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The article analyses the use of the term yopvtdc in ancient Greek sources and its etymology.
The author re-examines the visual programme of the well-known gold gorytos overlays from the
Chortomlyk series (Chortomlyk, 1863; Illintsi, 1902; Melitopol, 1954; and the Five Brothers, no. 8,
1959), which were found in the burial mounds from the 2" half of the 4% century. Unfortunately,
one of the overlays from Illintsi was lost during World War II. The technical process of creating
gorytos overlays is re-emphasized in detail. The method of making gorytos by hand introduced
unique features to each overlay, which possibly were further enhanced by variations in alloys and
additional detailing. For the first time, a comparative analysis was made of each scene on the three
surviving overlays. Additionally, the author provides a brief analysis of existing interpretations of
the scenes’ meaning, including myths about Alope, Achilles and Telephus, as well as Iranian and
Scythian myths. According to the author, the visual programme of the overlays is associated with
the death and rebirth of the ideal hero (Achilles?), pointing to eschatological semantics using
Greek model. Consequently, the gorytoi of the Chortomlyk series may have been crafted specifi-
cally for the funeral rites of Scythian high aristocracy, rather than for diplomatic relations.
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¢ 0VOEV e d€0g un kKevwbeic Aabot 6 YopuTtog adTd
“At least there is no fear that its gorytos will unexpectedly run short!”
(Luc., Soph. Hercules, 8.10)

Introduction

A gorytos used by the Scythians and other Iranian-speaking peoples, was an integral
part of a Scythian warrior’s property, his individuality, and in a sense, it was the reposito-
ry of his soul and even its “substitute”. On the gold pectoral from Tovsta Mohyla
(4™ century BC) [Reeder 1999, Cat. 172; Tloninouu 2023, 65, 67-68, 136], two gorytoi
are depicted in a ritual or eschatological scene involving the making of clothes from
sheepskin by two Scythians. The gorytoi are in different positions: one is near the leg of a
man, while another is hanging on a “tree” in the middle of the composition, which per-
haps indicates its special importance (see in detail [Beptuenko 2010]).
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The word ywputdg has meaning as “quiver... wrongly explained as bow-case” in the
classical Liddell and Scott Greek-English Lexicon [Liddell, Scott 19962, 364]. The Ety-
mological Dictionary of Greek defines it as “quiver, which was also a bow-case” [Beekes
2010, 294]. The most recent edition of the Cambridge Greek Lexicon translates ywputog
as “bow-case” [Diggle 2021, I, 3/8]. However, in ancient Greek there was another, more
common word for a “quiver” — ¢apétpa [Liddell, Scott 1996, 1916-1917; Diggle 2021,
II, 1454], and this lexeme clearly has a Greek etymology [Beekes 2010, /553]. The word
yoputog has been preserved in the forms gorytos and corytos in Latin, and is translated as
“quiver” [Lewis, Short 1879, 476; Glare 1968, 769].

Nevertheless, based on archaeological finds from over a century ago, it has been es-
tablished that yopvtdg, is not only a quiver or only a bow case, but both together [Minns
1913, 66—68; Blimner 1917, 1121-1127; Ebert 1921, 91-93; Bonnet 1926, 178; Ros-
tovtzeff 1931, 326, 372; Benveniste 1937, 43—44]. E. Chernenko undertook a specialised
study of Scythian gorytos based on archacological material, reinterpreting many “qui-
vers” as gorytoi [Uepnenxo 1981, 29-93]. The scholar confirmed that they consist of two
parts, dividing the gorytos into a compartment for a bow at the back and a pocket for ar-
rows at the front. The separate arrow pocket has flaps that were fastened with metal or
bone clasps in the 6"-5" centuries BC. However, not all gorytoi have flaps. Gorytoi with
gold overlays are unlikely to have them [Uepuenko 1981, 97].

The database of the Thesaurus Linguae Graecae gives about one hundred occurrences
of the word ywpvutdg in Classical and Byzantine sources®. I am not going to look through
all of them in this article, but I will point out some of the more remarkable ones.

The earliest and unique mention of yoputdg is known in Hom., Od., XXI, 54. Accor-
ding to Homer, Odysseus was given his bow by Iphitus, the son of Eurytus, the king of
Ocechalia, during a visit (Hom., Od., XXI, 11-41). However, this friendship did not last
long, as Iphitus was killed shortly afterwards by Heracles in a fit of fury (Hom., Od.,
XXI, 22-30) [Crissy 1997, 41-42]. His father Eurytus, one of the Argonauts, was a re-
nowned archer who challenged Apollo himself. During an archery contest, he was killed
by Apollo’s arrow [Andersen 2012, /42—143]. This bow was kept in a storeroom in Odys-
seus’ palace on Ithaca, as a memorial of his friend Iphitus (Hom., Od., XXI, 38—41),
hanging there in a bright (paewodg) gorytos. It was the bow that Penelope brought to the
final contest that revealed Odysseus and destroyed her so-called “suitors”: &vbev dpea-
pévn and maccdAov aivuto tOov avTd Yoputd, 6¢ ol mepikerto easvog — “Then she
stepped upon the high floor [...] and stretched out her hand from thence and took from its
peg the bow together with the bright case which surrounded it” (Hom., Od., XXI, 54;
translation by A. T. Murray after [Homer 1919, 309])*. Upon analysing this fragment in
detail, some scholars have questioned the Greek origin of ymputdg, considering it to be a
Scythian loanword [Bliimner 1917, 1121-1127; Benveniste 1937, 44]. Such doubts are
justified given the different periods of creation and late insertions in Homer’s poems. As
M. Lloyd notes, “the weapons and armour in the epics seem to reflect different chrono-
logical periods” [Lloyd 2020, 404]. As we know the Hellenes used a completely different
type of bow. As they were not mounted archers, they had no need for a specialised two-
part case for bow and arrows. For this reason, it is unlikely that yoputog belongs to the
Greek lexicon. I would rather share the view of E. Benveniste’, who believed that a word
yoputodg, along with others of nomadic weapons (10&ov, dKwvakng, odyapig), could have
been borrowed into the ancient Greek language [Benveniste 1937, 41, 45-46].

The next author I should pointed out is Lucian of Samosata (2™ century AD) mentions
the gorytos twice in the work “Heracles: An Introduction”. In one instance, ywpvtog is
mentioned as a weapon of Heracles (Luc., Soph. Hercules, 1.12). In two fragments of Ae-
schylus’ lost tragedy, Ajax is mentioned in the context of the Trojan cycle (4esch., Trag.
Fragmenta, Tetralogy 29, play B, frag. 292b.4; 292d.2). This refers to the myth according
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to which, when Ajax was born, Heracles (“lion”) covered him (“eaglet”) with his lion
skin and prayed to Zeus (Comyrus) to grant the infant invulnerability®. This story is de-
scribed in more detail in the poem Alexandra by the poet Lycophron of Alexandria (4"—
3" centuries BC), which echoes the text of fragment 292d.2 of Aeschylus, and in which
Heracles’ armpit is explicitly referred to as Scythian: piav mpog Adnv kai @Ottovg mema-
pévov kélevov, fiv yoputog Expuye Trvonc, Nuog karaibmv Ovcia Kopdpo Aonv 6o
TaTpl AMAoKE TOG EMNKOOLG MTAG, oKOUVOV TTap™ aykdiooty aita Ppdoag — “One way
alone to doom and death was his, a way the Scythian bow-case had concealed, when,
burning sacrifice to Comyrus his sire, the lion prayed and answer found, dangling the
eagle’s youngling in his arms” (Lycophron, Alex., 458; translation by G. W. Mooney
[Mooney 1921, 49]).

As far as [ am aware, this fragment from Lycophron is the only mention of the gory-
tos in a Scythian context. It should be recalled here that, according to the Hellenic ver-
sion of the Scythian “Genealogical legend” recounted by Herodotus, after his journey to
the lands of future Scythia, Heracles left one of his bows and a belt to his three sons by
the snake-footed goddess (Herod., Hist. IV, 8—10) (see [Ivantchik 2001, 207-220]). A de-
scription of the statue of Heracles with a gorytos, which contained a bow and arrows, can
be found in Memnon of Heracleia (12" centuries AD) in his fragmentary “History of
Heracleia” (kal yopotOg THic awtiig eV UANG, PeAdv o véuwv kai to&ov) (Frag. 52,
line 14).

In Josephus Flavius’s work The Wars of the Jews, the word yoputdg is used to describe
a case in which Roman horsemen carry javelins (J. Flav., De bello Judaico, I11.96, 3). In
Julius Pollux’s Onomasticon, it is mentioned among a warrior’s equipment, along with
another term for a quiver (yopuvtdg eapetpedveg) (J. Pollux, Gramm. Onomasticon,
X.142, 9). In the Ephesiaca by Xenophon of Ephesus (2"-3" centuries AD) (1.2, 6), the
protagonist, Antia, carries the gorytos with bow and arrows (?) (yopvutog dvnupévog, to&a
[6mAa]), which brings her closer to the image of Artemis, the supreme goddess of Ephe-
sus, and possibly the Amazons.

This brief review of Classical sources reveals that ancient authors see the difference
between a quiver and a gorytos. For example, this distinction is evident in the stories of
Heracles, Ajax and Odysseus and Eurytus. In this regard, many researchers draw paral-
lels between the images of Heracles and Odysseus’. The presence of a gorytos of Odys-
seus’ bow, like the one worn by Heracles, can therefore be considered another clue left by
the author of the epic to emphasise their similarities. Consequently, the depiction of a
“Scythian gorytos” of Odysseus, akin to Heracles’, is entirely plausible. In 5" century BC
vase paintings depicting Odysseus shooting Penelope’s “suitors” with his bow, he is often
shown with a goryfos hanging from his left thigh [Blimner 1917, 1726], as on the Attic
red figure skyphos from Tarquinia in the Berlin collection (inv. no. F 2588, ca. 440 BC
[Furtwéngler, Reichhold, Huber 1924, Taf. 10]).

Another noteworthy aspect is the description of the goryfos in Od., XXI, 54 is the ac-
companied adjective pogivog, meaning “radiant”, “shining”, “bright”, etc (from the verb
eaivo, “to shine”, “to radiate light”) [Liddell, Scott 1996, 1911; Beekes 2010, 1551-1552;
Diggle 2021, 11, 7451]. This adjective is often used to describe bright items of military
equipment, such as weapons and armour. Therefore, I can infer that this is not a reference
to an ordinary gorytos, but rather a richly decorated (gold?) item, which brings it closer to
gold gorytoi overlays from the Chortomlyk series.

Conversely, translators almost exclusively use the word “quiver” when translating
yopvutog. This is not entirely accurate in terms of the purpose of this piece of military
equipment, as it does not enable readers who are unfamiliar with the original ancient
Greek text to distinguish between a yopvtdg (a case for a bow and arrows) and a
eapétpa (a case for arrows only). However, in “Scythian Logos”, Herodotus uses the
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term @opétpa once according to Scythians (Hist., IV.64.2; cf. 1.216.1). It is a question
why the historian did not use the term ymputdg when saying about Scythian weapons.

E. Benveniste proposed that yopvtoc was a loanword from a Scythian/Iranian com-
pound with yw- (gau-) “ox, cow” which exists as the first element in Iranian proper
names. He traces the second part of the word yoputdg to the root *rauta-, known from
Iranian forms meaning “gut, intestine” or “flayed skin” [Morgenstierne 1933, 29-36;
Onenbman 2020, 430-431]. Accordingly, he interprets yoputdg as meaning “the intestine
(or skin) of an ox”, a term which was used metaphorically to describe an object made
from skin [Benveniste 1937, 44—45]. As is known, the gorytos was made of wood and
skin (see in detail [Brandt et al. 2023, /-27]). Beekes traces the etymology of the lexe-
me yoputog back to the Indo-Iranian languages. However, A. Lubotsky views yoputdg
as a derivative of the Iranian *varitra- / Sanskrit varitdr-, meaning “something that
protects” or “protector” (cf. [Lubotsky 2000, 3/4]), with the v- > g- transmission [Bee-
kes 2010, 294].

The Iranian and Scythian gorytoi continues to be the subject of scholarly interest (cf.
[White 2020, 20-21; Tuplin, Jacobs 2021, 1168—1169]). This is evidenced by recent pub-
lications devoted to gorytoi with gold overlays, the so-called Chortomlyk series (Chor-
tomlyk, Illintsi, Melitopol, and the Five Brothers [barrow no. 8] burial mounds of the
2" half of 4™ century BC)®, which offer a new interpretation of some scenes or semantic
programme [Daumas 2009; Sanz 2019, 6/-74; [Toninosuy 2022, 75-92; babenko 2024,
122—124; see also Meyer 2013, 203-205]. However, these interpretations need some ex-
planation and commentary to make it clear what the gorytoi in this series were for. It is
important to emphasise the differences among goryroi of a single series, because captions
relating to gorytoi in specialised works can contain errors. This causes confusion between
the gorytoi, because although differences between them may be minor, they are still
present. Secondly, it devalues, for example, the gorytos from the Melitopol barrow, which
is the highest quality of this series. For example, the Five Brothers overlay was in the
New York and Los Angeles exhibitions, but the catalogue gives a photograph of the Me-
litopol overlay [Piotrovsky 1975, 128 (Cat. 186)]. In another book, the identification
“Melitopol” is incorrectly attached to the image of Chortomlyk overlay®.

Recently, the question was raised about the circumstances surrounding the loss of
one of the gorytoi from Illintsi during World War II, when an aerial bomb hit an evacua-
tion train carriage from Kharkiv on the station at Alekseevka (Belgorod region) on
10 October 1941 [babenko 2018, 597; 2021, 103—116; 2023, 161]. In studies of the Chor-
tomlyk goryroi series, the prevailing view is that they are practically identical and that
the presence of minor differences in detail should not be considered [Uepunenko 1981,
77; Treister 1999, 71]. In my opinion, it is precisely these differences that reveal more
about each item than could have been imagined and this is reason for reconsidering this
category of objects.

