7laBara,
pamMeHeTe | Mo-ToJIsiMaTa 4acT OT TSUIOTO, PSIZKO Ha JIUIIeTO Ha )KeHaTa. BUbT U rpeJjHa3HaueHUeTo
Ha KAAOVHQ ca HECUT'YDPHH, HO TT0-4eCTO TO3W BOAJ Ce CIIOMeHaBa KaTo Mo-ThbMeH Ha LIBAT U U3pas3si-
Bai| nevasn (Llewellyn-Jones 2003, 28—36). BoanbT KaTo 4acT OT >KeHCKHUsI TOaJIeT e M03HarT olije Ha
Owmup, a TIOKPUBAHETO Ha I71aBaTa, JIMLIETO UM TSAJIOTO € BeKoBeH 0OnyYali, KOWTO NpeMUHaBa Ipe3
pa3/iMuHu TpaHc(opMalii ¥ MOJU B e/TMHCKUS CBST. 3a 3a0y/iBaHe ca W3IM0/I3BaHA KaKTO HOCEHUTe
rOpHU 00/1eK/ia (XMMaTUOH, TIeTVIOC), TaKa ¥ CAMOCTOSTE/IHU TapueTta 1iaT. V306pakeHus: Ha yKeH!
C TIOKPHUTH OT TIETVIOC TJIaBU Ce TOsBSBAT B MKOHOrpadusTa OT cpejara Ha V B. Mp.Xp. HaceTHe
(Llewellyn-Jones 2003, 59, 66). VimenHo To31 HaulH Ha 3aby/iBaHe e 1OKa3aH NPH >KeHaTa C Toj-
Hoca, n3o6paseHa B Kazanmbiikara rpobumia (o6p. 11). BoansT Ha cejHanata Ha TPOH JKeHa e OT
(uH, UCKpsITo OsiT TIaT C BUAMMO BUCOKO KaueCTBO, KOETO TO TIPEBPHIIA B JIYKCO3HO U U3AIITHO [10-
M'bJTHEHNE KBbM TOaJIeTa, TIPUCHITIO Ha >xeHH ¢ BUCOK paHr (Llewellyn-Jones 2003, 30, 147) (o6p. 3).
BB3MOKHO e rapueTo T/1aT, KOeTo HOCH eJJHa OT >KeHWTe, yYaCTHUYKHU B TipoliecusTa B Ka-
3aH/TBINIKATa TPOOHMIA, CBINO Zia € Boas (HaMmeTano cropef Parvin 2015, 21) (06p. 12). M306pa3se-
Hara Marepus e (uHa, CBeTJIOCHHS M TIOUTH TMpOo3payHa. 3apaZiy To-MasikaTta My [b/DKMHA OCTaBa
HesICHO Jla/Ti TOBa TIPOCTO e OlIle eJH Boas OT rapziepoba Ha cefisiiiaTa Ha TPOH >KeHa, U/H e TIpeJi-
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O6p. 12. IlenmpanHama ¢ueypanHa cyeHa 8 noepebaiHama kamepa Ha Kazamaswikama epobHuya: sea,
Kosimo 0vpcU CuH 8oas, demaiin (cHumka G. Luglio)
Fig. 12. The central figural scene in the burial chamber of the Kazanlak tomb: a woman holding a blue veil,
detail (photo G. Luglio)
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O6p. 13. IlenmpanHama ¢pueypanHa cyeHa 8 noepebasHama kamepa Ha Kazamaswikama epobHuya: x#ceHa e
XUMOH, ¢ naHoenka 8 kocume, demaiin (cHumka G. Luglio)
Fig. 13. The central figural scene in the burial chamber of the Kazanlak tomb: a woman wearing a chiton,
with a ribbon in her hair, detail (photo G. Luglio)

HasHayeH /la CMeHU Oenvst ¥ B KaueCTBOTO CH Ha KAAOVHQ Jla TIOKpUe 3aHaripe]| W3IS0 T/1aBarta i,
KaTo 1 OCUT'YpH yeauHeHHe fopu Ha rmy6muno msicto (Llewellyn-Jones 2003, 201).

IIpe3 enMHUCTAYECKATa eroxXa C Boas B TPhI[KaTa MKOHOTPadus ca MpeicTaBsHU OOTHMHH,
LJapCKX 0COOU, apUCTOKPATKH, OMbKEHH YKEHH, XeTePU U JIOPH IOWKH, HO He 1 ripuciyra (Llewellyn-
Jones 2003, 146). To3u ¢akT mpeAoiara crieljiajieH CTaTyT KaKTo Ha JKeHaTa C TIOfIHOCa, TaKa U Ha
Tasu, cefiHajia Ha TPOH.

U B aBeTe rpoOHUIM ca W300pa3eHH >KeHW, UUUTO KOCH Ca BUAUMO TIPUOpaHU C TIaH[e/IKU:
TOBA Ca OHE3H /IBé YYaCTHUUKH B II€CTBUATA, KOUTO HOCAT MaJIKM KOHTeliHepH 3a 0/1aroBOHUS WU
6wxyTa (00p. 5, 13). JIeHTaTa 3a Koca Ha >keHaTa OoT Ka3aHrblKaTa rpoOHHUIA e >KbaTa (LUBIT Imad-
paH?) 1 6/M3Ka 1o LBST [0 [IapKaTa Ha XWTOHA i, a Ta3u Ha MoMUYeTo B CBeljapckara rpobHHIa
¢ ocHoBaHwue e orpeienieHa karo towvia (Chichikova et al. 2012, 48). JleHTuTe ca OT THII, HOCEH OT
MBiKe U )KeHH B ['bpIIUisi B e)kKeZJHeBHETO, MPU CIIOPTHHU ChCTe3aHUsI U B PeJIMTHO3eH KOHTEeKCT. Te ca
W3M0/13BaHH 3a MPUIbpKaHe Ha KOCara, 3a 3ara3BaHe Ha MpuuecKara U 3a ekopauus (Benda-Weber
2014, 97).

Wanku n wanose

Yact ot >keHuTe, u300pa3eHu B rpoOHULIaTa Kpaii Cellapy, uMmar manku. Criopes Mapust
YuunKoBa KoCaTa Ha )KeHara, KOsITO /bPKU BEHEL], € 0TUaCTH TIOKPUTa C KeKprodasoc, a moBeveTo OT
T. Hap. KapyuaTU/u HOCAT Ha riaBuTe cu Kanartoc (Chichikova et al. 2012, 39-45, 48).

3aeHO C ApYTU CXOJHU TOKPUBAJIa 3a I71aBa KaTo PITPO U OGKKOG, KEKPLOAAOG MMa U3TOUEeH
nipou3sxoz. Criopes U3c/ie[jBaHUsATA Te3H IIAMKK Ca HOCEHU OT Mb)Ke B AHATO/IUS U TIPEJUMHO OT
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O6p. 14. T'pobHUyama kpati
Ceewapu: kapuamuda Ne 10 (no
Chichikova et al. 2012, fig. 59)
Fig. 14. The tomb near
Sveshtari: caryatid no. 10 (after
Chichikova et al. 2012, fig. 59)

>keHU — B rpbLKus cBaT (Fischer 2008, 31-33; Benda-Weber 2014, 98-100). B atuueckara pucyBaHa
KepaMUKa TO3HW THIT IPUCTIOCOOIeHUs 3a TIOKPUBaHEe Ha KOcaTa Ce TOsBSBAT ITIABHO B CIIEHH, CBBP-
3anu ¢ AdpoauTa, [IMOHKC U Hali-Beue C TIPOCTUTYIIHS, KaTo e /[0Ka3aHo, Ye UIMEHHO >KeHHUTE C Ta3u
COIL[MAJTHO JIeTUTUMHA Tipodecust tu uspabotrar (Fischer 2013). ITogo06HY ,,ITaNTKKU® B aHAJIOTUYHU
CHO’KETU HOCAT W )KeHH, 1300pa3eHu BbpXY uepBeHO(MUTYPHU Bas3y, HamepeHy B Amioionust IToHTHKa
(Konova 2006, 115; Vasileva 2019, 124, kat. Ne 111-112).

