IlepiAnyn - Summary

Emi Koishi: «A¢ovteg, I'poneg, Zpiyyeg otig oppayideg kat ota
oppayiopata kata v MMII- YM/YE III nepiodo. ZovOcoerg -
Ixnpata- YAuka»

O oxkomnog g napovoag dtatpPrig Ntav va egetdoet ta tpia Bépara, too
Aéovta, Tov ypLIIA KAl TG oplyyds, otig oppayideg xat ta oppayiopata too
Alyaiakov Ywpov EKOVOYPAPIKA HEV, OP®S OXL ®G IIPOG Toug PLOPOVLG (OTLA),
aA\d ®¢ IIPOG TNV OTAOCL KAl TNV ToHofeTnon oV TPV Oepdtov Oave ot
OPPAYIOTIKY] emupaveld, Kabwg Kat Tig ovvleoelg mov MPOKLITOLY A0 TOLG
ovvdvaopovg tovg pe aNa Bépata, onwg aNa {oa, avipomveg popQeEs,
MAPANANPOUATIKA Kat ovpPolikd O¢pata. Ta {npata avta eSetdodnkav
0€ OLOXETIORO HE TA OXIHPATA TOV OPPAyid®mV KAt Ta DAIKA KATAOKEDL|G TOVG
PEOA OTO YEDYPAPIKO IMAAIOI0 TOL Alydlakod KOOPOL Kdat otnv eGEASrn 1mov
napatnpettat petalv tov MMII/IIL ypovav, otav ta okAnpd metpopata
apyxifoov va Xp1OolHoIolo0VTal Yid TV KATAOKELT OPPaylomV, Kat pExpt v
YXIII mepiodo.

Me aot] Vv mpoogyylon eveAMOTOLHE VA KAADYOLHE TO KEVO IIOV
DIIAPXEL OTNV €PELVA KAl IOV APOPU OTNV OXEOI AVAHPESA OTIG IIAPAOTAOELG
KAl OtV XP1OI] TOV DAIKOV KATAOKELNG T®V o@payidmy, mov eivat ot Aibot,
oplopeva petala xat 1) varopada.

H pelen avtr) emyelpel, emiong, Tov evromopo Tng mbavrg oxéong
PETadD TG XPI)01NG OLYKEKPIHEVAOV DAIKDV Y10 ODYKEKPIIEVEG TIAPAOTUAOEL.

And ta napandve, IPOKLIITOLV EP@THHATA IIOL  d@POPOLY TNV
OWKOVOHIKI] KAl KOW®VIKI] 0£01 TV 1010KTTOV ToV o@payidmv, alAd Kat
yevikotepa {nujpara mov agopoovv v deoloyia kat 1 Opnokeia otov
Alyalako Ywpo, IIPOG TV AIIdVTION TOV OINOI®V €DEAIIIOTODHE VA £XOLHE
oopPalet.

Ia va avtamoxkptovpe OTOLG OTOXOLG HAG, KATAYPAPNKAV OLVOAKA
oKTakooteg efnvta tpelg oppayideg kat oppayiopata pe ta ev Aoyw Oépara,
riov torofetovvtat ano t MM II-III ewg v YX III. T'a va ooykpivoope kat
va katatdSoovpe Tig oppayideg kat ta oppayiopata pe ta Oepata too Aeovia,
TOL YPOLIIA KAl TG opilyyag, oploape 0Tt ot oppayideg Kat ta oppaytopara, Oa
eCetaobouv oe tpetg aloveg: Ilapaotdaoeig, Ztdoelg, Xovheoelg.

Me PBaon 1§ tadivoprnoetg KatainSape oTlg NAPAKAT® OlAMOT®OELG KAt
arroyels.

e Ot agopda oty amnodoon TV Oepdtov, Onmg 1 KAion Tov
Aawpov/ke@aliov kat 1 katedOovvor Tov Kepaliov, vrobétoope Ot oxetiCetal
KOplwg pe ta epyaotpa. Ta epyaotrpia pallov Oa eiyav éva «pemeptoptlo»
Oepatewv kat oe avta ékavav napallayég avdaloya pe Tig avaykeg Kat/1) pe
Tig napayyedieg. Emi mAéov, avaloya pe v xpovoloywkr] alayr),
MPOTIHOVTAL Ol IO OPAPATIKEG ATIEIKOVIOELG, TO ADYIOPEVO OOPA, A0 KAt
KEPAAL.