It should be noted that, even in the most recent works [Sanz 2019, 6/—74; IlonigoBuu
2022, 87 (with bibliography); babenko 2024, 122—124], most scholars continue to view
the Chortomlyk gorytoi series as expensive diplomatic gifts from the Greeks of the Nort-
hern Black Sea colonies (primarily the Bosporan Kingdom) to Scythian (“barbarian’)
leaders. In this article, I will also attempt to answer how justified this interpretation is.

Manufacturing technique

Researchers usually explain the differences in the overlays by gradual distortion and
wear of the matrices, which purportedly provided grounds for establishing the sequence
of their manufacture [Onaiiko 1970, 26-28; 1974, 78—86]. At the same time, less atten-
tion was paid to the quality of the gold in the overlays and the specifics of their manu-
facturing technique. Scholars probably assumed a priori that all overlays were made of
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gold of similar alloy [Sanz 2019, 71], although this is not the case'®, or that differences in
the alloy did not significantly affect other matters. Recently, Yu. Polidovych emphasised
the incorrect technical characterisation of all overlays in publications made at different
times according to different criteria [[lomigoBuu 2022, 75—-77]. Unfortunately, there is
still no ligature of the overlay from Melitopol. For now, we have to use the only avail-
able data: the gold from sample 800 [Tepenoxkun, Mo3oneBckuii 1988, 243]. In a sense,
it was precisely the error in determining their technical manufacture that led to a misun-
derstanding of the reasons for the differences between overlays [Munacsua 1991, 380].
Identification of the manufacturing technique can provide a more comprehensive under-
standing of the object.

Many scholars believe that all the gorytoi of the Chortomlyk series were manufactured
in a single workshop using one bronze [Onaiiko 1974, 79-81; Rolle 1979, 107, Anm. 190
UYepnenko 1981, 87] or a unified set of metal matrices [Szymanska 1984, 106—110; Treis-
ter 1999, 71-73]. At the same time, B. Farmakovsky, based on an analysis of the overlays
from Chortomlyk and Illintsi, suggested that these overlays were produced by different
workshops, and accordingly from different matrices [®@apmaxoBckuii 1911, 77]. The pre-
served joints on the overlay from Melitopol and their varying heights allowed M. Treister
to estimate the number of matrices and the sequence of production''. Treister identified
two matrices for the anthropomorphic upper frieze: 1. The nine figures from left to right
(the last is a dancing woman); 2. The two men at the far right. He suggested that the lo-
wer one used three matrices: 1. The four female figures; 2. The figures of a seated and
standing man; 3. The four'?> remaining figures [Treister 1999, 7/-73]. The selection of
bronze as a material for matrixes was also pivotal, given the virtual impossibility of da-
maging such a matrix with soft gold [Munacsu 1991, 380; cf. Onaiiko 1974, §2—83]. This
suggests that the sequence in which the overlays were applied did not impact their quali-
ty, which scholars have supposed deteriorated as the matrixes were subjected to wear and
destruction. Consequently, the gorytoi overlays were made in a workshop (“the gorytos
and scabbard workshop” (F) by Treister) in a fixed location that possessed a highly skilled
team who undertook the work (cf. [Treister 1999, 79; 2005, 60, 62, 63]). However, in the
4™ century BC, a few [Williams, Ogden 1994, 126—127], or up to seven [Treister 1999,
79; 2001, 159—-160; 2005, 63], jewellery workshops could have existed in the cities of the
Northern Black Sea region, especially in the Bosporan Kingdom, which was oriented to-
wards servicing the orders of the barbarian elite. According to Treister, several workshops
in Bosporus may have united and cooperated. However, he attributes the variation in de-
sign of the Chortomlyk gorytos series to the work of several craftsmen within a single
workshop [Treister 2005, 62—63]. Nevertheless, the researcher’s views on the operational
period of these workshops are unclear, as he suggests that they worked “for a limited time
span” but at the same time “these workshops were probably in existence over several
generations of craftsmen” [Treister 2005, 63].

Gold possesses favourable qualities for foundry work and is amenable to a wide range
of mechanical treatment, so that it could be the best material for the overlay. In its molten
state, gold combines readily with silver and copper. However, when minor impurities in
the form of lead, tin, zinc and their alloys are present, gold becomes brittle and exhibits a
tendency to tarnish [Munacsu 2014, 55]. In the production of an overlay, a sheet of gold
was initially applied to one matrix and manually abraded, resulting in its deformation.
Pressure was exerted with wooden, bone, and metal tools. This technique of embossing
reliefs in sheet metal on cast metal or wooden dies is termed basma, and it is precisely
this technique that was used to make gorytoi [Munacsua 2014, 230; 2016, 281, 290]. On
the front of items made in this way there are tool marks in the form of stripes or impres-
sions of chisels on the recessed areas of the relief. On the reverse side, basma works
have no traces of the use of tools. The resulting image differs from the die in its softer
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contours, with the difference increasing with the thickness of the metal. When comparing
items made using one or a set of matrices, differences may be found in the nature of the
marks left by the tools and in the clarity of the imprint in specific areas; these differences
are due to the repeated and random pressure exerted on the metal [Munacsu 2014, 229].
The using of a mechanical-manual method of production engendered variations in the
overlays, with the result that each example had a distinctive character. Thus, differences
among them are primarily and directly caused by the production technique. The deforma-
tion of the metal had been found to be more pronounced in purer gold, whereas the addi-
tion of alloying materials increased its hardness [Munacsu 2014, 34]. The quality of
transfer from bronze matrixes was determined by the material and its alloy. During the
process of production, wear in the bronze matrixes was very insignificant. The degree of
purity of gold, and its plasticity, allowed for a more perfect and higher-quality transfer of
the imprints of the matrix [Munacsu 1991, 380]. Consequently, overlays crafted from
purer gold should have exhibited a more distinct relief pattern and it could be the reason
in their differences.

To my mind, the “high-quality” Melitopol overlay could be created at any point in the
timeline production for the series. While this overlay may be made of purer gold and
have higher plasticity than the others, this does not provide reliable evidence that it was
the first to be manufactured. For this reason, I disagree with the statement that “the Meli-
topol cover was done first” [Jacobson 1995, 226; Treister 1999, 74] and that the rest of
the overlays were made afterwards in this or that order reconstructed by scholars'.

The material composition of the matrixes and the method of transferring the relief to
the gold leaf did not permit any refining of the relief details. The detailing of the image
was apparently carried out by the subsequent master (or assistant) after the removal of
the lining from the matrixes and the filling of the cavity with a plastic support, to protect
the reliefs from accidental damage. Any subsequent processing of the item was carried
out by metal plastering, which is a manual method of drawing relief images on thin sheet
metal with different tools [Munacsa 2014, 52; 2016, 286]. According to V. Shilov, the
back of the Five Brothers overlay was filled with ordinary gypsum mixed with some kind
of adhesive, covering its entire inner surface [[1lmmoB 1961, 162, 165]. Identical traces of
plaster were found on the goryfos overlays from Chortomlyk [Iunos 1961, 165] and
Melitopol [Tepenoxxkkun, MozoneBckuii 1988, 121-122; 125, puc. 139; Yepnenko 1981,
76]. The same technology can be seen in earlier goryfoi from Solokha (gilded silver)
[PapmakoBckuit 1922, 23—48] and Vergina (gold, Karagodeuashkh series) [Uepnenko
1981, 71-72]. Researchers agree that gypsum filling was used to protect the relief from
deformation [Treister 2001, 136, fn. 85; cf. Jacobson 1995, 225-226 and fn. 13], while its
composition may also have served as an adhesive.

All gorytoi of Chortomlyk series are united by a single iconographic design, but the
geography of their discoveries varies greatly [Shcheglov, Katz 1991, 115, fig. 30].

1. Chortomlyk overlay, Hermitage, inv. no. Dn 1863 1/435 (dimensions: 46.8 X
27.3 cm, w. 195.96 g (perhaps without bottom?); 48.1 % gold, 47.2 % silver, 2.2 % cop-
per (see note 10)) (Fig. 1). This gorytos overlay was found in 1863 by I. Zabelin’s expe-
dition in the central tomb of the Chortomlyk burial mound [[IpeBHocTu I'epomoToBoii
Ckudun 1872, 2, maon. XXX1V; Toncroii, Konnakos 1889, 143—145, puc. 121; Anekcees,
Myp3usn, Pomne 1991, 223-235]. It was in the southern niche “k” of Chamber V [Rolle
1979, 11, 30]. Along with the upholstery, the remains of a wooden case and bronze ar-
rowheads were also found. Nearby were a sword in a scabbard covered with a gold plate
depicting the battle of the Greeks with the barbarians, as well as four other swords,
bronze and iron belt buckles, a gold-framed whetstone, and gold openwork plates.
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Fig. 1. Gold gorytos overlay from the Chortomlyk burial mound,
Hermitage, inv. no. DN1863 1/435 (after [Daumas 2009, pl. 1,1])

2. Hlintsi overlay, ex Hermitage inv. no. Dn 1902 2/4 [ba6enko 2023, /60] (dimen-
sions: 47 x 26 cm, w. 220.76 g; 49.3 % gold, 47.6 % silver, 1.4 % copper (see note 10))
(Fig. 2). Excavations of the burial mound near the Illintsi (Vinnytsya region, Ukraine)
were begun by N. Brandenburg in 1901. In 1902, the gold gorytos overlay was found in a
large wooden tomb that had been plundered in ancient times [@apmakoBckuii 1911, 57—
54]. Since the author of the excavations died in 1903, the results of this burial mound
were not published, and the field documentation was lost'*. The gorytos overlay was
transferred to the Hermitage. The further museum history of this artefact is usually re-
ported very briefly. Thus, M. Treister indicates that the overlay was in the Hermitage un-
til 1932 but then was transferred to Kharkiv and that it was lost during World War II
[Treister 2001, 136, No. 79; cf. Pycsesa 2002, 125 (Ne 2)]. He does not mention the rea-
son for transferring this object to Ukraine, but it is important. Based on Order No. 17092
of the Science Sector of the People’s Commissariat for Education of the RSFSR dated
20 January 1932, the transfer of museum collections from the State Hermitage to repre-
sentatives of Ukraine took place on 31 January 1932, but the process had been dragging
on since 1918 [babenko 2018, 594-595; 2021, 103—104; 2022, 62—64; 2023, 156—164].
Unfortunately, the overlay was not evacuated when World War 1II started, and it was de-
stroyed because of German bombing of the evacuation train near Belgorod in 1941.

Fig. 2. Gold gorytos overlay from the Illintsi burial mound (lost in World War II)
(after [@apmakoBckuii 1911, ma6a. I; Daumas 2009, 18, fig. 1])
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3. Melitopol overlay, Treasury of the National Museum of History of Ukraine, inv.
no. AZS-1416 (dimensions: 47 x 27 cm, w. 206.49 g) (Fig. 3). This gorytos was found in
the central male burial No. 2 of the Melitopol mound [Tepenoxkun 1955, 23-34; Ilo-
kpoBckast 1955, 191-199; Omnaiiko 1970, 25f., Ne 421, mabn. 20, 45; Ritzel 1978, 175;
Schiltz 1979, 309, fig. 3; Yepnenko 1981, 81, puc. 58; TepenoxkuH, Mo3oneBckuii 1988,
121-128 (110), puc. 140—148; Stéhler, Nieswandt 19911992, 85—108; Tonouko, Myp3ix
1991, xam. Ne 2; Treister 1999, 70-81, figs 1-4; Treister 2001, 136—139; [lonigosuu 2022].
This mound was discovered by chance in an urban area among several private houses. In
this area, known as Yurovka, a group of burial mounds that was found in the early 1930s
included at least eight large barrows. In the spring of 1954, a local resident, G. Mozgo-
voy, was constructing a well in his property when he happened upon a collapsed dome-
shaped underground structure. Subsequent investigation revealed this to be the burial
chamber of a Scythian burial mound. When the discovery was made public, the staff of
the Melitopol Local History Museum, who arrived at the site, decided to report the find
to the Institute of Archaeology of the Academy of Sciences of the Ukrainian SSR. Conse-
quently, an expedition led by O. Terenozhkin initiated emergency excavations, which
continued until the autumn of 1954 [Tepenoxkun, Mo3onesckuit 1988, 9—72]. The burial
had been disturbed by ancient robbers. It is only possible to assume that the skeleton lay
in the middle of the burial chamber. In the chamber’s north-eastern corner, behind the
dromos, a small recess in the floor (0.58 % 0.4 m and 0.16-0.18 m deep) was identified as a
cache, oriented from south to north [Tepenoxxkun, Mo3onesckuit 1988, 13, 51, puc. 5, 44];
the gorytos was discovered at its base [ Tepenoxkkun, MozoneBckuii 1988, 52—53, puc. 44—
46]. The gold overlay was found to be well-preserved, while the wooden components had
decayed into a brown residue. The Melitopol overlay has variation in colour on photos:
the main part is paler, while another is more reddish. However, it is regrettable that no
metallographic or other analysis of the overlay has been conducted to provide an expla-
nation of this feature. In consideration of the data available for me, it is not feasible to of-
fer an explanation at this time, but according similar cases J. Ogden noted that during
melting together different bits of gold could give such a result when “the temperature...
was insufficient to fully melt the gold and therefore patches of different colours of gold
are discernible” [Ogden 2024, 49]. The other reason could be a modern restoration.