[MTokputreTo 3a I71aBa Kekptogdasaoc e mo3Hato oije Ha OmHp, criopes, KOrOTO TO € HOCEeHO
ot Angpomaxa (Hom. Il. 22, 468-470). N3paboTeHa 0OMKHOBEHO OT e/1aCTUYHA MPEXXeCTa/TyieTeHa
WY TIO-PSJKO — OT ThKaHa MaTepusi, Ta3u ,,Ilanka“ CKprBa Kocara U3Lsiio (ako e cpecaHa B KOK Ha
THJIa) WIN YaCTUYHO (KOraTo KWYypH ce ChOMpaT BbPXY TEMETO WM Ce CITyCKaT Ha/[o/y 10 T'bpha)
(Llewellyn-Jones 2003, 30—31). 3a pa3nvka OT Hes IIanKara OT TUIA CAKOC U3IJIEXK/a KaTo HarpaBe-
Ha oT rpybo mapue rniat TopbruKa, KosiTo MokprBa kocata usisio (Fischer 2008, 14). Cpen paHHUTe
TIpUMepH 3a prUOpaHa 10 TO3M HauKH KOCa Ca >KeHUTe, TIOKa3aHU BbPXy cTpaHa D Ha T. Hap capkodar
Ha ITosmukceHa, OTKpUT B obmactta Mexay Tposi u TackroneoH (kpas Ha VI B. ip.Xp., Rose 2014,
92); cMmsiTa ce, ue cakoc u3nu3ar oT Moga okosio 330 r. ip. Xp. (Benda-Weber 2014, 100). ITokpuTue-
TO 3a I7IaBa OT TUIa MUTPa TIPe/CTaB/IsiBa YBUT OKOJIO IVIaBaTa JbJIbI TeCeH I1ajl, KOWTO MOYTH U3LIs-
7o ckpuBa kocara. Toii e u3paboTBaH 0T (hviH, 0OMKHOBEHO SIPKO oLBeTeH Win Opogupad rinar (Kurtz,
Boardman 1986, 50; Fischer 2008, 10 c nur.; Benda-Weber 2014, 99; Papadopoulou 2017, 65-66).

Bbripeku MpuBUAHO TOUHUTE UM Jle(DUHULIMY, Pa3rpaHUUaBaHeTo Ha Te3U aKCecoapyu KbM TO-
ajieTa HeBUHArW e Bb3MOXKHO, Thi KaTo APeBHUTE XYOXKHHULM PSIIKO TM PUCyBaT KOpeKTHO. ToBa ce
OTHACs ¥ 3a HeZIOBbpILIeHaTa PUCYHKa B rpoOHMLIaTa Kpaii Ceelljapy, B KOSITO He ca MoKa3aHu JieTak-
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O6p. 15. XKenama om 3namuama 0eolika 8 Kazanaswkama 2pobHuya: Hakumu u OyA4UHCKU akcecoapu,
demaiin (cHumka G. Luglio)
Fig. 15. The woman of the noble couple in the Kazanlak tomb: jewellery and bridal accessories, detail
(photo G. Luglio)

7Y ¥ UBAT. 3apa/ivi IMIIcaTa Ha 3HAL[M 3a MPeXXOBH/HA MaTepHsi MOXKe Jia ce TIPeTIo/IoKY, ue ToKa-
3aHOTO TaM IIOKPHBaHe Ha Kocara e T10-CKOpo ¢ TiopOaH, a ToBa 03HauaBa, ue ykKeHaTra Hail-BeposiTHO
HOCH MHUTPa, a He CakoC Wi Kekprogasoc (06p. 5).

Bucokure manku Ha KapuatuauTe oT CBelljapH, KOUTO Ce pa3lIMpsiBaT KOHWYHO Harope, ce
pas/iMyaBar OT MOMyJISpHAaTa WIMHAPUYHA IT1aKa 1mosioc, obudaeH arpubyT Ha 6oruaM Kato Kube-
na, Aptemuza, Xepa u ap. (Sare 2011, 41-50). Te ce Hapuuat kaAabickog mo nmero Ha rpbIKara
[lyMa 3a KOLIHMLA 3@ BbjHA. lllankuTe OT TO3W TUM CbIO MMAT aHATOIUWCKU MPOMU3XOJ, KaTo B
pacTUTETHUSI CM BapHUAHT Ca HOCEHW OT TAHL[bOPY TPH UeCTBAHeTO Ha JOPUICKU O0)KecTBa KaTo
AnonoH, Apremuza, Jemerpa u zp. (Benda-Weber 2014, 101-102, ¢ nuT.). B rpobuuijata Kpait
Cgellapu Te yCIIeIIHO AOMb/IBAT PAaCTUTEIHUSI MOTHUB, U3II0/13BaH NPY JeKOPUPaHeTo Ha XUTOHUTE
Ha u3o6pa3zenute Kapuatuau (Chichikova et al. 2012, 44), kaTo Mo)ke 61 MoUepTaBaT MPUHA/|TEX-
HOCTTa UM KbM HSIKaKBa peJIMIrMO3Ha 00LTHOCT. 3arma3eHo orBeTsBaHe Ha YacT OT LIAMKUTe COUH, ue
Te ca 6unu uepeenu (Fol et al. 1986, 70-105) (06p. 14).

Ovapema

JKeHata oT 3HaTHaTa fiBoiKa B Ka3aH/bIlkaTa rpoOHHMIIA MMa Ha T/laBaTa CH yKpallleH’e
(Zhivkova 1976, 35), KoeTo MOXe Jja Ce OTPUIMUHK Ha AuazieMa uiu kopoHa (06p. 15). Ykpacure ot
TO3U TUII Ca Pa3/IMYHU OT AraJiemMaTa Kato aTpr0yT Ha BJacTTa, KOSITO He e M3I10/13BaHa B TOBA CH Ka-
YEeCTBO B IPAHULIUTE Ha Ob/JEINs eTMHUCTUYECKH CBAT nipean Asekcanabp Bemuku (Olbrycht 2014,
185). To3u HaKUT TpefCTaB/siBa OTBOPeH (3aTBOpeH?) 00pBY, ChCTaBeH OT TPOJbATOBATH 3/1aTHU
efleMeHTH (Mac/JIMHOBU JiKcTa criopef; Dimitrov 2016b, 123), ¢ Bk/ItoueH MeX/y TAX eJUHUUEH LIBST
Ha HIKAaKBO pacTeHWe (MHUPTa, o/ieaHbp?), Chio n3paboreH oT 3narto. [TomoOHM yKpacy 3a ryia-
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Ba UMat pa3Hoobpa3Hu (HOpPMH, IIMPOKO Pa3MpOCTPaHEHHEe U JbJIbI T€HE3UC B TPBIKOTO KY/ATYp-
HO TIPOCTPAHCTBO, KaTo Ca 3aCBU/IeTEe/ICTBAHU MOBeYe MKOHOTPaQCKU, OTKOIKOTO apXeoj0ruiecKd
(Blech 1982). IIpeamnosara ce, yue B OCHOBaTa UM CTOW PaCTHTEe/N€H MbPBOOOpa3, KOMTO MO-KHCHO
ce BB3MPOU3BEX/]a OT TpaeH (Hali-uecto 3/1ato) Marepuan (Benda-Weber 2014, 97). Ot V B. tip.Xp.
HaCeTHe /IMa/leMUTe W BEeHLUTe OT 0s1aropofieH MeTas cTaBaT 0co0OeHO momyssipHu B MarHa I'pe-
s, Makeqonusi, o Ereiickoto ¥ 3amagHOTO Majioa3uiicko Kpaibpexue (Blech 1982, 92), kato
Hali-uecTo ce CpellaT KaTo 3HaK 3a OKa3aHU MO4YecTH, B cBaTOeH wiu rorpebaneH koHTeKCT (Lee
2015, 143-144; Ignatiadou, Chatzipanagiotou 2018, 267). Makap ¥ psiKo, AdaZieMyd OT TO3U THII Ca
apxeosIoTMYecKy oKyMeHTHpaHu. Cpesi MasKoTo TipuMepu B Tpakusi e uacT OT 3/7aTHa JjuajieMa C
@KypHa pacTuTe/lHa yKpaca oT Kpast Ha IV B. np.Xp., oTkpuTta B orpabeHa rpoOHuIia Kpaii c. bpars
Hackanoru, Ctapo3aropcko (Tonkova, Ivanov 2011, 15; Tonkova 2015, 220).

Opuyecku

Cpepn peakuTe n300pa)keHHsI Ha )KeHM B TPAKUHCKOTO M3KYCTBO HsIMa TakKHMBa C BOAJI, IIarkKa
WM ChC CIeL[MaHO MoJpeJeH KOCH, a TPUUeCKUTe UM B TaMeTHULIMTE, CMATaH! 3a POW3Be/leHUs
Ha TpakKWiCKaTa TOPeBTHKA, OOMKHOBEHO Ca Pa3/MuHM (CIJIeTeHW Ha TJIMTKU, AbATH [0 paMeHeTe,
KbCH KOCH). 3acera HsiMa yoeiuTeTHO 00sicHeHHe Ha KaKBO Ce [Ib/DKH ToBa pasHooOpasue (Georgieva
1999, 128). B rpbLUKOTO U3KYCTBO >keHWUTe OT Tpakusi ce mpezcTaBsT ¢ pasmycHaty (Vlachogianni
2018, 306) u no-psako — ¢ Kbeu Kocu (Lee 2015, 226).

[Toka3aHuTe B ZiBeTe TPOOHULIM YKpacH 3a IviaBa (JIeHTH, LIaTKK, BOa/IU U [iraziemMa) ca obuua-
€H UHCTPYMeHTapuyM 3a rPbLKOTO (DpU3bOPCTBO; CTaBa JyMa He caMo 3a MoJpeKJaHeTo Ha KocaTa,
HO U 3a KbjIpeHe, OCBIIeCTBSIBAHO C ype/l, HapeueH Mo-KbCHO calamistrum (Vlachogianni 2018, 304,
306, 308).