Oocov agopd oto mnpoPfAnpa ot pla napdotaon 1Ly. «emribeon
Aéovta/ypdna oe allo (wo», amekoviCetatr pe Owagopetikég ovvbéoetg,



®OTO0O0 epavifovtal dagopeTikd oxedia, vrIoHETOLHE OTL EXEL OXEOT] HE TOV
OKOIIO 1] TOVG 010Kt TEG TV oppayidwv. [Tpmtov, Bempovpe Ot pia opada
ovvOéoewv, mov napovotdalovy napopoto oxedio, Oa eiye xpnowponowOet yia
Tov 1010 oxkomo. Aevtepov, 0Tt ovpPoAiler pia Owaiteprn opdda avlponwv,
KOW®V1KI) 1] Op1oKenTIKT), TOL Katéyet nyepovik) Oeon.

Eni mAéov, av xat aotr) 1) vniobeon eivat aotabdrg, to Ot pia napdotaon
amekoviCetat oe Oltapopetikeg oLVOLOELG, DITIOOETM OTL £xel OXEOT) He TOV OKOIIO
KAt T Xpron 1oV o@payldwv, pe Ttovg O10KTHTeg TOoug 13 pe dvo &€idn
epyaocmplov ta omoia e@dappolav Ola@OPeTIKEG TeXVIKEG KATAOKELI)G
(xeypoxivnto 1) neprotpepopevo tpoaavt). Emedr) oovaviovtat avaloya pe 1o
YEQYPAPIKO MAAIO0 KAl He TA DAIKA KATAOKELNG, QAivetrat OTL avtog o
daywplopodg dev eivat toyaiog. Mropovpe va vmobéoovpe 0Tt avtda ta dvo
el epyaompiov dev Nrav eviedmg aveSaptnta, alda ot elyav emagég,
erreldr] evtomi{ovtat MOAA KOWd EKOVOYPAPIKA OTolxela HPETalyd Tovg,.
[TiBavoloyeitat 11 vnapdn KAmowov «odnyov» Oepdtv, MOL NTAV YEVIKA
AII00eKTOg PeTadL epyaotnplaV 1} TEXVIT®V oppaytdoylvgplag.

Tehog, ovlnmoape ep@TpATA Yyl TV XPHO TOV OPPayld®Vv Kat
kataAnape oe tpelg mbavég amowelg, ot (A) ZopPoAiCovv v vYNAR
KOW®VIKI Kai/1] Opnoxkevtikr) 0¢on tov doxtt, (B) Eivar oopPolukot
popelg dvvapung, Opnokevtikng 11 kowevikig, (I) Exoov epmopikr) xpron, g
eTikéteg. Yrmebeoa ot pe avtég Tpelg xprioelg ovvoeetat 1) asia g oppayidag
KAt &va KPuplo ywa myv adla tov oppayidmv eivat iomg n mootta g
o@payldag Kat To av NAaparrepetl oe padikr) napaywyn 1 oxt.

Me 1 obvoyr twv 0edopévaV TG IAPAoTAoTS, TG OTAOLG, TG obVOeong,
kabwg kat T®v oovvdvaopmv TV  Tpwv  Oepdtev  pag pe  ta
ovpPolikd/mapamnpepatika Oépata xat avaloya pe v xpovoloynor,
TNV HOEPLOXN] HMPOEAELONG KAl TA DAIKA KATAOKEDLNG, QAVNKE OTL DIIAPXOLV
SlapoOpPETIKEG TAOEIG OXETIKA HE TNV OPOTIPNON avda Ieploxr] Kat vAwo. H
Hapd AnAn  Sepedvnon g ewovoypagikrg eSeNlng pag odnynoe oe
vriobéoelg oyeTIKa pe TNV adia Kat T xp1on T®v oppayldmv pe ta tpia Oepata
KAl P TN AELTovpyla TV EpYAoTPl®V KATAOKEDLG TOVG.