Fig. 3. Gold gorytos overlay from the Melitopol burial mound, Treasury of the National Museum
of History of Ukraine, inv. no. AZS-1416 (after [[Toninosuu 2022, 76, fig. 1])
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4. Five Brothers overlay, Rostov Regional Museum of Local Lore, inv. no. KP 1638/17
(dimensions: 48 x 25 ¢cm [Schiltz 2001, 722 (Cat. 89)]"; 60.89 % gold, 36.61 % silver,
0.92 % copper; 0.60 % iron (see note 10)) (Fig. 4).
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Fig. 4. Gold gorytos overlay from the Five Brothers burial mound, Rostov Regional Museum
of Local Lore, inv. no. KP 1638/17 (after [Schiltz 2001, 123])

This overlay was discovered in 1959 by an expedition led by V. Shilov during the in-
vestigation of burial mound 8 in the Five Brothers (Pyatibratny) group near the village of
Elizavetovskaya in the Rostov Region (now the village of Elizavetinskaya in the Azov
District of the Russian Federation). In this mound, the remains of a noble warrior were
found, buried in a stone crypt [[unoB 1961, 158-162, puc. 13; 1962, 52-69; The Trea-
sures... 1991, 60—61 (Cat. 31); Shcheglov, Katz 1991, 110-111, puc. 22, 24; Schiltz 2001,
122—125]. A gorytos with 108 arrows was found on the left side of the deceased [Schiltz
2001, 711]. On top of the gorytos lay a sword in a scabbard decorated with a gold plate
similar to the one found in Chortomlyk, as well as a bundle of 48 arrows. Next to it was a
gold ribbon decorating the handle of a whip and an iron knife with a bone handle. It
should be noted that this is the only case where a goryros of this series was found on the
body of the deceased. In other cases, the overlays were found in caches deposited in re-
cesses in the floor of burial chambers.

Shilov noticed a difference in the gold alloy on the inside and outside of the overlay:
“On the front, the gold content is slightly higher. This is an example of gilding, whereby
objects made of lower-grade gold are given the appearance of being made of pure gold
on the outside” [[nnoB 1961, 166]. The same situation with gilding the outer side of the
plates probably applies to other overlays as well, which were reddish on the upper part
and yellow on the inside [Richter 1932, 116, fn. 25].

Discussion

Contrary to the established order of “reading” the upper narrow zoomorphic frieze,
from bottom to top, it seems logical to me to read this frieze on the overlays from the
scene of torment from right to left (I.1) and downward to the bottom. In this way the final
scene is a dog chasing a hare (I.3), which does not contradict this direction, but on the
contrary indicates it. For a clear understanding of the difference between overlays, I will
consider the scenes in comparative tables using the abbreviations Ch = Chortomlyk's;
M = Melitopol'’; F = Five Brothers, no. 8'8. A comparative study of the scenes depicted
on all surviving gorytos overlays of the “Chortomlyk series” will be proposed for the first
time'®. The focus will be on the similarities and differences between the details on diffe-
rent overlays, while the actual semantics of the scenes will be considered.

Zoomorphic frieze (Table 1-5). The scene 1 shows a lion and a spotted leopard tea-
ring up an upended stag (Table 1). It is noteworthy that only the Melitopol overlay has
the end of the lion’s tail under the hind leg. Above the lion’s back there is a hole for at-
taching a belt, possibly in the Illintsi overlay (Fig. 2). In all the others (Chortomlyk, Me-
litopol and Five Brothers), this hole is under the lion’s belly. I would like to dwell on an
error that is present only on the Chortomlyk overlay in this scene. M. Treister has pointed
out that the leopard and stag have the same decoration of parallel linear strokes; one more
example is a gold ring from Kurgan 6 of the Seven Brothers (Semybratny); normally the
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leopard should be decorated with groups of chiselled dots forming a kind of irregular ro-
sette [Treister 1999, 76—77, fig. 6]. The scholar did not offer any explanation for these
examples. In my opinion, in this scene the leopard has lost its original character and is
transformed semantically from a predator into an herbivore.

Table 1. Zoomorphic frieze, scene 1

The next composition (scene 2 a-¢) consists, in my opinion, of three scenes and is
united by the single idea of animal confrontation (Tables 2—4). The compositional closure
of three potential victims — a bull, a deer, and a wild boar — by lions on both sides prompts
us to consider them together as a semantic block. First, the scene 2a is a lion and a boar
are depicted confronting each other (Table 2). A gold plaque from the First Vovkivtsi
burial mound, 4™ century BC (excavations of 1897, Sumy Region) resembles the lion in
the same pose and could have had the same prototype [Treister 1999, 75; IlonigoBuy,
Bemnuxo 2023, 51-67] (Fig. 5).

Table 2. I Zoomorphic frieze, scene 2a

. e S
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Fig. 5. Gold plaque from the First Vovkivtsi burial mound, 4 century BC
(after [Reeder 1999, Cat. 106; Iomimosuy, Benmako 2023, pl. 1.1])

The next scene 2b of this block shows a return to the tearing in the first scene, but this
time a spotted female leopard is tearing up a young deer (Table 3). The enlarged teats
could signify that the leopard has recently given birth that would mean that she had be
extra-ferocious. Again, the leopard in the centre of the frieze on Chortomlyk is decorated
with parallel lines and the young deer with chased dots. Indeed, only on the Chortomlyk
overlay we could see the transformation of an animal in fur, but it does not agree with the
reverse in the previous scene [Treister 1999, 76]. Thus, the leopards have lost their cha-
racteristic features twice in this frieze on the Chortomlyk overlay; there is no similar
transformation on the other overlays.

Table 3. Zoomorphic frieze, scene 2b

178 Cxionuti ceim, 2025, Ne 4



Scythian Gorytos through the Greek Prism: The Chortomlyk Series

This block ends with a scene 2¢ showing the confrontation between a bull*® and a lio-
ness?! (compare the image of a female leopard in scene 2b) (Table 4).

Table 4. Zoomorphic frieze, scene 2¢

This frieze ends with scene 3 of the dog chasing the hare?? (Table 5), which survives
complete only on the Melitopol overlay. Describing the upper frieze of the Five Brothers
overlay Shilov does not mention the scene with the dog [[LIunos 1961, /61], which sug-
gests that this scene is poorly preserved there. Treister made an observation while stu-
dying the Melitopol overlay in 1998, noticing the possible presence of part of another
animal, a feline’s curved tail moving in the opposite direction to the dog. Scholar ex-
plains this as a trace of an original sketch, from which the master accidentally trans-
ferred an element to the overlay. Other overlays do not have this detail [Treister 1999,
74; 2001, 139].

Table 5. Zoomorphic frieze, scene 3

Anthropomorphic frieze I, scene 1 (Table 6-7). This frieze can be divided into three
scenes. Scene 1 (a-b), which is oriented from left to right, has five figures. The depiction
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is of a nude male seated on a rock, teaching archery to a small boy (I.1a — Table 6) who
is standing on a rocky outcrop that is elaborated with dots on the Melitopol overlay.

Scene 1 ends with two women and a boy (I.1b — Table 7). The first woman stands,
pulling at her veil with her right hand, next to the other woman, who is seated on a chair
atop a stool and holds the boy. One of the chairs is decorated with dots on the Illintsi
overlay [@apmakoBckuii 1911, 73; Daumas 2009 21].

Table 7. Anthropomorphic frieze I, scene 1b

Scene 2 (a-b) is composed of four figures (Table 8-9). The first figure, who is in a
right profile against a background of drapery that frames his head and shoulders, sits on
a chair. He uses both hands to hold the right hand of a youth who grasps a dagger (I.2a —
Table 8).

This scene is key to understanding the mythological narrative of the images on the
overlays. In 1889, C. Robert suggested (4Archdologische Anzeiger 1889, No. 8, 151-152),
apparently drawing on analogies with Roman sarcophagi (see [Matz et al. 1890, Taf. X-
XIX])*, that this scene depicts Achilles discarding his women’s clothing and choosing
weapons on the island of Skyros. According to the story (dpollod., 111.13.8), Thetis,
Achilles’ mother, hid him on the island of Skyros as a guest of King Lycomedes to avoid
his fate of dying in the Trojan War. However, the cunning Odysseus managed to infil-
trate the royal palace on Skyros and show weapons to Achilles, who was dressed in wo-
men’s clothing and surrounded by Lycomedes’ daughters. Seeing the weapons aroused
Achilles’ warrior spirit, causing him to throw off his women’s clothing and choose a
weapon. This determined his predestined path to glory and death. Robert also drew an
analogy with a painting by Polygnotus with the same plot, described by Pausanias
(I1.22.6). Later, Farmakovsky offered a detailed interpretation of the scenes depicted on
the gorytos overlays in the context of the Ionian myth about Achilles [®apmakoBckuit
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1911, 82—102]. This interpretation has become dominant in modern scholarship, al-
though others exist**. The eschatological nature of this scene should be emphasised. Ini-
tiation into the female sphere was the equivalent of death, whereas Achilles’ choice of
weapons and his decision to become a warrior was resurrection [Illayo 2007, 186;
Bunorpanos 2015, 90; JIazapenxo 2020, 37-38]. This explains why this plot was placed
on funerary objects, such as the gorytoi in this case. Gorytos played an important role in
the Scythians’ eschatological beliefs. For instance, the image of a gorytos hanging on a
tree could symbolise the death and rebirth of its master [Beptuenko 2010, 9/-102; see
also Vertiienko 2023, /131-148].

Next, in scene 2b, are two women, of whom the left one is seated on cushion resting
on a stool. The other woman is depicted in impulsive movement, while the first woman
tries to stop her by pulling at her garment (1.2b — Table 9).

Table 9. Anthropomorphic frieze I, scene 2b

This scene demonstrates different matrix matching. On the Melitopol, Five Brothers,
and Illintsi overlays [®@apmakoBckuii 1911, 78; Daumas 2009, 2/], the scenes merged
without loss in the resulting composite image — a seated bearded man with his right arm
raised®. On the Chortomlyk overlay, for unknown reasons the surface was flattened, af-
fecting the man’s hand holding a staff along with part of the drapery.

Scene 3 occupies the triangular extension of the gorytoi and is separated from the
previous one by a narrow ridge composed of two men (1.3 — Table 10). M. Treister as-
serted that the figures of the seated man and the youth were executed before the scene
to the left [Treister 1999, 72]. Special attention should be paid to the quality of the re-
flections of the folding chair on which the man sits. Only the Melitopol overlay shows
the crossbars in full, whereas the other overlays lack some elements of them. The
sword held by the youth on the far right is stippled on the Chortomlyk and Illintsi over-
lays, whereas it is smooth on the overlays from Five Brothers and Melitopol [Jacobson
1995, 226].
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Table 10. Anthropomorphic frieze I, scene 3

Anthropomorphic frieze 11, scene 1 (Tables 11-13). Scene 1 is composed of four
women in left three-quarter profile. They are seated under a canopy that is carefully de-
picted only on the Melitopol overlay [ITonigosuu 2022, 817; see also Jacobson 1995, 226;
Daumas 2009, 2/-22] (II.1 — Table 11). The central woman sits on a draped chest that
rests on a stool. This woman places her left arm over the shoulder of the woman in front
of her. Differences between hairdos on the Melitopol and Chortomlyk overlays have been
pointed out [[Tomigosuy 2022, 81, npum. 4, puc. 3, 1-2].

The left part of Scene 2 (a-b), which is separated from Scene 1 by a vertical ridge,
shows three bearded men and a youth. The man closest to vertical ridge is seated in
three-quarter right profile, with his left arm raised above his head and his right arm rest-
ing on the back of his chair (II.2a — Table 12). I should note the presence of an image of
a ram’s head on the throne arm on the Chortomlyk overlay, which is absent on the other
items.

In the centre of Scene 2b, a seated youth is surrounded by older bearded men (I1.2b —
Table 13). The youth holds some objects in his hands. In all overlays except Melitopol,
they are shown as elongated rectangles with a smooth surface. Only the Melitopol over-
lay has these items with internal relief and a rounded top edge [I[lomizoBuu 2022, 83].
Farmakovsky proposed to see them as elements of armour (prometopidions) [ PapmakoB-
ckuii 1911, 49], but Chernenko rejected this definition [Yeprerko 1981, 86; 1998, 3§].
Daumas, based on his interpretation of the scenes on the gorytoi as illustrations of the
Telephus myth, sees the objects on the overlays as tables with maps depicting the route to
Troy through Asia and Europe [Daumas 2009, 59—60)].
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Table 11. Anthropomorphic frieze 11, scene 1
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Table 13. Anthropomorphic frieze II, scene 2b

R = T ———— =

Scene 3 depicts a female figure standing with her head bowed, holding something in
her hands that is wrapped in the lapel of her chiton (II.3 — Table 14)%.
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Some researchers see this as a wrapped baby [Uepuenko 1981, 86; Tepenoxxkus,
Moszonesckuit 1988, 127]. Other scholars believe that the woman is holding an urn with
the ashes of Achilles, but Daumas convincingly proved that the object in the woman’s
hands cannot be an urn containing ashes but is indeed a depiction of a baby. He pointed
out that vessels of this shape were not used for ashes in Greek funerary rites [Daumas
2009, 51-52]. On the Chortomlyk overlay is it clearly visible that this is an elongated
pouch, drawn together at the top [[TomizoBuu 2022, 83].

Under the two anthropomorphic friezes is a floral frieze divided by a narrow-unde-
corated ridge (III — the floral frieze Table 15). The first part of this frieze is decorated
with an acanthus scroll containing rosettes, which continues along the bottom (see in
detail [Daumas 2009, 78—86; cf. Treister 1999, 75]). The second part has lotuses and
palmettes. This part of the frieze has holes for nails, which were used to attach the
overlay to a wooden case. The degree of curvature of the lower part of the overlays
varies.

Table 15. The floral frieze

The rectangular extension shows a scene in which two eagle-headed griffins are tea-
ring apart a leopard (Table 16). Despite the proverb “a leopard cannot change his spots”,
on the Chortomlyk overlay this animal has stripes (typical of herbivores) instead of three
dots, but in this case the “error” seems more justified than in the zoomorphic frieze (see
Table 3, scene 3b, Ch). Since in this case the leopard is the prey, the change in “colour”
or texture is understandable in semantic terms. The griffins have pronounced gender dif-
ferences, and only “the necks on the Chortomlyk griffins are rendered to suggest fur” [Ja-
cobson 1995, 226].