[Tpuyeckute Ha n3o00pa3eHuTe B KasaHmblkara rpoOHHMIIA JKEHU ca TMOUTH efHOTUIHU. Ko-
CHTe Ha JiBe OT TSIX Ca MOKPUTH, a Te3W Ha OCTaHa/IuTe U3rnexaar kbcu (Zhivkova 1976, 38-39).
Bcuuku ca ¢ KbAPUIY, HO e/JHa OT TSIX HOCH JieHTa (Towia, BXK. ro-rope). Kenure ot rpobHuUIiaTa B
Cgeriapu umar npubpanu (KbCH?) KOCH, B e[JUH CTydali ¢ iomorrra Ha nadzenka (Chichikova et al.
2012, 49) u B gpyr — ¢ muTpa. KocuTe Ha KapuaTuauTe ca KbJpaBy, CPeCaHU Ha TIpaB ITbT U pazje-
JIeHU Ha /iBe TJIUTKHU, CITyCKallly ce oT fBeTe cTpaHu Ha riaBata (Chichikova et al. 2012, 39). LiBeTsT
Ha BCUYKH e B KaysiBaTa rama, HO He e ICHO JIa/ii € eCTeCTBeH, Thi KaTo ca OWIv Mo3HaTH Cpe/icTBa
3a bosiicBaHe Ha Kocara (06p. 6-7, 14).

[Iprueckara B [JpeBHa I'bpLiys Ce CMATa 3a BaKeH 3HAK I10 OTHOLLIEHWE Ha I10J1, Bb3pacT U
coranen craryT (Vlachogianni 2018, 303). Ts He Moxe fia Ob/le TIOAI[eHEHA B Cydasi, Th KaTo
TPaJULIMOHHUTE TPBLIKU 00/1eK/Ta Ha 1300pa3eHuTe B Pa3ryieskAaHUuTe TPOOHUIU >KeHU TIPe/Irosiarar
MPUYECKHUTE UM CBIIO Jla ca ChoOpa3eHu € rpbiikata Moga. TPYHO e [ja ce Kayke ChC CUT'YPHOCT Jlan
JKEHHUTe Ca C KbCH KOCH, UJI PUCYHKHUTe T10Ka3BaT ChbOpaHU HaJ| TW/IA B HEI0 KaTO KOK (LIMHBOH?)
KbZpuIy (06p. 13, 16) — mpuuecka, ¢ KOATO OT cpeziata Ha V B. mp.Xp. HaceTHe ce n300pa3siBaT Kak-
TO OOTMHH, Taka ¥ 0OMKHOBEHH KeHH Ha BCSIKA Bb3pacT. B I'bpriys KbcaTa KOCa e MpUChIIa caMo 3a
pobuHU. HUTO e/1Ha >KeHa C BUCOKO COLIMA/THO TIOJIOXKEHME He e TIOJICTPUraHa, OCBeH ako He e B Tpayp
(Vlachogianni 2018, 306). Thii KaTo 06/71€K/I0TO Ha KeHUTe B Ka3zaH/ibilikaTa rpoOHUIIA TIPaBU MaJTka
BEpPOSITHOCTTA Te /la Ca pOOMHM W/IM TIPUC/IYTa, OTPSI3aHUTe UM KOCH TI0-CKOpO Ouxa Oumv u3pas Ha
CKpBO.

Hakutn
Cpen n3006paseHuTe akcecoapy KbM JIaMCKUsl ToaleT UMa U ApebHu OwkyTa. ToBa ca rpus-
HH, KOJIMETa, NMPBCTEH U OOMLM, KOMTO M3IIeXAaT (OpMaJTHO MapKUpaHU, eAHO00pa3HU U jaieu
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OO6p. 16. LlenmpanHama ¢pueypanHa cyeHa 6 noepebanrHama kamepa Ha Kazannswkama epobHuya:
Hakumume Ha obeueHume ¢ XumoHu dceHu, dematin (cHumka G. Luglio)
Fig. 16. The central figural scene in the burial chamber of the Kazanlak tomb: the adornments of the chiton-
clad women, detail (photo G. Luglio)

oT peanHu oOpa3ny. ['puBHKTe Ha keHWTe B Ka3zaHsblkaTa rpoOHMLIA ca 3aTBOPEHH, eJMHUYHH U
OLIBeTeHHU B Ka(siBO; YeTHPHUTE >KeHH OT IIeCTBUETO TaM T'M HOCST HaJ, KUTKUTe Ha [iBeTe CU pPblie,
KoeTo e obuuaiiHa rpwika Moga (Ignatiadou, Chatzipanagiotou 2018, 272). ITogobHa rpuBHa MOXke
Jla ce BU/IM UM Ha JisicHaTa pbka Ha »keHarta c BeHerla oT Ceemjapu (Chichikova et al. 2012, 48). B
OCHOBaTa Ha IIMUTe Ha /IBeTe MY3WKAaHTKU U ABeTe ,IPUCTYy)KHUUYKU“ B Ka3aHbIkara rpo6HULA
Ca HapUCyBaHH B Ka(siBO THHKH JIeHTH (?), cHabieHH C e[JUHUYHU JpeOHU (0Ba/HU?) UepBeHUKaBH
BUCYJIKU TIO cpefiata. Te3u CKpOMHU HaKUTH TPH/IABAT ITBJIHOTA Ha ToasneTa um (06p. 13, 16). Orep-
JM1ia, OL[BeTeHa 10 CpefiaTa B XKbBJTO, e 3abefs3aHa Ha BpaTa Ha >KeHaTa C rmogHoca oT Ka3zaHmbk
(Zhivkova 1976, 37), a TbHBK Tep/laH WM TOPKBAa — BbPXY IIIMsATA Ha ’KeHara ¢ BeHerla oT Ceelrjapu
(Chichikova et al. 2012, 48). O6wu1LM, Te3u HaH-MOMYISIPHA KEHCKW HAKUTH, ChC CUTYPHOCT HOCSIT
[iBeTe ,,IPUCTYKHUUKH", )KeHaTa C MoHOCA ¥ Ta3 OT 3HaTHara /iBoiKa B Ka3aHsrbikara rpobHuUIIa.
Bwkyrara ca oLjeTeHH B uepBeHO-KadsBo, criopef JI. JKviBKoBa 1py >keHaTa Ha TPOH U TasM C Moj-
HOca — B XXb/TO (Zhivkova 1976, 35, 37), KoeTo Ipe/jrio/iara, ue ca OT 3/1aT0. BCUUKY MMaT BUCY/IKH,
Haii-uecTo cepryHH, KaTo MpY JKeHaTa ChbC 3/1aTHaTa AivajieMa cTaBa Ziyma 3a ChbeliHeHU ITOMeXKAy
CH CbC CPaBHUTE/HO [b/ITM BEPYDKKY TPU OBA/IHU Tesla € pa3/inyuHa rosiemMuHa (o6p. 15). EquHcTBe-
HUSAT NIPBCTEH MOXKe Jja Ce BU/M BbpXY Oe3MMeHHUsI IPbCT Ha yKeHaTa Ha TpoHa B KasaHTbK: ToM MMa
3/1IaTHA XaJIKa U rojisiMa KadsiBa KpbIvia II0UKa.

3 OnucaHueTo Ha Te3u HaKWUTH cienBa l'lyGJ'II/IKaL[I/II/ITe Ha pasmiexxJaHuTe IaMeTHULY, TBU KaTO Ha CHUMKUTE
TaKHBa ,quai?mH He ce 3a0e/sI3Bar.
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KonaHu

YacT oT XMTOHHTE, HOCEHU OT M300pa3eHwTe B JiBeTe TPOOHMIIM YKEHH, ca TIperacaHu. 3a
1[eJITa Ca W3TO/I3BaHU THHKU WBUIM TIaT/Koka (?), kouTo B Ka3zaHmbIkaTa rpoOHHIIA OTacBaT mof
I'bpPUTE [PEXUTE Ha JIBETe MY3UKAHTKU U [[BeTe ,,TIPUCTYKHUUKA® — CUTYPeH 3HakK, ue >KeHUTe ca
ombxenu (Lee 2015, 103, 136). 1o Ta3u jiorvka TipenacaHusT B KPhCTa XUTOH HAa MJIaZIOTO MOMUYe
¢ towia ot Ceemjapu (Chichikova et al. 2012, 49) noguepTaBa MOMHUHCTBOTO My. LIBeTHUTe KOMaHU
Ha T. Hap. KapuaTu1, OWIN Te MIa/id WK Ha 3psijla Bb3PacT, ChIO OMACcBaT XMTOHWUTE B 30HaTa Ha
KpbcTa (06p. 6).