Me PBdon avtd ta anotedéopata, LIOYET® OTL vIIApPxel dvvatoTTa va
Siakpivetatr 1 oyxéon avdpeod OTOLG KATOXOVG T®V o@payidmv kat otig
MAPAOTACELS AEOVIMV KAl YPLII®WV He TO OxeOlo g oppaytdag, dnAadn va
avayvepifetdat 1] ELKOVOYPAPIKI] TAOL THG IEPLOXT|S.

Emi Koishi: «Lion, Griffin, Sphinx on seals and sealings from
MM II to LM/LH IIl period. Compositiones - Shapes -
Materials»

The goal of this doctoral thesis is to study the iconography of three
motifs, lions, griffins and sphinxes, on Aegean seals and sealings. However,
this study does not refer to styles, but to the poses of the animals, to their
placement on seals and to compositions resulting from their combination with
other motifs, like animals, human figures, symbolic and complementary



motifs. These matters have been examined in relation to the shape and the
material of the seal within the geographical frame of the Aegean world and
within a chronological range from MM II/IIl (when the hard-stone seal’s tools
came to use) to Late Bronze Age III period.

This approach intends to fill a gap in research, that has to do with the
relationship between the representation on the seal’s surface and the material
used each time, that is stone, certain metals, and glass. It also attempts to find
the possible relationship between the use of specific materials for specific
representations.

The above matters arise the question about the economic and social
position of seals owners, but also general matters, like ideology and religion
in the Aegean world; I hope I have contributed to the discussion of these
matters.

In terms of methodology, I have collected and listed a total of eight
hundred sixty-three seals and sealings with the three motifs in question (lion,
griffin, sphinx), dated from MM II-II to LH III. These seals and sealings have
been examined on three axes: Subjects, Poses, Compositions and
classifications have been effectuated.

Classification has allowed me to make the following suggestions: For
the rendering of motifs, as far as the inclination of the neck/head and the
direction of the head are concerned, I have proposed that they are connected
mainly with the workshops. Workshops may have had a repertory of motifs,
but made variations of them according to needs and/or orders. Moreover,
following the chronological change, it seems that more dramatical
representations, with animals bending their body, neck and head, were
preferred.

I have also confronted the question why the same scene, for example
“lion/ griffin attacks another animal”, is represented in different compositions
and show a different design. I have come to the supposition that there is a
relationship between the purpose of the seals and their design. First I suppose
that a group of compositions, which shows a similar design, must have been
used for the same purpose. Second, that a group of compositions symbolize
one particular group of people, who have a social or religious hegemonic
position.

Moreover, although this is merely a speculation, I think that, when a
subject is represented in different compositions, there must be a relationship
between the purpose and the use of the seals, the seals’” owners or the two
kinds of workshops, which were implementing different engraving
techniques (with burins or knives for soft stone, with bow lathe for hard
stone). As long as the representations of seals and sealings are related to the
geographical frame and the seals material, it seems that this separation is not
accidental. We can suppose that these two kinds of workshops were not
completely independent, but had contacts between them, because it is
confirmed that they had many common iconographical elements. Probably,
they had something like a guide or a “pattern book” for the seals’ subjects,
which was generally accepted among workshops or craftsmen.



Finally, I have discussed the problem of the seal’s use and have
arrived to three probable conclusions: I) Seals with lions, griffins and sphinxes
symbolize a high social and/or religious position of their owner, (II) Seals are
a symbolic means of power, social and/or religious, (IlI) Seals have a
commercial use, for labeling goods. I have supposed that these three uses
were connected with the value of the seals and that a criterion for their value
may be their quality and whether they were the result of mass production or
not.

The synthetic discussion on subjects, poses, compositions and
combinations of the three motifs to others, in relation to the chronology of
seals, their materials and the finding areas has led me to the idea that there
existed different tendencies according to the region and the material.

Equally, the investigation of the iconographical development resulted
in suggestions concerning the value and use of the seals with the three motifs
of lion, griffin and sphinx and the activity of the workshops that have
produced them.

These results allow us to discern a relationship among the seal’s
owners, the subject (lions, griffins, sphinxes) and the design of seals, namely
the iconographical tendency of an area.