On the drop-shaped bottom of the overlay there are two heraldic lion-griffins. They
stand on their hind paws, and they have horns that take the form of an acanthus scroll.
Their paws rest on an acanthus plant that supports an undecorated vertical ridge between
them (Table 17). The upper part of all the gold plates used to decorate the bottom of
gorytoi shows both damage and repair. The poor condition of the upper part of the bot-
tom is explained by its being connected with small gold nails around the perimeter to the
main part of the gorytos.
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Table 16. A rectangular extension

AWV, O TN A

- "}-:-:ﬁ i
R

( ‘]"1 3("',';.

186 Cxionuti ceim, 2025, Ne 4



Scythian Gorytos through the Greek Prism: The Chortomlyk Series

Semantics of the scenes

Researchers interpret the semantics and plots of scenes with anthropomorphic images
on the Chortomlyk series overlays ambiguously, and several interpretations have histori-
cally developed around them, replacing and complementing each other”. Let us consider
the main ones.

1. Scenes from the myth of Alope. L. Stefani first put forward the idea that the Chortom-
lyk gorytos was produced in Attica, suggesting correspondences between individual picto-
rial plots and the Attic legend of Alope [Ctedanu 1865, 152—171]. Several other researchers
in both the Russian Empire and abroad supported him [Tosncroii, Kongakos 1889, 143—145;
Jlanmo-Jlanunesckuit 1894, 56; Minns 1913, 284, fn. 2]. According to the myth, Alope was
the lover of Poseidon and bore him a son named Hippophontes. For this reason, she was
killed by her father, Kerkyon, the king of Eleusis. Poseidon subsequently transformed her
body into a spring named after her (cf. Paus., 1.39.3). It should be noted that Stefani
“read” the scenes on the overlay from the lower register to the upper one, seeing only
separate episodes with a mythological basis and not a connected sequential plot.

2. Scenes from the myth of Achilles. The hypothesis that the Chortomlyk gorytos over-
lay depicts scenes from the lonian myth of Achilles was first proposed by K. Robert at a
meeting of the Berlin Academy of Sciences in 1889. He drew attention to the similarity
between scene No. 2 in the upper frieze of the overlays and the story of Achilles on the
island of Skyros, as depicted on Graeco-Roman sarcophagi. This was soon supported by
V. Malmberg, who compared the scenes on the Chortomlyk overlay with those on the
fragmentary silver overlay of the gorytos from the Karagodeuashkh burial mound (4" cen-
tury BC) [Manembepr 1894, 180—190]. V. Farmakovsky proposed the most detailed inter-
pretation of the plot on the Chertomlyk and Illintsi overlays [®@apmakoBckuii 1911, §2—
102]. He suggested reading the scenes on the overlays from the upper frieze and, most
importantly, viewed them as a single narrative. This interpretation found many support-
ers, who repeated it in various forms in their publications (see, e.g. [[LIumos 1961, 16]1—
162; Omnaiiko 1970, 26; Rétzel 1978, 174; Paesckuii 1985, 166—169; Tepenoxkus, Mo3o-
nesckuii 1988, 125-128; Anekcees, Mypsun, Ponne 1991, Kam. 189; Jacobson 1995,
227; AnekceeB 2012, 206-207]). In several cases, researchers pointed to difficulties in
interpretation (e.g. [Uepnenko 1981, 78-89; Meyer 2013, 20/-205]). In other cases,
scholars attempted to make certain clarifications but generally did not go beyond Farma-
kovsky’s proposed division of scenes and main characters (e.g. [PycsieBa 2002, /25—
144]). An attempt to revise the interpretation of the Chortomlyk series overlays plot was
made by Yu. Polidovych [[Tomimosuu 2022, 77—79]. The scholar arranged the scenes in a
different way, with nine scenes instead of the five described by Farmakovsky [ITomimoBud
2022, 79, puc. 2]. Scholar also proposed a new interpretation of some of the characters.
For instance, in the first scene of the upper frieze (I.1a), in the archery teaching scene,
Polidovych interprets Apollo as teaching Achilles. This seems questionable to me, given
the circumstances of Achilles’ life and death who was in a liminal period between youth
and adulthood at the beginning and during the Trojan War (see [Bremmer 1978, 5-38,
esp. 6—7]). He is not Apollo’s follower, but rather his dark counterpart®®. His death by
Apollo’s arrow is consistent with the ritual death of a liminal hero at the hands of a god
who is most closely connected with male initiation and ephebes [Bremmer 2021, 77].
Therefore, the image of the young Achilles being taught archery by his father Peleus at
the start of his military training® provides a more satisfying explanation for this scene.
Regarding the four female figures in the first scene of the lower frieze (II.1), Polidovych
identifies only Briseis there and believes that “this scene symbolically depicts the female
experience: from girlhood to grandmotherhood” [IlonizoBuu 2022, 82]. Regarding the
bearded man sitting on a chair in scene II.2a, the scholar does not see Agamemnon as the
most scholars do, but rather Zeus resting on his throne [[Tomizosua 2022, §2].
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3. Interpretations from the perspective of the Iranian/Scythian mytho-epic tradition.
K. Stéhler and H.-H. Nieswandt proposed that the scenes on the overlays depict a parti-
cular Iranian epic involving a love story and the theme of succession to the throne, as re-
ferenced by Athenaeus of Naucratis (2"-3" century AD) (Ath. 13.575a-f) [Stéhler and
Nieswandt 1991-1992, 85—-108]. D. Raevskiy expressed the opinion that the Scythians
could recognise the plots of the myth about their own hero, Kolaxais, in the scenes on the
examined gorytoi [PaeBckuii 1985, 164—169]. Some researchers have suggested that the
Scythians may have seen Tagimasad in the image of Achilles in the scenes depicted on
the gorytoi overlays [bonrenko 1962, 16-32; 1l1ay6 2002, 188; Axumona 2013, 612].

4. Scenes from the Telephus myth. The French scholar M. Daumas, who devoted a
monograph to analysing the iconography of Scythian goryfoi, suggested that the scenes
depicted on the overlays of the Chortomlyk series not only show scenes from the life of
Achilles, but also depict another character associated with the Trojan cycle: King Tele-
phus. According to Apollodorus (II1.17.20), it was Telephus who showed the Achaeans
the sea route to Troy (see scene I1.2b) [Daumas 2009]. Daumas also proposed that, fol-
lowing Stihler and Nieswandt [Stdahler and Nieswandt 1991-1992], that the figure of a
boy with a bow in the perhaps most controversial scene of archery training (I.1a) should
be seen as a representation of a statue of Apollo [Daumas 2009, 59-60]. However, this
hypothesis has been criticised by C. Meyer [Meyer 2013, 204].

5. The meaning of the zoomorphic frieze. Most scholars who have studied the iconog-
raphy of the Chortomlyk series of goryfos overlays have not paid particular attention to
the semantics of zoomorphic images, nor to their possible connection with anthropomor-
phic subjects via zoomorphic symbolic codes. Nevertheless, Polidovich advances in his
recent article the hypothesis that scenes of torment on overlays may be interpreted as a
metaphorical representation of the battle motifs of the Trojan War, with the character of
Achilles being compared to a lion [[Tomigosuu 2022, 87]. L. Babenko expressed the opi-
nion that, since scenes of torment in Scythian art were perceived as “a metaphorical
image of death and the equivalent of sacrifice”, “the Greeks depicted on the overlay could
be interpreted as ‘captives’ gathered for sacrifice” (see Herod., Hist., IV, 62) [Babenko
2024, 124]. The placement of these characters under a zoomorphic frieze, i.e. in the sym-
bolic underworld, “indicates their possible entry into the world of the dead to accompany
and serve the master of the gorytos™.

Conclusion

The method of making gorytoi by hand inevitably introduced individual features into
each overlay, and these were enhanced by differences in alloys and individual secondary
detailing after. It can be hypothesised that overlays made of alloy were stamped harder
because they were less plastic, so that they required more extensive refinement. It is the
subsequent plasticisation of the metal that has been identified as the factor responsible
for the distinctive features observable in the overlays, with scholars endeavouring to de-
duce chronological series from these features. In order to determine the effect of the gold
alloy on the quality and malleability of the plates used to create the overlays for the
Chortomlyk series, the Melitopol overlay must be analysed, as it is the only one whose
alloy has not yet been studied. Nevertheless, it remains challenging to establish the chro-
nology of the manufacture of gorytoi solely based on evidence of processing. The varia-
tion in these details should be considered to display stylistic features that were introduced
by the master (or assistant) who finalised the relief details after the plate was removed
from the matrix, so that it is indicative of the extent of their creativity. As a result, inac-
curacies or even some “errors” appeared, as I have noted in the comparative analysis of
the scenes. At the same time, all the differences among the overlays relate to the second
stage of manufacture. They may indicate that the artists had different sketches or a ge-
neralised scheme that allowed for a freedom of execution that led to some semantic
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“errors” and differences in the rendering of both faces and details. It is plausible that
there were several similar sets of matrices for producing overlays in different Bosporan
workshops in 4" century BC or used by different groups of craftsmen in a same work-
shop. Due to the prevalence of overlays of this series, it is possible that new examples
could be discovered in the future.

Perhaps in the eyes of the Scythians the presence of an image of a well-known hero
(Achilles) on the gorytos overlays marked the bearer of the object as belonging to the
pantheon of heroes. As I have previously mentioned, gorytos also played an important
role in the Scythians’ eschatological beliefs. The depiction of the eschatological scene of
Achilles’ “death” and “rebirth” (scene 1.2a) is important to emphasise. The idea of the
birth of a new hero, i.e. the cycle of life and death, is also conveyed by the final anthro-
pomorphic scene on the overlays, which depicts a woman with a baby (scene II1.3). The
motif of the hero’s birth can also be seen in the final scene of the zoomorphic frieze, if
we interpret the hare chase scene in the context of the Nart legend about Khamytz’ pur-
suit of the hare, who turns out to be the daughter of the water deity Donbettyr. Their
union produced Batraz, the hero and patron of warriors*. Therefore, it can be assumed
that the gorytoi of the Chortomlyk series, with their expressive eschatological decoration,
which was apparently equally important and visible to both the Hellenes and the Scy-
thians, were specifically made for the burial needs of the Scythian elite. This assumption
calls into question the widespread belief that the so-called “ceremonial” gorytoi, which
are decorated with precious metal made by Bosporan Greek workshops, were diplomatic
gifts to Scythian leaders.

I hope that my article will stimulate a new level of interdisciplinary research into gory-
tos overlays and other Scythian toreutics, including detailed metallographic analysis of
artefacts.
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'In the Nart epic, Soslan takes the quiver of a fallen warrior on a military campaign as his
equivalent [Youues 1985, 121].

2 First published in 1843.

3 Thesaurus Linguae Graecae®, available at: https:/stephanus.tlg.uci.edu/ (accessed Septem-
ber 25, 2025).

* Cf. comments by Apollonius the Sophlst (1 century AD) (yopotog 1 To&obnkmn, oilovel XOPV-
160G, mapd 1O TO TOEOV YWPEIV: GLYYEVES YA TO Y T ¥. 010V ydPNU0 ToD TOE0V. TV Gmal eipnpué-
vov) [Apollonii 1833, 56 (line 1)].

5 E. Benveniste’s study of the term “gorytos” (yopvutdc) in conjunction with the term “bow”
(t6&ov) is methodologically sound, as it disregards the fact that Homer describes them together,
and it is possible that both terms originate from ancient Iranian [Benveniste 1937, 37—46].

6 This action is explained by Heracles’ close friendship with the Argonaut Telamon, Ajax’s fa-
ther.

" For a discussion of the parallelism between the bows of Heracles and Eurytus, and the resul-
ting similarity between the images of Heracles and Odysseus see [Crissy 1997; Andersen 2012,
139-146].

8 The bibliography on subject till 2001 see: [Treister 2001, 136, fn. 78-81].

?See e.g. [Schilz 1994, 142-143, figs 105-106]. The error was pointed out by M. Treister
[Treister 1999, 81, fn. 3] and then by Yu. Polidovich [Polidovich 2022, 75, fn. 2]. The book by
Véronique Schilz is published in French, German, and Italian [Schilz 1994]. The duplication of
such errors in several languages can exacerbate the confusion.
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10°E.g. Chortomlyk: 48.1 % gold, 47.2 % silver, 2.2 % copper; Illintsi: 49.3 % gold, 47.6 % sil-
ver, 1.4 % copper [@apmakoBckuii 1911, 59]; Five Brothers: 60.89 % gold, 36.61 % silver, 0.92 %
copper, 0.60 % iron [ILunos 1961, 166].

' Hypothetical matrix junctions can be seen in the upper frieze before the fifth figure and in
the lower frieze after the fourth female figure with raised arms on the gorytos from “Philip’s
tomb” in Vergina (Macedonia) [Andronicos 1984, 182—183].

12 In fact, after the two figures mentioned above, three figures are shown on the overlays. Per-
haps the scholar saw a separate figure in the so-called “child” held by the woman in the final
scene but then it was corrected [Treister 2001, /38].

3 E.g. A. Mantsevich proposes the following order of manufacturing overlays: 1. Melitopol,
2. lllintsi, 3. Five Brothers, 4. Chortomlyk [ManueBuu 1962, 109—110], while N. Onaiko: 1. Meli-
topol, 2. Illintsi, 3. Chortomlyk, 4. Five Brothers [Onaiiko 1974, 79—80].

4 The report is known only from 1901 (see: [Tananuna 1977, 32, 35; pl. 16]). This is the rea-
son why some scholars cite this year as the year of discovery of the Illintsi gorytos overlay.

15 But in other catalogue: 45 x 25 cm [The Treasures... 1991, 60 (Cat. 31)].

16 Photos after [Aruz et al. 2000, Cat. 162; Anekcees 2012, 206—-209; Daumas 2009].

17 Photos after [Reeder 1999, Cat. 105; Tlonigosuu 2022, 76, puc. 1].

18 Photos after [The Treasures... 1991, Cat. 31; Schiltz 2001, Cat. 89].

1 The overlay from Illintsi has been excluded from this review on account of its loss and the
substandard quality of the accompanying photographs.