OQyBKU

II'bnryuTe XATOHW CKPUBAT XO/W/iaTa Ha TIOUTH BCUUYKU M300pa3eHH >XeHW. BbIpeku ToBa ce
CMsTa, ue >keHara ¢ neryioc oT Ka3anmbikara rpobamiia e 6oca (Ognenova-Marinova 1991, 15).
Kpakara Ha cefjHa/iaTa Ha TPOH >KeHa CHITI0 Ca CKPUTHU OT Jipexara, HO JisiBaTa 1 00yBKa € 0T4acTh
BuauMa. CMsTa ce, ue T Hocu caHfanmu (Zhivkova 1976, 35), HO B JeHCTBUTETHOCT KOKEHUTE U
00yBKH IMOKPHBAT M3IISJI0 KPaKa [0 T/ie3eHa, UMaT Aiebesia TofiMeTKa U BPb3KH 110 Ib/DKMHA Ha casTa
(06p. 10). [Togob6Ha 0OyBKa MOsKe [ja ce BUJM BbPXY Kpaka Ha HUMa, n300pa3eHa B T. Hap. FPOOHHUIIA
Ha [Tepcedona BsB Bepruna (Brecoulaki 2006, 79), KoeTo [OHsSKbB/e e B T10/13a Ha HelfHaTa aBTeH-
THUYHOCT. Te3u 00yBKH, 3ae/JHO ChC CAH/IA/TUTE Ha MBKa OT LIEHTPaTHATa ClIeHa, KAKTO M TO/IsIMa YacT
oT n300pa3eHnTe BLPXY MamMeTHUIM OT Tpakus o0yiiia c aHajgoruu B I'bpriyist, MakejoHUS U 3amnajiHa
Amnaronvs, 06MUaiiHO BL3MPOU3BEXKAT MOJE/H, MMPOM3BEIEHU OT UYXKAU MalCTOPU WU B UYXKIU
arermerta (Georgieva, in press b).

JKenara c BeHera ot Celjapckara rpoOHHIIA Ha TIPBB TOIVIe]] M3ryiexkia 60ca, KOeTo e Masko
BEpOSITHO 3apa/Jii HOCEHUTE OT Hesi CKbIT XUTOH U XMMaTHOH, HO OM Hamepusio 0bsiCHeHWe B JeHCT-
Ballli B CBETW/IMII[A WU/IM MPOLeCUM 3abpaHu 3a HoceHe Ha obOymja (Karatas 2020, 163-164). Hsama
CUT'YDHH JIaHHU JIa/T1 CJIe/IBAIL[UTe 51 YeTHPH >KeHH ca 6ocu, uu 00yti. Kapuatuaute ot rpobHuUIIaTa
B CBeliapu o6aue CbC CUTYPHOCT HOCAT 00YBKH, KOUTO ca rpyb0 MozielMpaHH, C BUCOKa TuiathopMa
u HesiceH cunyeT (Chichikova et al. 2012, 42) (o6p. 6).

Moum

I'pumHpaHeTo e criocob 3a pa3kpacsiBaHe, MPAKTHKYBaH OT YKEHUTe B ["bPIfHst, HO UeCTO MoCpe-
I11aH C HeofoOpeHue: TIofYepTaBaHy ca OesloTaTa Ha JIMLIETO, OLIBeTSIBAaHH Ca BeXK/U, MUIJIU, KJIeTiauu,
Oy3u 1 yCTHU. 3a Lje/ITa Ca U3T0JI3BaH! ChIbP>KaIl[F OJI0BO M30e/Bally CyOCTaHI[|UM, OLIBETUTE/TH Ha
pacTUTeTHa OCHOBA B PO30BO WM UepHO (caxkau, BbreH) u Ap. (Adkins, Adkins 2005, 453; Garland
2012, 138; Llewellyn-Jones 2021, 96).

Cpeq n3006pa3eHuTe KeHU B Pas3IIeXXJAHUTe MMaMeTHUIM C TPUMHUpaHM JIMIja Ca CaMO KapH-
atuauTe B rpobHuIiaTa B Ceeljapy. Besika OT TSIX MMa M3TbYBALLM CTPOTOCT WHAWBUAYATHU YepTH,
Mo/luepTaHy upe3 OLIBeTeH! B YePHO JbrOBUIHO 0(hOpPMeHH THHKH BEXK/IHM, OTPAHUYEHH C UepHH, CH-
HbO-UYePHH 1 UepBeHU JIMHUY FOJIeMH 0YY U KJIeTlauu, po30Bo-uepBeHH yctHU U Oy3u (Fol et al. 1986,
66 u ci1.) (06p. 14). To3u TpuUM MpHaBa U3PA3UTETHOCT Hali-Beue Ha 30HATa Ha OUWTE U U3IJIeX/a
TpeZiHa3HaueH 3a Jniia, KOUTO TyO/rKara ryiefja Ha TIoIuyM, ClieHa WA OT Pa3CTOsTHUE TI0 BpeMe Ha
PEeJIUTHO3€eH PUTYasl UM MTPa3HUK.

Anckycus

CwmsiTa ce, ue urypasHara yKpaca Ha TPaKMKCKHTe IPOOHMIIM OT paHHAaTa eMHUCTHYeCKa
erioxa rpe/iCTaB/siBa CBoeobpa3Ha U CJIOKHA CMEeCHI[a OT IPBIKH, aHATOIMHACKU U TPAaKUHCKH XY/0-
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)KeCTBeHO-CeMaHTUUHH KOHCTpyKLuH (Valeva 2015, 184, ¢ uT.). 3a yacT oT u3ciefoBartenure obaue
TOBA Ca TPAKUHCKU TBOPOU, KOUTO He Morar /ia ObJaT oOsicCHeH! ¢ MHCTPyMeHTapruyMa Ha rpbLiKara
vkoHorpadwus (Harpumep Zazov 1987, 19).

Criopeyi pa3/IMYHUTe MHEHUsI 00CHKaHaTa TYK 3apajiv >KeHCKOTO 00J/IeK/I0 LieHTpasTHa CLieHa
B Kazansrbikara rpoOHULIA MTPe/ICTaBst orpebaiHo yroiieHre, OpayHa 1jepeMOHus, ,,CBelleH Opak®,
,,CBaTba B CMBPTTA“, ,,e/IEBCMHCKO TalHCTBO® (TTOBeUe 3a WeuTe U MHTeprpeTanuuTe Rabadzhiev
2002, 58-59, 61-64, 70-74, 81-88, c yuT.; oT 1o-HoBara nuteparypa Miller 2014, 184—185; Valeva
2015, 184-185; 2018, 44-45). YacT oT Te3u CHKeTHU JIMHUW BUJIMUMO Ce TIPerviiTar, a KapThUHa-
Ta OCTaBsl BIleYaT/IeHWeTo, e Zo0pe 3armo3Har ¢ KaHOHWTEe Ha TPhIKaTta MKOHOTPaQUs XyZOKHUK
(Rabadzhiev 2002, 59) e npu/an eIMHCKH MPUBKYC Ha M300pa3eHOTO MUTUYHO W/IA PEaTHO MeCTHO
cooutre. TIpeck3fazieH e puTyas, HaCUTEH ChC CBaTOEHM MOTHBH, KOWTO C TOMOILITA HAa TPBLKUS
Xy[0>KeCTBeH peliepToap e U3IMO0/3BaH 3a apTUCTUYHO 3a/iuyaBaHe Ha PaHULIUTE MeXIY >KUBOTA U
CMBPTTA, MeXXIy O0KeCTBa M CMBPTHH (TIOBeUe 3a TO3W WKOoHOrpadcku rovepk y Sinos 2020, 23-24,
32) choOpa3HO M3MCKBaHUATA U TIPE/ICTABUTE HA MOPBhUUTENUTe Ha rpobHuriara. Ha to3u dhoH Oyk-
BaJ/IHOTO ThJIKyBaHe Ha ()pr3a e TIoBeue OT PUCKOBAHO, 3all[0TO B rPhIKaTa UKOHOTpadust cBaTbeHn
o0pa3u yecTo ca u3noi3BaHu B HecBatbernn Mmutnuau ciienn (Oakley 1995). BbIipeku TOBa e U3KY-
IIaBalL[O Jla Ce TIPe/TI0I0XKU, Ye B 0OCHOBAaTa Ha CH’KeTa CTOM pa3kas 3a e[jHa 3aBbpIlK/a C BHe3aIHa
CcMBPT cBatba. TIperiMTaHeTo Ha Te3H /[Ba CXO[HM B OCHOBAaTa CU TIPeXo/ia — OT He0OBbP3aHOCT KbM
Opak ¥ OT )XKMBOTA KbM CMBPTTA Ha €/IMHUS WA Ha JJBAMAaTa M/IaZIO>KEHIIH, e TIPUUYMHA B U3KYCTBOTO
JIOIIOTO 4ecTo ja Tpuymdupa Haz 100pOTO, Thil KaToO e HapyIlleH MOJeTbT Ha CBaTOeHUsT pUTYyasl
(Seaford 1987, 107).

JKeHuTe B Ta3u ClieHa W3/TbUBAT BUCOK CTAH/APT Ha )KMBOT, TTOKA3aH upe3 TAXHOTO 00/IeK/I0

1 akcecoapy. YeTHpH OT TsX ca obmeueHr 0pHLIMAITHO, a [iBe — LIePeMOHHUAIHO. BeIpekn ABoCTBe-
HOCTTa ¥ AbI00KaTa CMHUC/IOBAa HATOBAPEHOCT Ha CIleHaTa TeXHUTe TOaJIeTH, TIOKa3aH! B Crieruduy-
Ha OT WMKoHorpadcka IyiefHa TOUKa Cpefia, T'M XapaKTepu3upaT KaTo yUaCTHUUKM B TPa3sHEHCTBO,
KOeTO CTOM HaK-0/M30 /10 aTueckara OpauHa 1iepeMoHus (3a clieHaTa Kato cBarba Picard 1947 c
ut.; Ognenova-Marinova 1976, 10; 1991, 15-16; 3a cmbpTTa Kato cBarba Yanakieva 2004, 37-39;
45-46; Kotova 2004, 56; kato xueporamusi Marazov 1978).

Criope[; BU3ya/IH{ ¥ ITMCMEHUW W3TOUYHHUIM cBaTbaTa B ATHHA MPO/b/PKaBa TPU JiHU, B TbPBUS
OT KoWTO (TpoaOAIX) Ce M3BBLPIIBAT >KePTBOIPUHOLIIEHHS, PUTYalHO KbllaHe Ha OyskaTta W yKpa-
csiBaHe Ha jioMoBeTe Ha muyazokeHiuTe (Oakley 2012, 483). BropusT geH (Y&jpog) e TIOCBeTeH Ha
obnmmuaHeto Ha Oyskara. Makap B MKOHOrpadusTa Ha rphliKaTa cBaTba HEMHOTO 00JIeKIIO /ia He ce
pa3aruaBa OT TOBA Ha OCTaHA/IUTe yUYaCTHUUKU B cbouTHeTo (Blech 1982, 75-77), Ts ce pa3ro3HaBa
1o Oy/TUMHCKUSL BeHel] OT LIBETS WM 3/laTHaTa CU KOpoHa (0TéQavog, TAaviC), CKbIaTa OrbpJIHIiia,
Boasa, cearoeHuTe caHganmu (vopeideg) (Oakley, Sinos 1993, 16—-18; Oakley 2012, 485; Margariti
2017, 321-322). leHAAT 3aBBpIlIBa C TbPBOTO pPa3KpHBaHe Ha JUIeTO Ha Oyrkara (AvaKoALTITIPLX)
Y [lapsiBaHeTo M OT CTpaHa Ha MyaZokeHela (GvakaAvntnpia §@dpa) (Oakley, Sinos 1993, 25-26).
CriesiBa HOLI[HA TpOLIeCHs [0 /loMa Ha yKeHMXa — Hall-ueCTo Tpe/icTaBsiHaTa ClieHa B PUCyBaHarTa Ke-
pamuka (Oakley 2012, 486—487), B KosiTO yuacTBaT M/a/I0O’KeHIUTe, TEXHUTE POJHUHU, MY3UKaHTH
Y KoslecHWIIAa. Mafio’keHellbT BOy Oy/nKara C pbKa, MOCTaBeHa BbPXY KWTKata M — OpaueH KecT,
M3BeCTeH Karto xeip’ émi kapnd (Margariti 2017, 322). B KbIliaTa ce U3BbPILBAT PUTYaJIH, CPeJ] KOUTO
TO3U 3a Npro0IijaBaHe Ha HeBecTaTa KbM HOBHS U [IOM, T. Hap. KATOXVOHATH — PUTYaTHOTO 0OCHTIBa-
He Ha MJIafIo’KeHI[UTe ChC CYIIeHH 1y1ofoBe, cMoKuHY U Ak (Oakley, Sinos 1993, 34; Oakley 2012,
487). ToraBa niy Ha TpeTHs JleH OT cBatbaTa (EmaOAIX), cies mbpBaTa OpadyHa HOIII, e TOC/Ie[HOTO
pa3KpuBaHe Ha JMIeTo Ha Oyrkara (criopen Llewellyn-Jones 2003, 229, 240 Te ca Tpu, HO MHEHH-
ATa 3a Opost UM U KoTa Ce C/IyuBart, ca pa3inunn). Ha émavAx Oarrfata Ha Oysikata TofHACs CBOUTE
ToZIap’bLIM, KaTo 0 TO3W HauMH JieruTuMupa mybmmuno 6paka (Oakley 2012, 488). Ha cbinus geH
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O6p. 17. Ceambena
cyeHa, usobpaseHa espxy
uepgeHouzypHo neauke, 350-330
2. np.Xp., demalin (HayuoHaneH
apxeonozuvecku My3eli 8 AmuHa,
no Sinos 2020, 31, PI. 3)

Fig. 17. Wedding scene depicted
on a red-figure pelike, 350-
330 BC, detail (National
Archaeological Museum of Athens,
after Sinos 2020, 31, PI. 3)

Oynkara JjapsiBa MJaJIioXKeHel[a C U3ThKaHa OT Hest cBaTOeHa HameTKa (YAavng) (Oakley, Sinos 1993,
39; Cleland et al. 2007, 34)*.

IlpexuTe Ha KeHaTa OT 3HATHATa /IBOMKa B Ka3zaH/blKarta rpoOHMIIA Ca TIPAa3HUYHU U JI0-
MBJTHEHW ChC CKBIM akcecoapu. TSXHOTO BHUCOKO KAaueCTBO MojUepTaBa 0OraTCTBOTO W TMPHUHAJI-
JIeXHOCTTA M KBbM enTa. JIyKCco3HOTO 1 00siekio 61 Moryo fia e Ha Oynka. 3a GpauHa 1jepeMOHus
CBUZIETE/ICTBAT OIIle [PeXUTe Ha MbKa, TIPeTIeTeHUTe B HaITOMHSIII] JKeCTa Xeip’ €mi Kapn@ phlie Ha
[IBOMKara, cBaTOeHUTe UM KOPOHH, OYTUMHCKUST BOasl, KAKTO M OCTAHA/IUTe CBAaTOEHU e/leMeHTH B
CLieHaTa: KojieCHHIIaTa, KOHeTe, My3UKaTHUAT ChIIPOBOJ], BUHOUEPITeL[bT, MOJHACSHETO Ha /lapoBe
(Ognenova-Marinova 1991, 15-16) (06p. 3, 18-19).

BripoueMm 3a MHO3MHa HOCeHarTa OT JKeHaTa AiaZiemMa e paBHO3HauHa Ha 371aTHUTe BeHLIU C JINC-
Ta, 1300pa3eHy BbPXY pa3/IMUHU [TaMeTHHULY WJTM OTKPUBAHU B HIKOM TPaKuicku rpodose (Zhivkova
1976, 35; nuT. y Tonkova 2013, 428), HO npe[cTaBeHa B KOMOWHALMS C BOAJI, B C/Tyuasi TS M3IVIEXK/a
KaTo oOMuaeH 3a )keHa ot esiuta cBatbeH (Oakley 2012, 485) unu norpebaseH (Korato HejOXKUBsIa
[0 >)keHUTOAaTa CU JieBoiiKa ce morpebBa Karo Oyska, Lee 2015, 143) peKBU3UT.

JKeHara e rpeficTaBeHa C BAWIHAT BOal M OTKPHUTO JivLie. AKO CIOXKETBT € ,,cBaTba“, cTaBa iyma
3a pa30y/iBaHETO Ha BTOPHSI WJIM Ha TPETHS /IeH OT LePeMOHUSITA, KOraTo MJIa/IoyKeHeIbT Uiy Oaijara
Ha Oynkara mofHacaT cBatbeHUTe CH 1apoBe (B MKOHOTpadusTa 00MUanuTe OT TPUTe [HU TIOHSIKOTa
ca cmecenu, Oakley 2012, 486). [Tokato OyTuHHCKUAT Boasl B ['bpIjust oOaue e B 1BAT I1adpaH WA B
cBeT/IM HIoaHcH Ha uepBeHO (Llewellyn-Jones 2003, 247-248; cpelily XyrioTe3aTa My 3a I[BeTa KaTo
cUMBO/IMUeH xuMeH BX. Wagner-Hasel 2010, 104) u mokpvBa nuileTo Ha Oy/nKara, BOATbT Ha Ta3u
JKeHa, B KOMOMHAIWS C [uajiemMa, e UCKPSI0 05T ¥ 3aKpyBa CaMo 4YacT OT KOcara M U LISZIOTO M TS0
OTKbM I'bp0a. ITo3uiusiTa Ha JIsiBaTa M pbKa, KOSATO CSAKAlll JOKOCBA Boaja (B XKeCT GVOKAALYLG), ce
BITHCBA B Xy/I0’KECTBEHUS periepToap OT apXanyHaTa efioXxa HaCeTHe U e YacT OT rPbLiKaTa KOHLIeTILsI