2 For the iconography of the bull see [Shcheglov, Katz 1991, 110-111].

21 See [Daumas 2009, 7/-73; Iomigosua 2015, 127—128]. Other examples of similar images of
a lioness are known on the ends of paired bracelets from the Bolshaya Bliznitsa (Kuban region)
[Piotrovsky et al. 1986, p/l. 234] and on the gold upholstery of the hilt of a sword from the Tovsta
Mohyla [TTomunosuy 2015, 125, fig. 1, 3—4].

22 On the origins of iconography and possible semantics of this plot in the Scythian environ-
ment, see [MIBanuuk 1988, 4/—42; Ivancik 1993, 374-315; Ivantchik 2005, 177-180; PaeBckuii
1985, 60ff; Treister 2001, 52; ITomunosuy, Bonbras 2005, 421, 426—428].

2 See [Robert 1890].

24 E.g. [Stéhler, Nieswandt 1991-1992] (interpretation according to Iranian mythological tradi-
tion); [Daumas 2009] (the scenes of Telephus’ myth), etc, see below.

2 According to Treister [Treister 2001, 137—138] — “a left arm”. But cf. [Treister 1999, 72].

% This scene was compared in detail on different overlays by Onayko [Onaiixo 1974, 79-80,
puc. 1, 5-8].

27 See reviews [Minns 1913, 284-287; Daumas 2009; Iomigosuu 2022, 77-79; JlazapeHko
2020, 16-62; Meyer 2013, 201-204].

28 See e.g. “Achilleus fast ein Doppelgidnger Apellons, steht zum Gott gleichen Verhiltnis wie
Iphigenie zu Artemis, Poseidon, oder Hyakinthos zu Apollon: der Heros dunkekes Spiegelbild des
Gottes in der unaufldslichen tit des Opfers. Darum muB3 Achilleus durch Apollon nicht weil dieser
Troia beschirmt — als Troia greift Apollon” [Burkert 1975, 19]. Cf. also [Hirschberger 2012].

2 For education of Achilles and his teachers see Statius, Ach., 2.96-167 and [Heslin 2005].

30 See in detail [Ky3pmuna 1977, 20-21; Ilonunosuy, Bomsaast 2005, 425].

LITERATURE

AxumoBa E. A. (2013), “Axuin B Tpeko-BapBapcKoi TOPEBTHKE ceBepHOTO [TpruepHOMOphs”,
B M. 10. Baxruna (pen.), bocnopckuii penomen. I pexu u sapsapul na Espazutickom nepekpécm-
ke, Hecrop-ucropus, Cankr-IlerepOypr, c. 606—613.

AnexceeB A. 0. (2012), 3onomo cxughckux yapeti 6 coopanuu Ipmumadica, 3a-so Toc. Dp-
mutaxa, Cankt-IletepOypr.

AgnexkceeB A. 10., Mypsus B. 10. & Pomnne P. (1991), Yepmomnvix. Crughckuii yapcxuii Kypear
1V 6. 00 n. 5., HaykoBa nymka, Kues.

Bbab6enxko JI. U. (2018), “Komnekuust AnekcaHIpOIOILCKOTO Kyprana B coOpaHuu XapbKOBCKO-
ro ucropuueckoro myses umenn H. ®@. Cymmosa”, B C. B. [lomua & A. 1O. Anekcees (pen.),
Crugcxuu yapekuii Anexcanopononvckuii kypean IV 6. 0o H. 2. ¢ Huowcnem Iloonenposve, Buna-
Benb Oner @unrok, Kues & bepnun, c. 591-627.

Bbab6enko JI. I. (2021), «Btpauesni mezaeBpu: 3 icTopii “epmiTaxnoi” KoJIEKIil cKiChKUX CTapo-
KUTHOCTEH y XapKoBi», B Jeadysmb coomi CyMyoscoKi yumanHs: 30ipHUK Mamepianié Haykogoi

190 Cxionuit ceim, 2025, No 4



Scythian Gorytos through the Greek Prism: The Chortomlyk Series

Kougepenyii “Myszeil y enobanvhomy ceimi. inHogayii ma 36epexceHus mpaouyii”’, npucesaueHiil
30-piuuio Hezanexcnocmi Yxpainu, Xapkis, c. 103-116.

Babenxo JI. 1. (2022), “He3aBepiuena pecturyuis’, B H. Temiposa (pen.), Tpancgopmayii ic-
mopuunoi nam’smi: 36ipnux mamepianie Il Misxcnapoonoi nayxoso-npakmuunoi Konpepenyii,
Binanns, c. 62-64.

babenko JI. 1. (2023), “Inminernpkuii KypraHn — icTopisi BHyTPIIIHBOT KOJNEKIii”, B /[eadysams
0eg smi Cymyoscoki uumaHus. 30ipHUK Mamepianie Haykoeoi kongepenyii “Myszeil y enobanrbHo-
My ceimi. iHHo8ayii ma 36epedicenHs mpaouyii”’, NPUCesueHitl 30epedceHHI0. HAYIOHATbHIU nam ‘-
mi 6 ymosax gitinu, 18 xeimua 2023 p., Xapkiecokuil icmopuynuti myseti imeni M. @. Cymyosa,
Xapkis, c. 156—164.

Bbabenko JI. 1. (2024), “Cuenu i3 xuTTs Aximna: ckicbka Bepcis iHTepnpeTanii (TpOSHCHKHUN
KiHb Yy Ma3ypax cKi(cbkux rpudoHiB)”’, B Mamepianu Il Beeykpaincokoi apxeonoziunoi konge-
penyii “Ilymuenvcoki uumanns”. Jlo 80-pivus 6i00iny apxeonocii pannbo2o 3anizHo2o 6iky Incmu-
mymy apxeonoeii HAH Yxpainu, Kuis, c. 122—-124.

Bonrenko M. @. (1962), “Herodoteanea”, B Mamepuanvt no apxeonoeuu Cegeprozo Ilpuuep-
HOMOpbs, BB 4, c. 16-32.

Bepruenko A. B. (2010), “K cemaHTHKe TOpUTa B MPEACTABICHUSAX UPAHOS3BIYHBIX HOMAJIOB
EBpazun”, Cxionuii céim, Ne 4, c. 91-102.

Bunorpamos 0. A. (2015), “bonbmioit capkodar n3 Mupmekus. K mOHUMaHHIO CeMaHTHKH
n300pakeHuin”, AkmyanibHvle npobremvl meopuu u ucmopuu uckyccmea, Ne 5, c. 86-93. DOI:
https://doi.org/ 10.18688/aal155-1-8

lananuna JI. K. (1977), Crugcxue Opesnocmu Iloouenposvs (OpmumagicHas Koiiexyus
H. E. Bpanoenbypea), CAU, Bem. J11-33, Hayka, Mockaa.

Jlpesnocmu I'epooomosou Cruguu (1872), 1. 2: COOpHHK ONUCAHUN apXEOJOTUIECKUX pac-
KOIIOK ¥ HAaXOJJOK B YepHOMOPCKUX cTensx, Cankr-IleTepOypr.

Weanunk A. U. (1988), “BouHbI-Tickl. My>CKHE COr03bI U CKU(CKUE BTOpKeHUs B [lepenHioro
Asuro”, Cosemckas smuoepagus, Ne 5, c. 38—48.

Weanunk A. U. (2005), Hakanyne xononuszayuu. Ceseproe Ilpuuepromopve u cmentvie Ko-
yegnuxu VIII-VII 66. 00 H. 3. 8 AaHMUUHOU JUMEPAMYPHOU Mpaouyuu. QoIbKIOp, AUmepamypa u
ucmopus, Pontus Septenrionalis, 111, [Taxeorpad, Mockga.

Kysemuna E. E. (1977), “CemanTrKa n300paskeHUs] Ha CEpeOPSHOM JMICKE U HEKOTOphIE BO-
IIPOCHI HHTEpIpEeTauy AMyIapbUHCKOTO Kiana”, B Mckyccmeo Bocmoxa u anmuunocmu, Hayxa,
Mockaa, c. 16-25.

Jlazapenko B. I. (2020), “K Bomnpocy 00 ajekBaTHOI BepU(PHUKALMU CIOKETOB, CBA3aHHBIX C
oOpa3oM Axuiuia Ha aHTUYHBIX apTedakTax CeBepHoro [IpHuepHOMOpPDS, U UCTOKAX MOYUTAHUS
Axwina B ckudcekoii cpene”’, bocnopckue uccnedosanust, T. 41, ¢. 16-62.

Jlanmo-/lanunerckuit A. (1894), “JIpeBHocTH Kyprana Kaparojeyamx kak mMarepuan Ajs Obl-
ToBo# ucrtopun [Ipukydanckoro kpast”, Mamepuanvt no apxeonocuu Poccuu, 1. 13, ¢. 1-120.

Mauem6Oepr B. K. (1894), “IlaMATHHKHN IpedecKOTo B IPeKO-BapBapCKOTO MCKYCCTBA, HalIeH-
Hble B Kyprane Kaparoneyamx”, Mamepuanwvt no apxeonoeuu Poccuu, 1. 13, c. 121-191.

Mannesuu A. I1. (1962), “Topur u3 kyprana Comnoxa”, B Kyasmypa u uckyccmeo aHmuyHo2o
mupa, Tpynel TocynapctBennoro Opmuraxa, T. 7, Uzn-so T'oc. Opmuraxa, Jlenunrpan, c. 107—
121.

Munacsan P. C. (1991), “TexHuka U3roTOBJIEHHUS 30JI0THIX U cepeOpsiHbIX Bemied u3 YepTom-
JbIKCKOTO Kyprana”, B Anekcee A. 0., Mypaun B. 0. & Ponne P., Yepmomnwvix. Cxughcxuii yap-
ckuii kypear 1V 8. 0o H. 3., HaykoBa nymka, Kues, c. 378-389.

Mumnacsu P. C. (2014), Memannroobpabomka 6 dpesnocmu u cpeonegexoswve, N3n-o T'oc. Op-
murtaxa, Caakr-IletepOypr.

MunacsH P. C. (2016), “/IpeBHUE cTOCOOBI H3TOTOBJICHUS M3ICIHI C peibeHBIMH H300pake-
HusMu”, Scripta Antiqua. Bonpocul OpesHeti ucmopuu, guionocuu, UCKyccmed u MamepuaibHoll
Kyiemypol, T. 5, ¢. 279-292.

Omnaiixo H. A. (1970), Aumuynwiii umnopm 6 Ilpuounenposwve u Ilobysicve 6 IV-II 68. 00 H. 3.,
CAUW, Bemn. 11-27, Haykxa, Mocksa.

Omaiiko H. A. (1974), “3ameTrku o TexHuke 60copckoit TopeBTHKH”, Cogemckas apxeonous,
Ne 3, c. 78-86.

[oxposckas E. @. (1955), “Menurononbckuii CKUGCKUi KypraH (TpenBapuTebHble coo01e-
Hus)”, Becmnuk opesneii ucmopuu, Ne 2, c. 191-199.

The World of the Orient, 2025, No. 4 191



H. Vertiienko

Honmuposuu 0. b. (2015), “Meu u3 xyprana Tonctas Moruna”, Apxeonozia u dasHs icmopis
Yxpainu, Bun. 2 (15), c. 124-139.

Honmunosuu 0. b. & Bombnas I. H. (2005), “O6pa3 3aiina B ckupckoM HCKyccTBe”, B
B. U. T'ynses (pen.), [pesnocmu Eepaszuu.: om panneu 6poH3sl 00 panne2o cpedtesekoswbs. Ilawsi-
mu B. C. Onvxosckoco, A PAH, MockBa, c. 425-436.

[Mominosuy 1O. b. (2022), “TpostHCbKHIA KiH TPEIbKUX MANCTPIB”, Apxeonozis i dausa icmopis
Yrpainu, Ne 1, c. 75-92. DOI: https://doi.org/10.37445/adiu.2022.01

Mominosuu 0. (pen.) (2023), Taemuuuuii céim nexmopani / The Mysterious World of the
Pectoral, Bunagens 0. A. MakcumoBcbka, KuiB 1 J[Himpo.

Iominosny 0. b. & Benmuko €. O. (2023), “Komrrosni npukpacu ropury 3 Ilepmoro Boski-
Benipkoro kyprany (1897 p.)”, B Cmaposxcumnocmi Jlisobepescrnozo Iloouinpos’s, TOB “Maii-
nan”, Xapkis, [lonrasa, c. 51-67.

Paesckuii 1. C. (1985), Moodens mupa crugcrou kyremypot, Hayka, Mocksa.

Pycsiea M. B. (2002), «OCHOBHO# CIOKET Ha 30JI0THIX OOMBKaxX TOPUTOB “UepTOMIIBIKCKOM
cepun’”», bocnopckue uccneoosanus, BeI. 2, ¢. 125-144.

Credanu JI. (1865), “Onncanue HEKOTOPBIX Belllel, HaleHHBIX B 1863 T. B toxHON Poccun”,
B Omuem umnepamopckoul apxeonoauueckoi komuccuu 3a 1864 200, Cankr-IletepOypr, c. 3-246.

Tepenoxkun A. U. (1955), “Ckudckuit xypran B . Menuronone”, B Kpamxue coobuenus
Hncmumyma apxeonocuu AH YCCP, Ne 5, c. 23-34.

Tepenoxkun A. M. & Mozonesckuii b. H. (1988), Meaumononvckuii kypear, HaykoBa nymka,
Kues.

Tomnouxo I1. I1. & Myp3iu B. 1O. (pen.) (1991), 3on0omo cmeny. Apxeonozia Yxpainu, IC HARY,
Kuis, [11ne3Bir.

Toncroit Y. & Konpakos H. (1889), Pycckue opesnocmu 6 namsimuuxax uckyccmsa. 2: Jlpes-
HocTH cKudo-capmarckue, Cankr-IletepOypr.