4 3a u3zobpakeHust Ha CBaTOEHM CLIEHW BbPXY KepaMUYHH Ba3u oT AmosioHus IToHTHKa BX. Bogdanova 2019.
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O6p. 18. Llenmpanxusim ¢pu3s 8 noepebanHama kamepa Ha Kazauaswkama 2pobHuya: ceambeHa cyeHa
(cHumka G. Luglio)
Fig. 18. The central frieze in the burial chamber of the Kazanlak tomb: a wedding scene (photo G. Luglio)

3a KeHCTBEHOCT. B MKoHOTrpadusiTa TO3M KeCT ce MpreMa 3a M3pa3 Ha ys3BUMOCT B CIleHH Ha c6o-
ryBaHe, CKpb0, cBaTOeH pUTyas U JIp., YeCTO TPY/HH 3a Pa3ulTaHe TMOPaZii CBOSTA JBYCMUCTEHOCT
(Llewellyn-Jones 2003, 99—104, c sut.). OTKpPXTOTO JIMLie He e B pa3pes3 C U/jesTa, ue >keHarta e Oyrika,
aKo CIieHaTa Mpech3/laBa MOMEHT OT HeWHOTO pa3KpuBaHe B Kpasi HAa BTOPUS JIeH UM CJie]] CBaTOe-
Hata Hoirl (Oakley, Sinos 1993, 39; Rabadzhiev 2002, 63). [l]o ce oTHacs /0 1[BeTa Ha Boaja, eqHa
cBatOeHa CIieHa BbPXY uepBeHO(UTYpHO Temke B ,,KepueHCKH ctiit oT 350-330 1. mp.Xp. (Sinos
2020, 31, Pl. 3) moka3ea, ue B TO3U MEpUO/, ca 00WYaliHU OennTe HIOAHCU B OOIEK/IOTO, BEPOSITEH
cuMBoJT Ha putyasnHa ukctora (Cleland et al. 2007, 211) (06p. 17). Ta3u u ApyTH Ba3u MOKA3Bar OIIle,
ye n300pa3siBaHeTo Ha Oy/iKaTa BbPXY TPOH He TIpe/jrio/iara BacT v [JapCTBEHOCT, a e MKoHoTrpadcKu
MpUIOM 3a BU3yaJTHOTO M Bb3/uraHe 7o 60xkecTBeH nepcoHax (Sinos 2020, 31; Young 2020, 118).
O6pa3bT Ha OTVIMUABAIIlaTa Ce C BUCOKHUS CH PBCT ’KeHa, CTOsIIA BASCHO OT 3HaTHATa JBOM-
Ka, € MHOTOKPaTHO OOCHXJAH B JIUTepaTypara, KaTo Cpesi UeHTU(PUKAIIUKUTe JOMUHMAPA CXBallla-
HeTo, ue e OoruHs (Haii-uecto [Iemetpa wiu [TepcedoHa, 3a MHEHHSITa ¥ CeMaHTHKaTa Ha oOpa3a
Rabadzhiev 2002, 57, 87-90, ¢ nurt.). OnipesiesITHETO Ha Jipexara M KaTo ,,Ilapcka“ OueBUIHO ThPCH
oropa B 00/1eK/10T0 Ha repouHuTe Ha Omup. HeliHata HeoOWualiHa BU3yaM3alyisi B C/iydasi obaue
€ e/[Ha M0-CKOPO Bb3KpeceHa MKOHOrpad)CKH, OTKOJKOTO HOCeHa B e)KeJJHEBUETO TIpe3 elTMHUCTHYe-
CKaTa erioxa /ipexa, upe3 KOSTO Ce OTIPABAT BHYIIEHUs 3a PUTyasHa yrnoTrpeba Ha IlepeMOHHATHO
006/1eK/10, TIPUCHIIO0 HA MUTUUHHU WK OoxkecTBeHu mepcoHaxku (Lee 2010, 59; 2015, 102, ¢ auT.).
PasronaraneTo Ha Ta3u ¢uUrypa Ao ceAsiys Ha AudpoC MbX, KOCTIOMBT, KaKTO U HOCEHeTO Ha TIoji-
HOC C TIJIO/IOBE HATMIOMHST 3a e[JUH OT Hall-Ba)KHUTe MOMEHTH B aTMuecKaTa cBatha, KOWTO BK/IIOUBA
PUTYaTHOTO 0OCUTIBaHe Ha M/TaJiO>KeHIIUTE C TUIO[0Be U SJIKHU TIPU TIPUCTUTAHeTO Ha Oy/kaTa B HOBUS
oM (katayvopata) (Oakley 2012, 486; Margariti 2017, 322). ToBa fjeficTBHe Ce U3BBPILBA OT Maki-
KaTa Ha MJIaZio’keHella /10 OTHUIIETO BKBIM, HO CMeCBAaHeTO Ha peasHO U O0XXeCTBEHO e o0uyaeH
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O6p. 19. IlenmpaaHnama ¢ueypanHa cyeHa 8 noepebarHama kamepa Ha Kazaurswkama epobHuya:
3HamHama 0eolika (cHumka G. Luglio)
Fig. 19. The central figural scene in the burial chamber of the Kazanlak tomb: the noble couple
(photo G. Luglio)

vKoHorpadcku Mozien B cBarbenuTe crienu (Oakley 2012, 483; Sinos 2020, 32) u B ciiyuasi He TIpo-
THUBOPEUU Ha OTPeie/ISTHeTO Ha Ta3u KeHa M Kato 6oruHs. TIperiMraHeTo Ha CHOKEeTHTe ,,cBaTba“ 1
,»CMBPT* BEPOSITHO 00sICHsIBa TIPOMSTHAaTa BbB BH/]a HA HOCEHWUTE OT Hesl MPEeCHU IJI0/I0Be — CMOKUHU
Ha Tparie3aTa, HapoBe B rogHoca (06p. 8, 11).

JKeHuTe, yuaCTHUUKHU B TiporiecusTa B KasaH/rblikarta TpoOHMUIIA, CBINO ca 06/1eueH BbB BU-
JTUMO CK'bITH JIDEXH ¥ HOCSIT IThJIeH HaOOP OT HAKUTU: IPUBHH, KOJTHeTa, 00U, B TPBIKHUS CBAT [b/-
TUST 7I0 TT0/la XUTOH BUHATH e 3HaK 3a jykc (Lee 2015, 106, 110), a B ciiyuasi e ToasieT, MpejHa3HaueH
3a yyacTHe BbB BaKHO chOuTHe. ToBa MoCTaBs 107, CbMHEHHe MHEHHeTO, Ue Te Ca MPUCTYKHUUKH.
ITo Bcsika BePOSITHOCT OTIpe/ie/ITHATE KaTo CIYTHHU »KeHH, 1300pa3eHu OT JisiBaTa CTPaHa Ha 3HAaTHa-
Ta ZIBOMKa, ca OJIM3KK MM 4acT OT ceMelcTBOTO. [IpemeTuTe, KOUTO )KEHUTE HOCST, O1Xa MOT/IA /ja
Ob/jaT KaKTO OHEe3H TOo/apbLiv, KOUTO M/IaZi0’KeHeITbT /laBa JIMUHO Ha Oy/KaTa, KOraTo Ts pa3KpHBa
JIULIETO CH 3a MbPBU ITLT TIPE/] HETO, TaKa U JapoBe OT Oalrjata Ha Oy/KkaTa Ha TPeTHs JIeH OT cBaTrOara
(Oakley 2012, 486); BUBbT Ha Te3u MPeIMETH — TIIaT U KOHTEMHEPH C Pa3/IMuHO ChAbpP)KaHUE — € B
Tosi3a Ha BTopoTo rnpeanonoxenue (Lissarrague 1995, 93; Mason 2006, 53—54; Sinos 2020, 31; cro-
pen Ognenova-Marinova 1991, 15 mapoBeTe ca 3a GyskaTta, a criopeg, Rabadzhiev 2002, 67 — ot Hes1).

JKeHckute 00/1eK/Ia ¥ TIOCOUEHHTe CBaTOEHW MOTHBM COUAT, Ye B Ta3W CLieHa e MpeZCcTaBeHa
EMOVALX: KOHETe OT KOJIeCHHUIIaTa Ca pa3rperHary, Oy/ikaTta e B HOBUSI CH [IOM, M3BBPIIEHU Ca PU-
Tya/luTe KATOXDOHNTX ¥ QVOKOXALTTHPLX, OpauHaTa HOI € OTMHHA/A, ThPXKeCTBOTO MPOJbKABa,
MIPUCTHUTAT AapoBeTe OT Oairjata Ha Oynkara (06p. 18). Ho BMecTo GaHKeT 3a MPUCHCTBAIIMTE Ha
cBarbaTta Mbxe Ha TpeTHs fJeH (Mason 2006, 54 ¢ uT.) e n300pa3eHa caMo TPUHOTa Maca C IMOCTHU
0/1r01a ¥ eCeHHU TITIOZAOBe. 3a7 Hesl, TI0 TPAaKMICKK 00UYaid, e cefHasl )KeHUXbT, KOMTO, TIPOTHB BCUY-
ku mipaBusa (Rabadzhiev 2002, 67; 3a 0TCbCTBHETO Ha >KeHUTe OT nupiiecTBaTa B Tpakusi Georgieva
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2008, 16, c UT.), CAKAIll Ce OMUTBA Jja MPUOOIIY ce/siiaTa BCTPAHH Ha TPOH HepecTa (BAOBUIIA?)
KbM Tparie3ara, CroJiyuwinBo HapedeHa “le repas nuptial chez Hadés” (Picard 1947, 115) (o6p. 19).
BB3MOXKHO e TO3M HerpbLKM MKOHOTPa)CKU /IeTals1 Zia WIFOCTPUpa OYaKBaHAaTa OT MOPBUMTE/Ns Ha
rpobHMIIaTa TpaKUiCKa mpejcTaBa 3a OjakeHa mocMbpTHa chbda (Rabadzhiev 2002, 66, 74-77, ¢
JIUT.; 3a Tpare3ara U (hranarta B pbKaTa Ha Mb)Ka KaTo TIpUMep 3a Ky/ITypaTa Ha U3TbHUEHO M1eHe B
3araZiHOAHATOIMICKNTe OaHKeTHU cLieHu Draycott 2016, 273-277).

HexopatvBHata niporpaMa Ha CBelljapckara rpoOHUIA ChC CUTYPHOCT € MHOTOIIAaCTOBa U
Tipe/jrio/iara MpoYMT C pa3auuHu HioaHcH (Valeva 2015, 189—-190). VinTepecyBalijata HY 3apajivi >KeH-
CKOTO 00JIeK/I0 ClieHa, Mpe/iCTaBeHa B JII0OHEeTa, IMa MHOKeCTBO ThJIKYBaHHSI: XepOU3allysi, UHBeCTH-
Typa, Xueporamusi, BoeHHa pea/siHOCT (MHeHusiTa y Valeva 1996, 51, c sur.; Chichikova et al. 2012,
50; Miller 2014, 189-192; Valeva 2018, 44), a cblij0 U 1lepeMOHHATHO TOCpelllaHe Ha BJajieTesnl,
KOWTO ce 3aBpabiija oT nobegHa kammanust (Palagia 2021, 674). JKenata, AbprKaiija BeHell, e oripeie-
JIsiHa KaTo OOTHHS, a CefBaIUTe 51 YeTUPH JKeHW — KaTO TIPUCTYKHAYKH. JIyKCO3HUTE UM 00/eKIa
3apajJy MPO3payHOCTTa CH OCTIOPBaT MHEHUETO, Ue Te Ca CIYTMHU. KbM TO3U I0BOA MOXe Zia Obar
nmobaBeHY M HOCEHWTE OT TAX MPEMETH, /10 To/isiMa CTeTleH Pa3/IiuHu OT TMoKa3aHuTte B Ka3aH/rbli-
KaTa TpoOHMIa, 3al[0TO BEPOSITHO Ca YacT OT MHCTPYMEHTAPUYM 3a M3BBLPIIIBAHE HA BL3/IUAHUS W/
v >xeptBonipuHoieHus (Palagia 2021, 669). YKeHuTe oT 111eCTBHETO, KAKTO U T. HAap. KApUaTHUH, Ce
BITHCBAT MO-CKOPO B XUIOTE3aTa 3a CBETCKO ChOUTHE C PeTUTHO3HO-MUTHUHH KOHOTAIMK: n300pase-
HU Ca )KPULM WM TeXHU MIOMOIIHULIM, KOUTO I1]e W3BBbPIIAT CTelhasTHa [[ePeMOHMS B UeCT Ha Brajie-
tesist — nobenuten (Palagia 2021, 674). TpyaHo e fja ce Kaxke obayde /jaiy TEXHUTE JIPEXU, aKCECOAPH,
TpUUeCKU ¥ TPUM OTTOBApST Ha ZieMCTBaIlys B Ky/IToBaTa rpakTuka dress code, Makap B PeBHOCTTA
TIpaBWJIaTa 3a CAY>KUTe/INTe B CBETWIHINATA U YUaCTHULIUTE B MpoliecruuTe fja ca pa3muunu (Karatas
2020, 168). AKo TOBa HaMCTHHA Ca JXPULIY, Te CTy)KaT Ha KeHCKO O0’KeCTBo.

3akitoyeHve

M306pa3eHuTe B ZiBeTe TPAKUICKU IPOOHHULIM KeHU ca 00/1edeHH 0 TPBIKU MaHuep. YacT ot
JIPEXUTE UM MMAT CrielihudeH 00/IMK U HOCAT C/IOKHU HeBepOaTHH MOC/IaHusl, KaTO MapKUpaT Tex-
HUS COLajieH CTaTyT, UAeHTUYHOCT, paHT U IMYHOCTHU KaJyecTBa. Te ChC CUTYPHOCT He Bb3MPOU3-
BeXKIaT 00MYaifHO HOCEHHUTe T10 TOBa BpeMe 00s1eksia B 1isiyia Tpakusi®, HO TOTBBP)K/jaBaT Habmo/1eHU-
siTa, ue APexXuTe Ha e/iuTa Ce BIUCBAT HAITb/IHO B TOraBalliHaTa eiHACTAYecKa Moia (Georgieva, in
press a; Baralis 2019, 164—165). [lo To3u1 U3B0/] BOJSAT KaKTO TTMCMEHUTE CBe/IEHHS 3a TIofapsiBaHu Ha
TPaKUICKUTE B/IaJIeTe/d U apUCTOKPATH Uy)K/eCTPaHHH T1IaToBe, KWMMU 1 obmekna (Thuc. 2.97.3;
Xen. Anab. 7.3.27), Taka ¥ HaXOAKUTE Ha apXeojornuecky TeKCTus1. Criope/i TX MpeiHa3HaueHUsT
3a OTBBJHOTO rapzepob Ha 3HaTHUTe MOKOMHWLM CbAbp)Ka CKBIW JPexy, U3paboTeHH OT KOHOII,
JlvBa KoripuHa (?), JieH, mamMyk | 371aTHi HUIIKK (Georgieva, in press a; Dimova 2018, 26-27, 29-31).
OO6meksI0TO e cpefi Hali-pa3ro3HaBaeMHTe eJieMeHTH Ha OJTM30CTTa Ha TPAKUTe [10 3a00MKaISIIIUs TH
eJIMHUCTUYECKH CBAT M 0CO0EHO JI0 JIyKCa, XapakTepeH 3a M3ToKa 1 Make[JoHCKUst eniT. KoHTakTHTe
¢ Eres;, Anatonus 1 Cpe/ii3eMHOMOPHETO B TO3U MepPUOJ, OUeBHHO TIPOMEHAT eCTeTUUeCKUTe BKY-
coBe U MoziesuTe Ha noTpebseHue B Tpakust (Egri 2014), kKaTo 3acu/iBaT MHTEpPeCa KbM JIYKCO3HU
Bell[1, BK/IIOUNTETHO U Aipexy. KakTo nKoHorpadCKuUTe aHHU, Taka U OCTaHKUTe OT TEKCTUJT CBU/le-
TEJICTBAT, Ye 00/eK/iaTa v MPUHA/JIEXKHOCTHTE KBM TOa/leTa B TO3U MEPUO]], Ca CPefi CUMBOJIUTE Ha
6orarctBo, ipecTik U Biact (Archibald 2013, 162). Hetro roBeye, JTyKCO3HUSIT TEKCTHII € CUTYPEH
3HaK, 4e MECTHUTE eJIUTU TMPUTEXaBaT 3abesieXnTe/leH NKOHOMUYEeCKW Pecypc, KOWTO T03BOJIsSBa

5 [lpexara Ha HWTO eJjHa OT >KEHUTE HAlpUMep He e 3akormuyaHa ¢ (GuOy/IM, KOMTO Ca MHOTO pasrnpoCTpaHeH
akcecoap KbM TPaKUICKUsI KOCTIOM B To3u niepuoy (Tonkova 2015, 222; Stamberova 2023).

24



Moga, TpaauLun 1 BENNKONENVE B 06/1EK/IOTO Ha XEHNUTE, N306pa3eHn B TPAKUIACKMTE ...