®apmakoBckuii b. B. (1911), “3omnoTsie 06uBKy Hamyuuii (ropuToB) U3 YepTOMITBIKCKOTO Kyp-
raHa u u3 Kyprasa B M. Mnenanax”, B CoOopHux apxeonocuyeckux cmametl, NOOHECEHHbIU 2paghy
A. A. Fobpunckomy, Cankr-IlerepOypr, c. 45-118.

dapmarosckuit M. B. (1922), “Toput u3 kyprana Conoxu”, Hzeecmusi Poccuiickoti akademuu
ucmopuu mamepuanvhou Kynemypsl, T. 11, c. 23—48.

UYepnenko E. B. (1981), Cxugpcxue nyunuxu, Haykosa nymka, Kues.

Uepnenko €. B. (1998), «Croxetn “TposHCBKOTO HUKITY” Ha CKiIQCHKUX TOpUTaX», B My3etini
yumanna. Mamepianu Haykoeoi xoupepenyii Myzew icmopuunux xowmosHocmel Ykpainu —
Giniany Hayionanvrnoeo mysero icmopii’ Ypainu, 17—18 epyons 1996 p., Kuis, c. 37-39.

Youner A. P. (1985), Ouepxu ucmopuu coyuanvuoii xynomypul ocemut, Upucron, LIxun-
BaJIH.

[Tay6 U. 10. (2002), “Axunn Ha bocnope”, B B. 10. 3yes (pen.), bocnopckuii hernomen: Ilo-
epebanvrvle namsamuuxku u cesmuauwa, T. 1, TocymapctBenHblid Opmutax, Caskrt-lletepOypr,
c. 186-189.

ay6 U. FO. (2007), Mugh, kyrem, pumyan ¢ Ceseprom [lpuuepromopwe (VII-IV 66. 00 . 3.),
Uzn-Bo C.-IletepOyprckoro yausepcutera, Cankr-IletepOypr.

wmo B. I1. (1961), “Packonku EnuzaBeroBckoro moruinbauka B 1959 ., Cosemckas apxeo-
aoeus, Ne 1, ¢. 150-168.

[unos B. I1. (1962), “3onotoii xnan ckudcekoro kyprana”, 8 C. M. Mapkos (pex.), Apxeono-
euyeckue pacxkonku Ha /{ony, I3n-Bo PoctoBckoro yHuBepcurera, Pocros-Ha-/{ony, c. 52—69.

Onensman . U. (2020), Smumonoeuueckuti cnoéaps upanckux a3vikos, T. 6: p—1, Hayxa — Boc-
TOYHAs auTeparypa, Mocksa.

Andersen @. (2012), “Older Heroes and Earlier Poems: The Case of Heracles in the Odyssey”,
in Andersen @. and Haug D. T. T. (eds), Relative Chronology in Early Greek Epic Poetry, Cam-
bridge University Press, Cambridge, pp. 138—151. DOI: https://doi.org/10.1017/cbo9780511921
728.010

Andronikos M. (1984), Vergina. The Royal Tombs and the Ancient City, Ekdotike Athe-
non S. A., Athens.

Apollonii Sophistae (1833), Lexicon Homericum, ex recensione 1. Bekkeri, Typis et impensis
Ge. Reimeri, Berolini.

Aruz J., Farkas A., Alekseev A. and Korolkova A. (2000), The Golden Deer of Eurasia. Scy-
thian and Sarmatian Treasures from the Russian Steppes, Metropolitan Museum, New York.

192 Cxionuit ceim, 2025, No 4



Scythian Gorytos through the Greek Prism: The Chortomlyk Series

Beekes R. S. P. (2010), Etymological Dictionary of Greek, with the assistance of L. van Beek,
Leiden Indo-European Etymological Dictionary, Series 10, Brill, Leiden and Boston.

Benveniste E. (1937), “Noms d’armes orientaux en grec”, in Melanges Emile Boisacq, Bruxel-
les, pp. 37-46.

Bliimner H. (1917), “IT'QPYTOZ. Zu Hom. Od. XXI 53f”, Berliner philologische Wochen-
schrift, Bd. 36, pp. 1121-1127.

Bonnet H. (1926), Die Waffen der Vilker des alten Orients, J. C. Hinrichs’sche Buchhandlung,
Leipzig.

Brandt L. @., Mackie M., Daragan M., Collins M. J. and Gleba M. (2023), “Human and Ani-
mal Skin Identified by Palacoproteomics in Scythian Leather Objects from Ukraine”, Plos one,
Vol. 18, No. 12, pp. 1-21. DOI: https://doi.org/10.1371/journal.pone.0294129

Bremmer J. N. (1978), “Heroes, Rituals and the Trojan War”, Studi Storico Religiosi, Vol. 11,
No. 1, pp. 5-38.

Bremmer J. N. (2021), Becoming a Man in Ancient Greece and Rome. Essays on Myths and
Rituals of Initiation, Mohr Siebeck, Tiibingen. DOI: https://doi.org/10.1628/978-3-16-159009-2

Burkert W. (1975), “Apellai und Apollon”, Rheinisches Museum fiir Philologie, Neue Folge,
Bd. 118, H. 1/2, pp. 1-21.

Crissy K. (1997), “Herakles, Odysseus, and the Bow: Odyssey 21.11-41”, Classical Journal,
Vol. 93, No. 1, pp. 41-53.

Daumas M. (2009), L or et le pouvoir. Armement scythe et mythes grecs, Presses Universitaires
de Paris Ouest, Paris.

Diggle J. (ed.) (2021), The Cambridge Greek Lexicon, 2 vols, Cambridge University Press,
Cambrdige.

Ebert M. (1921), Siidruf3land im Altertum, Schroeder, Bonn.

Fowler H. W. and Fowler F. G. (1905), The Works of Lucian of Samosata, Vol. 3, Oxford, Cla-
rendon Press.

Furtwéngler A., Reichhold K., and Huber A. (1924), Griechische Vasenmalerei: Auswahl her-
vorragender Vasenbilder aus dem gleichnamigen grofien Werke, Tafeln, F. Bruckmann, Miinchen.

Glare P. G. W. (1968), Oxford Latin dictionary, Clarendon Press, Oxford.

Heslin P. J. (2005), The Transvestite Achilles: Gender and Genre in Statius’ Achilleid, Cam-
bridge University Press, Cambridge. DOI: https://doi.org/10.1017/cbo9780511482236

Hirschberger M. (2012), “The Fate of Achilles in the Iliad”, in Montanari F., Rengakos A. and
Tsagalis C. (eds), Homeric Contexts: Neoanalysis and the Interpretation of Oral Poetry, (Trends
in Classics — Supplementary Volumes, Vol. 12), De Gruyter, Berlin, pp. 185-196. DOI: https://
doi.org/10.1515/9783110272017.185

Homer (1919), The Odyssey, with an English translation by A. T. Murray, 2 vols, Harvard Uni-
versity Press and William Heinemann Ltd., Cambridge (MA) and London.

Ivancik A. (1993). “Les guerriers-chiens. Loups-garous et invasions scythes en Asie Mineure”,
Revue de I’histoire des religions, T. 210, pp. 305-330.

Ivantchik A. (2001), “La légende ‘grecque’ sur I’origine des Scythes (Hérodote 4.8-10)”, in
V. Fromentin and S. Gotteland (eds), Origines gentium, (Ausonius — Publications, Etudes, 7), De
Boccard, Bordeaux, pp. 207-220.

Jacobson E. (1995), The Art of the Scythians. The Interpretation of Cultures at the Edge of the
Hellenic World, Handbuch der Orientalistik, 8.2, Brill, Leiden, New York and Cologne. DOI:
https://doi.org/10.1163/9789004491519

Lewis C. T. and Short C. (1879), Latin Dictionary, At the Clarendon Press, Oxford.

Liddell H. G. and Scott R. (1996), A Greek-English Lexicon, 9" ed., Oxford University Press,
Oxford.

Lloyd M. (2020), “Weapons and Armor”, in Pache C. O. (ed.), The Cambridge Guide to Ho-
mer, Cambridge University Press, Cambridge, pp. 402—404.

Lubotsky A. (2000), “The Vedic Root Vr- ‘To Cover’ and Its Present”, in B. Forssman and
R. Plath (eds), Indoarisch, Iranisch und die Indogermanistik. Arbeitstagung der Indogermani-
schen Gesellschaft vom 2. bis 5. Oktober in Erlangen, Harrassowitz, Wiesbaden, pp. 315-325.

Matz F., Robert C., Rodenwaldt G. and Matz F. (1890), Die antiken Sarkophag-Reliefs,
Band 2: Mythologische Cykle, Gebr. Mann Verlag, Berlin.

Meyer C. (2013), Greco-Scythian Art and the Birth of Eurasia. From Classical Antiquity to
Russian Modernity, Oxford University Press, Oxford. DOI: https://doi.org/10.1093/acprof:osobl/9
780199682331.001.0001

The World of the Orient, 2025, No. 4 193



H. Vertiienko

Minns E. H. (1913), Scythians and Greeks. Survey of Ancient History and Archaeology on the
North Coast of the Euxine from the Danube to the Caucasus, Cambridge University Press, Cam-
bridge.

Mooney G. W. (1921), Alexandra of Lycophron, G. Bell and Sons Ltd, London.

Morgenstierne G. (1933), “Neupersisch rida und Verwandtes. (Zusatz zu S. 14)”, Zeitschrift
fiir vergleichende Sprachforschung auf dem Gebiete der Indogermanischen Sprachen, Bd. 61,
H 1/2, pp. 29-36.

Ogden J. (2024), Jewelry Technology in the Ancient & Medieval World, Brynmorgen Press,
Brunswick (ME).

Piotrovsky B. (ed.) (1975), From the Lands of Scythians. Ancient Treasures from the Museums
of the USSR, 3000 B.C. — 100 B.C., Metropolitan Museum of Art, New York.

Piotrovsky B., Galanina L. and Grach N. (1986), Scythian Art. The Legacy of the Scythian
World: Mid-7" to 3" Century BC., Aurora Art Publishers, Leningrad.

Rétzel W. (1978), “Die skythischen Gorytbeschlage”, Bonner Jahrbiicher, Bd. 178, pp. 163—
180.

Reeder E. (ed.) (1999), Scythian Gold. Treasures from Ancient Ukraine, Harry N. Abrams,
Inc., New York.

Richter G. M. A. (1932), “A Greek Sword Sheath from South Russia”, Metropolitan Museum
Studies, Vol. 4, No. 1, pp. 109—130. DOI: https://doi.org/10.2307/1522792

Robert C. (1890), Die antiken Sarkophag-Reliefs, Band 2: Mythologische Cykle, Berlin,
Taf. X—XIX.

Rolle R. (1979), Totenkult der Skythen, Bd. I: Das Steppengebiet. Text und Tafeln, G. Walter
de Gruyter, Berlin and New York.

Rostovtzeff M. 1. (1931), Skythien und der Bosporus, Bd.1: Kritische Ubersicht der schriftli-
chen und archaologischen Quellen, H. Schoetz & co., gmbh., Berlin.

Sanz A. S. (2019), “Héroes y grifos. El goritos Escita y el arte Griego en la estepa Euroasiati-
ca”, Journal of Intercultural and Interdisciplinary Archaeology, No. 03 (JIIA), pp. 61-74.

Schiltz V. (ed.) (2001), L’or des Amazones: peuples nomades entre Asie et Europe, Vie siecle
av. J.-C. — [Ve siecle apr. J.-C., Paris-Musées, Paris.

Schiltz V. (1979), “Deux gorytes identiques en Macedoine et dans le Kouban”, Revue Ar-
chéologique, fasc. 2, pp. 305-310.

Schilz V. (1994), Die Skythen und andere Steppenvélker. 8. Jahrhundert v. Chr. bis 1. Jahrhun-
dert n. Chr., C. H. Beck, Miinchen.

Shcheglov A. N. and Katz V. I. (1991), “A Fourth-Century B.C. Royal Kurgan in the Crimea”,
Metropolitan Museum Journal, Vol. 26, pp. 97-122. DOI: https://doi.org/10.2307/1512904

Stahler K. and Nieswandt H.-H. (1991-1992), “Der skythische Goryt aus dem Melitopol Kur-
gan”, Boreas. Miinsterische Beitrdge zur Archeologie, Bd. 14/15, pp. 85-108.

Szymanska Z. H. (1984), “Greek or Thracians? Some Problems of Identifying Sources of Met-
alwork”, in Fol A. (ed.), Dritter internationaler Thrakologischer Kongress zu Ehren W. Toma-
schek, Bd. 1, Swjat, Sofia, pp. 106-110.

The Treasures of Nomadic tribes in South Russia (1991), Asahi Shinbunsha, Tokyo.

Treister M. (1999), “The Workshop of the Gorytos and Scabbard Overlays”, in E. Reeder (ed.),
Scythian Gold. Treasures from Ancient Ukraine, Harry N. Abrams, Inc., New York, pp. 71-81.

Treister M. Y. (2001), Hammering Techniques in Greek and Roman Jewellery and Toreutics,
Colloquia Pontica, Vol. 8, Brill, Leiden, Boston and K&ln. DOI: https://doi.org/10.1163/97890
04497252

Treister M. Y. (2005), “Masters and Workshops of the Jewellery and Toreutics from Fourth-
Century Burial-Mounds”, in Braund D. (ed.), Scythians and Greeks. Cultural Interactions in
Scythia, Athens and the Early Roman Empire (six century BC — first century AD), University of
Exeter Press, Exeter, pp. 56—63. DOI: https://doi.org/10.1017/s0075426900008168

Tuplin C. and Jacobs B. (2021), “Military Organization and Equipment”, in B. Jacobs and
R. Rollinger (eds), 4 Companion to the Achaemenid Persian Empire, Hoboken (NJ), pp. 1161—
1181. DOI: https://doi.org/10.1002/9781119071860.ch81

Vertiienko H. (2023), “A ‘Rooster-Man’ on the Gold Plate from Soboleva Mohyla”, Iranica
Antiqua, Vol. LVIII, p. 131-148.

White J. (2020), Bows and Spears in Achaemenid Persia, PhD Dissertation, University of
California, Santa Barbara.