MpU00MBaHETO HA Ta3U U3K/IFOUMTETHO CKbIIA CTOKA B 3HAUMTETHO KOJTMUECTBO U YJIMBUTETHO Pa3-
Hoobpa3ue (Georgieva, in press a). BorarcTBoTo UM OCUTypsiBa U Bb3MOXKHOCTTA Jla HaéMaTr yMeu
apXWUTEKTU U Xy[AOXKHULIM, KOUTO B yrojla Ha CBOUTe KJIMEHTU MpeCh3/aBaTr LIeHHOCTHUTEe Ha TPaKUii-
CKaTa Ky/ITypa C TIOMOILL[Ta Ha e/{Ha Yy»K/la 10 CBOs XapakTep 00pa3HOCT.

BnarogapHocTu

Bbnarogapst cepeuno Ha [anuena CrosiHoBa, [leta WnmeBa, Kpacumup HukoB u Teogopa
BorgaHoBa 3a 0Ka3aHOTO MM ChZeHCTBHe MpU paboTara Ha/| TOBa U3C/e/iBaHe.
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Fashion, traditions and splendour in the garment of women
represented in Thracian tombs

Rumyana Georgieva
(summary)

Three out of the five Thracian tombs decorated with wall-paintings have representations of
dressed figures. However, at present only the wall-paintings in the burial chambers of the tombs at
Kazanlak and Sveshtari provide reliable evidence about female garments.

The women represented in both tombs wear familiar Greek clothes and the usual accessories
associated with these garments. Chiton (xttcv), peplos (mémAog) and himation (ipdtiov) can be iden-
tified among the represented female attire. The associated accessories, make up, hair dresses and
shoes complement the clothing to accomplish the look.

Four women, members of the entourage represented in the central scene of the Kazanlak tomb
(two musicians and two “servants”), wear bicolour chitons, which reach the feet (xt1tov modnpng)
(figs 1-2). These are white, coloured with broad yellow-brown and red-brown vertical stripes. The
woman from the noble couple in the same scene also wears a long chiton. The chiton is combined
with a himation (fig. 3).

The women forming the procession depicted in the lunette of the Sveshtari tomb also wear
long chitons. These were draped by a single piece of cloth. It is unquestionably girdled around the
waist only at the representation of the young woman carrying an oinochoe and a container for fra-
grances. The chitons are semi-transparent and striped (fig. 4). The garment of the woman giving a
wreath to the horseman before her is combined with a himation (fig. 5). The chitons of the so-called
caryatids are sleeveless and long but differ from the traditional Greek ones due to the shaping of the
skirt. These are transparent, very draped and coloured in purple, blue and red (figs 6-7).

The attire of the tall woman carrying a tray with fruits, depicted in the central scene of the
Kazanlak tomb, looks as manufactured of thicker cloth, which forms heavy folds and covers the body
curves. Red-brown in colour, it reaches down to the feet and is combined with a broad piece of white
cloth at the front of the figure. The cloth used for the upper part of the garment is double-folded. The
folded fabric at the back is pulled up as to cover the hair like a veil (fig. 8). The image of this attire
suggests a representation of either a chiton and a peplos or only a peplos, whose type and polychromy
were likely invented by the artist. This unusual visualisation, probably iconographically enhanced
rather than a daily worn piece of clothing, implies a ritual use of a ceremonial garment inherent to
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mythical or divine personalities.

The way the chitons of the women from the procession in the Kazanlak tomb were depicted,
suggests that these were most likely linen. However, the chiton of the woman from the noble couple
in the same tomb, was of higher quality. It is suggested that such textiles were either manufactured of
wild silk or specially treated plant threads for achieving soft and shiny texture. In addition, the peplos
and himation depicted in the tomb appear as made of fine woollen cloth.

The main colour of the discussed chitons is white. The chitons of the women from the proces-
sion in the Kazanlak tomb are bicolour, with a broad weft pattern. This particular detail had a decora-
tive effect and indicates that colourful chitons were worn at that time. The peplos and the himatia of
the noble couple are depicted in a reddish-brown hue.

It remains unclear what was the colour of the chitons of the women forming the procession in
the lunette of the Sveshtari tomb. Most likely the garments would have been kept transparent after
colouring the figures, similarly to the so-called caryatids (fig. 6). Transparency is a diagnostic feature
of the luxurious textile known as “amorgina”. The sets of parallel vertical lines along the chitons in-
dicate that these were decorated. However, the decoration of the chiton of the woman from the noble
couple depicted in the Kazanlak tomb belongs to a different type. It consists of a band appliqued to
the lower edge of the chiton. This appliqued band may be either embroidered with golden threads
or made with a special technique (fig. 10).

The women depicted on each side of the male figure sitting on a diphros in the Kazanlak tomb
are veiled, which suggests a special status. The head of the woman carrying a tray is covered with
a peplos, while the veil of the one sitting on a throne was made of fine, shining white fabric of high
quality. The piece of blue textile, carried by one of the women in the procession in the Kazanlak tomb
may also represent a veil.

Some women depicted in the Sveshtari tomb wear hats of the mitra and kalathos type (figs
5-6, 14). The woman of the noble couple in the Kazanlak tomb has a diadem or a crown (fig. 15).
The hair style of the women depicted in the Kazanlak tomb is of nearly the same type. Two of them
have their hairs covered, while the rest appear to have short, curly hair (figs 12-13, 16). The women
forming the procession in the Sveshtari tomb have pulled back (short?) hair, whereas the caryatids
wear their curly hair in two plaits (figs 4, 6-7, 14).

The depicted accessories complementing the female outfit include small jewels as well. These
are bracelets, rings and earrings, which are not always clearly noticeable (figs 15-16).

The long chitons cover the feet of nearly all depicted women. Partly visible are only the shoes
of the enthroned woman in the Kazanlak tomb and those worn by the caryatids in the Sveshtari tomb.
The caryatids wear a makeup as well (fig. 14). The makeup emphasises the expression of the eye-
area and appears to be designed for individuals standing on a platform, stage or seen from a distance
during a ritual, dance or celebration.

According to different opinions, the central scene of the Kazanlak tomb, discussed here be-
cause of the depicted female garments, represents a funeral feast, wedding ceremony, “sacred mar-
riage”, “wedding in death” and “Eleusinian mystery.” Some of these narratives are obviously inter-
twined, while the representation suggests that the artist was well acquainted with the canons of the
Greek iconography. It recreates a ritual laden with wedding motifs and masterly entangled in another
transition — that from life to death. Possibly the narrative was based on a wedding, which ended in
sudden death.

The women in that scene show a high standard of living, demonstrated through the quality of
their garments. Four of them wear formal attire, while the other two — a ceremonial one. All women
wear obviously valuable garments and a full set of jewellery: bracelets, necklaces and earrings. The
long chiton, reaching down to the ground was always a sign of luxury in the Greek world. This detail
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casts doubt on the opinion that some of the represented women were servants.

The woman from the noble couple represented in the Kazanlak tomb wears festive clothes
complemented by valuable accessories (figs 3, 15). Her luxurious clothing could have been that of
a bride. The attire of the male figure also points to a wedding ceremony, as well as the hands of the
couple intertwined in a gesture recalling that of yeip’ éni kapn®, the wedding crowns, the bridal veil
and the remaining wedding motifs in the representation: the chariot, the horses, the musical accom-
paniment, the cupbearer and the gift-offering (fig. 18).

The female garments and the described wedding elements indicate that the depiction does
likely represent event linked to the arrival of the bride in the groom’s home on the third day of the
Attic wedding (é¢nabA1a): the horses are unharnessed from the chariot, the bride is already in her new
home, the katayvopata and dvakaAvmtpia rituals were performed, the wedding night has passed,
the feast continues and the gifts from the bride’s father arrive. However, instead of being represented
at a wedding feast, the groom is sitting behind a three-legged table laden with non-meat meals and
autumn fruits. He appears as though he is trying to invite the bride (widow?), who is sitting on a
throne to the side, to join him at the table. This non-Greek iconographic detail does possibly illustrate
the Thracian notion of a blissful afterlife fate (fig. 19).

The ornamental programme of the Sveshtari tomb is complex and also has multiple interpreta-
tions: heroisation, investiture, hierogamy, military realm, and ceremonial meeting of a ruler after a
victorious campaign. The woman holding a wreath is described as a goddess, while the four women
following her — as servants. Nevertheless, their luxurious garments argue against a servant’s status.
The objects, which they carry add more weight to this objection as these likely belong to libation
and sacrificial equipment. Their figures, in addition to the caryatids can be better understood in the
context of a public event with religious and mythological connotations.

The attire constitutes one of the most recognisable features witnessing the closeness of the
Thracians to the surrounding Hellenistic world, and especially to the luxury characteristic for the
Eastern and the Macedonian elite. The garments intended for the afterlife of the noble deceased
included clothes made of hemp, wild silk (?), cotton and golden threads. Valuable clothes are not
only some of the symbols of wealth and power but indicate that the local elite possessed a striking
economic potential, which allowed the acquirement of this highly priced merchandise in significant
quantities and surprising variety. The accumulated wealth also ensures the ability to hire skilled ar-
chitects and artists, who, in order to please their clients, recreated the values of the Thracian culture
via foreign, in its nature, imagery.
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