194 Cxionuit ceim, 2025, No 4



Scythian Gorytos through the Greek Prism: The Chortomlyk Series

Williams C. R. and Ogden J. (1994), Greek Gold. Jewelry of the Classical World, The British
Museum Press, London.

REFERENCES

Akimova E. A. (2013), “Akhill v greko-varvarskoy torevtike severnogo Prichernomor’ya”, in
M. Yu. Vakhtina (ed.), Bosporskiy fenomen. Greki i varvary na Evraziyskom perekryostke, Nestor-
istoriya, Saint Petersburg, pp. 606—613. (In Russian).

Alekseev A. Yu. (2012), Zoloto skifskikh tsarey v sobranii Ermitazha, 1zd-vo Gos. Ermitazha,
Saint Petersburg. (In Russian).

Alekseyev A. Yu., Murzin V. Yu. and Rolle R. (1991), Chertomlyk. Skifskiy tsarskiy kurgan
IV v. do n. e., Naukova dumka, Kyiv. (In Russian).

Babenko L. 1. (2018), “Kollektsyia Aleksandropolskogo kurgana v sobranii Kharkovskogo is-
toricheskogo muzeya imeni N. F. Sumtsova”, in S. V. Polyn and A. Yu. Alekseyev, Skifskyi tsar-
skyi Aleksandropolskyi kurgan IV v. do n. e. v Nizhnem Podneprov’ye, Vydavets’ Oleh Filyuk,
Kyiv and Berlin, pp. 591-627. (In Russian).

Babenko L. 1. (2021), “Vtracheni shedevry: z istorii ‘ermitazhnoi’ kolektsii skyfskykh staro-
zhytnostei u Kharkovi”, in Dvadtsiat somi Sumtsovski chytannia: zbirnyk materialiv naukovoi
konferentsii “Muzei u hlobalnomu sviti: innovatsii ta zberezhennia tradytsii”, prysviachenoi
30-richchiu Nezalezhnosti Ukrainy, Kharkiv, pp. 103—116. (In Ukrainian).

Babenko L. I. (2022), “Nezavershena restytutsiia”, in N. Temirova (ed.), Transformatsii isto-
rychnoi pamiati: zbirnyk materialiv 11l Mizhnarodnoi naukovo-praktychnoi konferentsii, Vinnyt-
sia, pp. 62—64. (In Ukrainian).

Babenko L. I. (2023), “Illinetskyi kurhan — istoriia vtrachenoi kolektsii”, in Dvadtsiat deviati
Sumtsovski chytannia: zbirnyk materialiv naukovoi konferentsii “Muzei u hlobalnomu sviti: inno-
vatsii ta zberezhennia tradytsii”, prysviachenoi zberezhenniu natsionalnoi pamiati v umovakh vii-
ny, 18 kvitnia 2023 r. Kharkivskyi istorychnyi muzei imeni M. F. Sumtsova, Kharkiv, pp. 156-164.
(In Ukrainian).

Babenko L. I. (2024), “Stseny iz zhyttia Akhilla: skifska versiia interpretatsii (troianskyi kin u
pazurakh skifskykh hryfoniv)”, in Materialy Il Vseukrainskoi arkheolohichnoi konferentsii ““Pu-
tyviski chytannia”. Do 80-vichchia viddilu arkheolohii rannoho zaliznoho viku Instytutu arkheo-
lohii NAN Ukrainy, Kyiv, pp. 122—124. (In Ukrainian).

Boltenko M. F. (1962), “Herodoteanea”, in Materialy po arkheologii Severnogo Pricherno-
mor’ya, Iss. 4, pp. 16-32. (In Russian).

Vertiienko A. V. (2010), “K semantike gorita v predstavleniyakh iranoyazychnykh nomadov
Evrazii”, Shidnij svit, No. 4, pp. 91-102. (In Russian).

Vinogradov Yu. A. (2015), “Bol’shoy sarkofag iz Mirmekiya. K ponimaniyu semantiki izobra-
zheniy”, Aktual’nyye problemy teorii i istorii iskusstva, No. 5, pp. 86-93. (In Russian). DOI:
https://doi.org/ 10.18688/aa155-1-8

Drevnosti Gerodotovoy Skifii (1872), T. 2: Sbornik opisaniy arkheologicheskikh raskopok i na-
khodok v chernomorskikh stepyakh, Saint Petersburg. (In Russian).

Galanina L. K. (1977), Skifskiye drevnosti Podneprov’va (Ermitazhnaya kollektsiya N. E. Bran-
denburga), SAI, Vol. D1-33, Nauka, Moscow. (In Russian).

Ivanchik A. 1. (1988), “Voiny-psy. Muzhskiye soyuzy i skifskiye vtorzheniya v Perednyuyu
Azii”, Sovetskaya etnografiya, No. 5, pp. 38—48. (In Russian).

Ivantchik A. 1. (2005), Nakanune kolonizatsii. Severnoye prichernomor ye i stepnyye kochevni-
ki VIII-VII vv. do n. e. v. antichnoy literaturnoy traditsii: fol klor, literatura i istoriya, Pontus Sep-
tenrionalis, 111, Paleograf, Moscow. (In Russian).

Kuzmina E. E. (1977), “Semantika izobrazheniya na serebryanom diske i nekotoryye voprosy
interpretatsii Amudar’inskogo klada”, in Iskusstvo Vostoka i antichnosti, Nauka, Moscow, pp. 16—
25. (In Russian).

Lazarenko V. G. (2020), “K voprosu ob adekvatnoy verifikatsii syuzhetov, svyazannykh s
obrazom Akhilla na antichnykh artefaktakh Severnogo Prichernomor’ya, i istokakh pochitaniya
Akhilla v skifskoy srede”, in Bosporskiye issledovaniya, Vol. 41, pp. 16—-62. (In Russian).

Lappo-Danilevskiy A. (1894), “Drevnosti kurgana Karagodeuashkh kak material dlya bytovoy
istorii Prikubanskogo kraya”, Materialy po arkheologii Rossii, Vol. 13, pp. 1-120. (In Russian).

Mal’mberg V. K. (1894), “Pamyatniki grecheskogo i greko-varvarskogo iskusstva, naydennyye
v kurgane Karagodeuashkh”, Materialy po arkheologii Rossii, Vol. 13, pp. 121-191. (In Russian).

The World of the Orient, 2025, No. 4 195



H. Vertiienko

Mantsevich A. P. (1962), “Gorit iz kurgana Solokha”, in Kul tura i iskusstvo antichnogo mira,
Trudy Gosudarstvennogo Ermitazha, T. 7, 1zd-vo Gos. Ermitazha, Leningrad, pp. 107-121. (In
Russian).

Minasyan R. S. (1991), “Tekhnika izgotovleniya zolotykh i serebryanykh veshchey iz Cher-
tomlykskogo kurgana”, in Alekseyev A. Yu., Murzin V. Yu. and Rolle R., Chertomlyk. Skifskiy
tsarskiy kurgan IV v. do n. e., Naukova dumka, Kyiv, pp. 378-389. (In Russian).

Minasyan R. S. (2014), Metalloobrabotka v drevnosti i srednevekov’ye, 1zd-vo Gos. Ermi-
tazha, Saint Petersburg. (In Russian).

Minasyan R. S. (2016), “Drevniye sposoby izgotovleniya izdeliy s rel’yefnymi izobrazheniya-
mi”, Scripta Antiqua. Voprosy drevney istorii, filologii, iskusstva i material 'noy kultury, T.5,
pp- 279-292. (In Russian).

Onayko N. A. (1970), Antichnyy import v Pridneprov’ye i Pobuzh’ye v IV-II vv. do n. e., SAl,
Vol. D1-27, Nauka, Moscow. (In Russian).

Onayko N. A. (1974), “Zametki o tekhnike bosporskoy torevtiki”, Sovetskaya arkheologiya,
No. 3, pp. 78-86. (In Russian).

Pokrovskaya E. F. (1955), “Melitopol’skiy skifskiy kurgan (predvaritel’noye soobshcheniye)”,
Vestnik drevney istorii, No. 2, pp. 191-199. (In Russian).

Polidovich Yu. B. (2015), “Mech iz kurgana Tolstaya Mogila”, Arkheolohiia i davnia istoriia
Ukrainy, Vol. 2 (15), pp. 124-139. (In Russian).

Polidovich Yu. B. and Vol’naya G. N. (2005), “Obraz zaytsa v skifskom iskusstve”, in V. I. Gu-
lyayev (ed.), Drevmnosti Evrazii: ot ranney bronzy do rannego srednevekov’ya. Pam’yati
V. S. Ol’hovskogo, IA RAN, Moscow, pp. 425-436. (In Russian).

Polidovych Yu. (ed.) (2023), Tayemnuchyi svit pektorali / The Mysterious World of the Pecto-
ral, Vydavets’ [u. A. Maksymovs’ka, Kyiv and Dnipro. (In Ukrainian and English).

Polidovych Yu. B. (2022), “Troianskyi kin hretskykh maistriv”, Arkheolohiia i davnia istoriia
Ukrainy, No. 1, pp. 75-92. (In Ukrainian). DOI: https://doi.org/10.37445/adiu.2022.01.05

Polidovych Yu. B. and Velychko Ye. O. (2023), “Koshtovni prykrasy horytu z Pershoho
Vovkivetskoho kurhanu (1897 r.)”, in Starozhytnosti Livoberezhnoho Podniprovia, TOV “Mai-
dan”, Kharkiv and Poltava, pp. 51-67. (In Ukrainian).

Rayevskiy D. S. (1985), Model’ mira skifskoy kul tury, Nauka, Moscow. (In Russian).

Rusyayeva M. V. (2002), “Osnovnoy syuzhet na zolotykh obivkakh goritov ‘chertomlykskoy
serii’ 7, Bosporskiye issledovaniya, Vol. 2, pp. 125-144. (In Russian).

Stefani L. (1865), “Opisaniye nekotorykh veshchey, naydennykh v 1863 g. v yuzhnoy Rossii”,
in Oftchyot imperatorskoy arkheologicheskoy komissii za 1864 god, Saint Petersburg, pp. 3—-246.
(In Russian).

Terenozhkin A. 1. (1955), “Skifskiy kurgan v g. Melitopole”, in Kratkiye soobshcheniya Insti-
tuta arkheologii AN USSR, No. 5, pp. 23-34. (In Russian).

Terenozhkin A. I. and Mozolevskiy B. N. (1988), Melitopol skiy kurgan, Naukova dumka,
Kyiv. (In Russian).

Tolochko P. P. and Murzin V. Yu. (1991), Zoloto stepu. Arkheolohiia Ukrainy, IA NANU, Kyiv
and Shlezvih. (In Ukrainian).

Tolstoy 1. and Kondakov N. (1889), Russkiye drevnosti v pamyatnikakh iskusstva. 2: Drevnosti
skifo-sarmatskiye, Saint Petersburg. (In Russian).

Farmakovskiy B. V. (1911), “Zolotyye obivki naluchiy (goritov) iz Chertomlykskogo kurgana
11z kurgana v m. Il’intsakh”, in Sbornik arkheologicheskikh statey, podnesennyy grafu A. A. Bob-
rinskomu, Saint Petersburg, pp. 45—-118. (In Russian).

Farmakovskiy M. V. (1922), “Gorit iz kurgana Solokhi”, Izvestiya Rossiyskoy akademii istorii
material 'noy kul tury, T. 11, pp. 23—48. (In Russian).

Chernenko Ye. V. (1981), Skifskiye luchniki, Naukova dumka, Kyiv. (In Russian).

Chernenko Ye. V. (1998), “Siuzhety ‘Troianskoho tsyklu’ na skifskykh horytakh”, in Muzeini
chytannia. Materialy naukovoi konferentsii Muzeiu istorychnykh koshtovnostei Ukrainy — filialu
Natsionalnoho muzeiu istorii Ukrainy, 17—18 hrudnia 1996 r., Kyiv, pp. 37-39. (In Ukrainian).

Chochiev A. R. (1985), Ocherki istorii sotsial 'noy kul tury osetin, Iriston, Tskhinvali. (In Rus-
sian).

Shaub I. Yu. (2002), “Akhill na Bospore”, in V. Yu. Zuyev (ed.), Bosporskiy fenomen:
Pogrebal’nyye pamyatniki i svyatilishcha, T. 1, Gosudarstvennyy Ermitazh, Saint Petersburg,
pp- 186—-189. (In Russian).

196 Cxionuit ceim, 2025, No 4



Scythian Gorytos through the Greek Prism: The Chortomlyk Series

Shaub I. Yu. (2007), Mif, kul t, ritual v Severnom Prichernomor ’ye (VII-IV vv. do n. e.), 1zd-vo
S.-Peterburgskogo universiteta, Saint Petersburg. (In Russian).

Shilov V. P. (1961), “Raskopki Elizavetovskogo mogil’nika v 1959 g.”, Sovetskaya arkheolo-
giva, No. 1, pp. 150-168. (In Russian).

Shilov V. P. (1962), “Zolotoy klad skifskogo kurgana”, in S. M. Markov (ed.), Arkheologiches-
kiye raskopki na Donu, 1zd-vo Rostovskogo universiteta, Rostov-na-Donu, pp. 52-69. (In Rus-
sian).

Edelman D. 1. (2020), Etimologicheskiy slovar’ iranskikh yazykov, T. 6: p—r, Nauka and Vos-
tochnaya literatura, Moscow. (In Russian).

Andersen . (2012), “Older Heroes and Earlier Poems: The Case of Heracles in the Odyssey”,
in Andersen @. and Haug D. T. T. (eds), Relative Chronology in Early Greek Epic Poetry, Cam-
bridge University Press, Cambridge, pp. 138—151. DOI: https://doi.org/10.1017/cbo9780511921
728.010

Andronikos M. (1984), Vergina. The Royal Tombs and the Ancient City, Ekdotike Athe-
non S. A., Athens.

Apollonii Sophistae (1833), Lexicon Homericum, ex recensione 1. Bekkeri, Typis et impensis
Ge. Reimeri, Berolini.

Aruz J., Farkas A., Alekseev A. and Korolkova A. (2000), The Golden Deer of Eurasia. Scy-
thian and Sarmatian Treasures from the Russian Steppes, Metropolitan Museum, New York.

Beekes R. S. P. (2010), Etymological Dictionary of Greek, with the assistance of L. van Beek,
Leiden Indo-European Etymological Dictionary, Series 10, Brill, Leiden and Boston.

Benveniste E. (1937), “Noms d’armes orientaux en grec”, in Melanges Emile Boisacq, Bruxel-
les, pp. 37-46.

Bliimner H. (1917), “T'QPYTOZ. Zu Hom. Od. XXI 53f”, Berliner philologische Wochen-
schrift, Bd. 36, pp. 1121-1127.

Bonnet H. (1926), Die Waffen der Vélker des alten Orients, J. C. Hinrichs’sche Buchhandlung,
Leipzig.

Brandt L. @., Mackie M., Daragan M., Collins M. J. and Gleba M. (2023), “Human and Ani-
mal Skin Identified by Palacoproteomics in Scythian Leather Objects from Ukraine”, Plos one,
Vol. 18, No. 12, pp. 1-21. DOI: https://doi.org/10.1371/journal.pone.0294129

Bremner J. N. (1978), “Heroes, Rituals and the Trojan War”, Studi Storico Religiosi, Vol. 11,
No. 1, pp. 5-38.

Bremmer J. N. (2021), Becoming a Man in Ancient Greece and Rome. Essays on Myths and
Rituals of Initiation, Mohr Siebeck, Tiibingen. DOI: https://doi.org/10.1628/978-3-16-159009-2

Burkert W. (1975), “Apellai und Apollon”, Rheinisches Museum fiir Philologie, Neue Folge,
Bd. 118, H. 1/2, pp. 1-21.

Crissy K. (1997), “Herakles, Odysseus, and the Bow: Odyssey 21.11-41”, Classical Journal,
Vol. 93, No. 1, pp. 41-53.

Daumas M. (2009), L or et le pouvoir. Armement scythe et mythes grecs, Presses Universitaires
de Paris Ouest, Paris.

Diggle J. (ed.) (2021), The Cambridge Greek Lexicon, 2 vols, Cambridge University Press,
Cambrdige.

Ebert M. (1921), Stidrufland im Altertum, Schroeder, Bonn.

Fowler H. W. and Fowler F. G. (1905), The Works of Lucian of Samosata, Vol. 3, Oxford, Cla-
rendon Press.

Furtwiéngler A., Reichhold K., and Huber A. (1924), Griechische Vasenmalerei: Auswahl her-
vorragender Vasenbilder aus dem gleichnamigen grofien Werke, Tafeln, F. Bruckmann, Miinchen.

Glare P. G. W. (1968), Oxford Latin dictionary, Clarendon Press, Oxford.

Heslin P. J. (2005), The Transvestite Achilles: Gender and Genre in Statius’ Achilleid, Cam-
bridge University Press, Cambridge. DOI: https://doi.org/10.1017/cbo9780511482236

Hirschberger M. (2012), “The Fate of Achilles in the Iliad”, in Montanari F., Rengakos A. and
Tsagalis C. (eds), Homeric Contexts: Neoanalysis and the Interpretation of Oral Poetry, (Trends
in Classics — Supplementary Volumes, Vol. 12), De Gruyter, Berlin, pp. 185-196. DOI: https://
doi.org/10.1515/9783110272017.185

Homer (1919), The Odyssey, with an English translation by A. T. Murray, 2 vols, Harvard Uni-
versity Press and William Heinemann Ltd., Cambridge (MA) and London.

The World of the Orient, 2025, No. 4 197



H. Vertiienko

Ivancik A. (1993). “Les guerriers-chiens. Loups-garous et invasions scythes en Asie Mineure”,
Revue de I’histoire des religions, T. 210, pp. 305-330.

Ivantchik A. (2001), “La légende ‘grecque’ sur I’origine des Scythes (Hérodote 4.8—10)”, in
V. Fromentin and S. Gotteland (eds), Origines gentium, (Ausonius — Publications, Etudes, 7), De
Boccard, Bordeaux, pp. 207-220.

Jacobson E. (1995), The Art of the Scythians. The Interpretation of Cultures at the Edge of the
Hellenic World, Handbuch der Orientalistik, 8.2, Brill, Leiden, New York and Cologne. DOI:
https://doi.org/10.1163/9789004491519

Lewis C. T. and Short C. (1879), Latin Dictionary, At the Clarendon Press, Oxford.

Liddell H. G. and Scott R. (1996), A Greek-English Lexicon, 9" ed., Oxford University Press,
Oxford.

Lloyd M. (2020), “Weapons and Armor”, in Pache C. O. (ed.), The Cambridge Guide to Ho-
mer, Cambridge University Press, Cambridge, pp. 402—404.

Lubotsky A. (2000), “The Vedic Root V- ‘“To Cover’ and Its Present”, in B. Forssman and
R. Plath (eds), Indoarisch, Iranisch und die Indogermanistik. Arbeitstagung der Indogermani-
schen Gesellschaft vom 2. bis 5. Oktober in Erlangen, Harrassowitz, Wiesbaden, pp. 315-325.

Matz F., Robert C., Rodenwaldt G. and Matz F. (1890), Die antiken Sarkophag-Reliefs,
Band 2: Mythologische Cykle, Gebr. Mann Verlag, Berlin.

Meyer C. (2013), Greco-Scythian Art and the Birth of Eurasia. From Classical Antiquity to
Russian Modernity, Oxford University Press, Oxford. DOI: https://doi.org/10.1093/acprof:osobl/9
780199682331.001.0001

Minns E. H. (1913), Scythians and Greeks. Survey of Ancient History and Archaeology on the
North Coast of the Euxine from the Danube to the Caucasus, Cambridge University Press, Cam-
bridge.

Mooney G. W. (1921), Alexandra of Lycophron, G. Bell and Sons Ltd, London.

Morgenstierne G. (1933), “Neupersisch rida und Verwandtes. (Zusatz zu S. 14)”, Zeitschrift
fiir vergleichende Sprachforschung auf dem Gebiete der Indogermanischen Sprachen, Bd. 61,
H 1/2, pp. 29-36.

Ogden J. (2024), Jewelry Technology in the Ancient & Medieval World, Brynmorgen Press,
Brunswick (ME).

Piotrovsky B. (ed.) (1975), From the Lands of Scythians. Ancient Treasures from the Museums
of the USSR, 3000 B.C. — 100 B.C., Metropolitan Museum of Art, New York.

Piotrovsky B., Galanina L. and Grach N. (1986), Scythian Art. The Legacy of the Scythian
World: Mid-7" to 3 Century BC., Aurora Art Publishers, Leningrad.

Rétzel W. (1978), “Die skythischen Gorytbeschlage”, Bonner Jahrbiicher, Bd. 178, pp. 163—
180.

Reeder E. (ed.) (1999), Scythian Gold. Treasures from Ancient Ukraine, Harry N. Abrams,
Inc., New York.

Richter G. M. A. (1932), “A Greek Sword Sheath from South Russia”, Metropolitan Museum
Studies, Vol. 4, No. 1, pp. 109—130. DOI: https://doi.org/10.2307/1522792

Robert C. (1890), Die antiken Sarkophag-Reliefs, Band 2: Mythologische Cykle, Berlin,
Taf. X—XIX.

Rolle R. (1979), Totenkult der Skythen, Bd. I: Das Steppengebiet. Text und Tafeln, G. Walter
de Gruyter, Berlin and New York.

Rostovtzeff M. 1. (1931), Skythien und der Bosporus, Bd.1: Kritische Ubersicht der schriftli-
chen und archaologischen Quellen, H. Schoetz & co., gmbh., Berlin.

Sanz A. S. (2019), “Héroes y grifos. El goritos Escita y el arte Griego en la estepa Euroasiati-
ca”, Journal of Intercultural and Interdisciplinary Archaeology, No. 03 (JIIA), pp. 61-74.

Schiltz V. (ed.) (2001), L’ or des Amazones: peuples nomades entre Asie et Europe, Vie siécle
av. J.-C. — Ve siecle apr. J.-C., Paris-Musées, Paris.

Schiltz V. (1979), “Deux gorytes identiques en Macedoine et dans le Kouban”, Revue Ar-
chéologique, fasc. 2, pp. 305-310.

Schilz V. (1994), Die Skythen und andere Steppenvilker. 8. Jahrhundert v. Chr. bis 1. Jahrhun-
dert n. Chr., C. H. Beck, Miinchen.

Shcheglov A. N. and Katz V. L. (1991), “A Fourth-Century B.C. Royal Kurgan in the Crimea”,
Metropolitan Museum Journal, Vol. 26, pp. 97—122. DOI: https://doi.org/10.2307/1512904

198 Cxionuit ceim, 2025, No 4



Scythian Gorytos through the Greek Prism: The Chortomlyk Series

Stihler K. and Nieswandt H.-H. (1991-1992), “Der skythische Goryt aus dem Melitopol Kur-
gan”, Boreas. Miinsterische Beitrdge zur Archeologie, Bd. 14/15, pp. 85-108.

Szymanska Z. H. (1984), “Greek or Thracians? Some Problems of Identifying Sources of Me-
talwork”, in Fol A. (ed.), Dritter internationaler Thrakologischer Kongress zu Ehren W. Toma-
schek, Bd. 1, Swjat, Sofia, pp. 106-110.

The Treasures of Nomadic tribes in South Russia (1991), Asahi Shinbunsha, Tokyo.

Treister M. (1999), “The Workshop of the Gorytos and Scabbard Overlays”, in E. Reeder (ed.),
Scythian Gold. Treasures from Ancient Ukraine, Harry N. Abrams, Inc., New York, pp. 71-81.

Treister M. Y. (2001), Hammering Techniques in Greek and Roman Jewellery and Toreutics,
Colloquia Pontica, Vol. 8, Brill, Leiden, Boston and K&In. DOI: https://doi.org/10.1163/978900
4497252

Treister M. Y. (2005), “Masters and Workshops of the Jewellery and Toreutics from Fourth-
Century Burial-Mounds”, in Braund D. (ed.), Scythians and Greeks. Cultural Interactions in
Scythia, Athens and the Early Roman Empire (six century BC — first century AD), University of
Exeter Press, Exeter, pp. 56—63. DOI: https://doi.org/10.1017/s0075426900008168

Tuplin C. and Jacobs B. (2021), “Military Organization and Equipment”, in B. Jacobs and
R. Rollinger (eds), 4 Companion to the Achaemenid Persian Empire, Hoboken (NJ), pp. 1161—
1181. DOI: https://doi.org/10.1002/9781119071860.ch81

Vertiienko H. (2023), “A ‘Rooster-Man’ on the Gold Plate from Soboleva Mohyla”, Iranica
Antiqua, Vol. LVIII, p. 131-148.

White J. (2020), Bows and Spears in Achaemenid Persia, PhD Dissertation, University of Ca-
lifornia, Santa Barbara.

Williams C. R. and Ogden J. (1994), Greek Gold. Jewelry of the Classical World, The British
Museum Press, London.

I B. Bepmienko
Ckidebki roputu Kpisb rpeubKy npusmy:
Yopromauubka cepis

VY crarTi aHami3yIOThCS BKUBAHHS TEPMiHA YMOPLTOG Y JaBHBOTPEIBKHUX DKEpeNax Ta Horo
STHMOJIOTis. ABTOPKa PO3MIIAIAc Bi3yallbHy MPOrpaMy BiIOMHUX 30JIOTUX HAKJIaJOK roputiB Yop-
toMuibkoi cepii (Hoprommuk, 1863; Lmminmi, 1902; Menitonons, 1954; IT’sate Oparti, Ne 8§,
1959), sxi Oysm 3HalACHI B Kypranax Apyroi moyioBuau IV cT. 1o H. e. Ha »xaib, oJHa 3 HaKIaI0K,
3 [minnis, Oyia BTpadeHa mia yac J[pyroi cBiToBoi BiiHHU. JeTanbHO pO3MISHYTO TEXHIYHHHA MTPO-
IIEC BUTOTOBJICHHS HAKJIaA0K TopUTiB. CIOCiO BUTOTOBJICHHS TOPUTIB BPYYHY HaJIaBaB KOXKHIH
HaKJIAIl YHIKQIBHHX PHC, SKi, HMOBIPHO, II¢ OLJIbIINE ITiAKPECIIOBAINCS BapiallisMH CIIJIaBiB
Ta JOAAaTKOBUMH JeTasIMH. Briepie nmpoBeneHo MOpiBHAIBHUN aHATI3 KOXKHOI CIICHH Ha TPHOX
30epexeHnX Hakiaakax. KpiM Toro, aBropka Mmojmae CTHUCIUH PO3MNIAA HAasABHUX iHTEpIpeTarlii
3HAYEHHS CIICH, BKJIFOYHO 3 Miamu Tipo Ajiona, Axiyura Ta Teneda, a TaKoXK ipaHCBKUMHU Ta CKid-
cekuMu Mihamu. Ha mymKy aBTOpKH, BisyallbHa MporpamMa HaKJIaJoK IOB’s3aHa 31 CMepTIO 1 Bifl-
POMKEHHM iea’dbHOr0 repos (Aximia?), BKa3yloUH Ha €CXaTONOTiYHy CEMAaHTHKY 3a TPEIbKUM
3pazkoM. OTxe, roputd YopTOMIIHIIBKOT cepii, MOXKIIMBO, OyTH BUTOTOBJICHI CHEMiadbHO IS TIO-
XOBaJBHUX OOPsAAIB CKi()CHKOI BUIIOT apUCTOKPATii, @ HE U AUIUIOMATUYHUX BiHOCHH.

KuniouoBi ciioBa: roput; YopToMimiieKa cepist; TeXHiKa BUTOTOBJICHHS; iIKOHOTpadis; Bi3yasb-
Ha [IPOrpaMa; CEMaHTHKa
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