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SHAFTED WEAPONS OF SASANIAN HUNTING ICONOGRAPHY*

The numerous examples of Sasanian hunt iconography
are naturally dominated by depictions of archers. Despite
that there are pieces showing the hunters employing different
weapons - swords, lassoes or even fighting the quarries bare
handed. Large and interesting part of that group is consti-
tuted by shafted weapons which for the sake of order of the
current paper will be divided into: spears, which are under-
stood as shafted thrusting weapons employed on foot of
mediocre length; javelins and darts, short shafted missiles
which are used for hurling and lances - long thrusting arms
used on horseback.

Majority of hunt representations come from silverware,
however examples of other media like stucco or seals have
been gathered too.

The expression ‘Sasanian iconography’ will include both
sub- and post-Sasanian art pieces as defined by B. Gray?.
As it is obviously known the art of this dynastic period had
vast geographical influence, and survived the very existence
of the political entity being its origin. The paper includes
the objects of both cultures neighboring (or even being in
remote contact like Tang China) Sasanian Iran and its descen-
dants®. The Sasanian heritage survived Arabic conquest and
except being still cultivated in Persia, the big chunks of
it were adopted by the invaders and spread further across
Islamic Empire. Oleg Grabar has defined the influence of the
Sasasanian culture in later Iran as comsemwedito until Seljuk
period and removnatido afterwards®. This, however, points out
that the models created or perfected in the four centuries
before the rise of Islam dominated Persian imaginary up

! 1 would like to express my gratefulness to Valéry P. Nikono-
rov for sharing his library and permitting publishing his drawing of
Saksankhur clasp.

2 O. Grabar, An Imvetiuttion to the Sasaidan Swherr, [[in:]
O. Grabar (ed.), Sasamidan Siberr. Latte Antiigee amd! Eartly Mestiae-
val Mnts of Lwawyy From fram, Michigan 1967, p. 25; B. Gray,
PanttSSeaaiainn Meahoogk, “Bulletin of the Asia Institute”, Vol. 5,
1991, pp. 59-63.

} G. Azarpay, Sasatiéan art beyundd the Pevsiéan HWorld, E.O.
Harper, Sasaridan Siberr Messels.: The Eommatition evwd! Stadyy of Fearly
Mhussernn Collketitings, [in:] Mesapptamiaia and! Iram in Panttiean awd
Sagawiwan Peniods: Regpettion andl Rewindl c. 238 BC - AD 642,
London 2000, pp. 70-75.

4 O. Grabar, op.diit., p. 82.

to the modern times. In order to avoid examination of all
later Persian and Islamic hunt depictions the research will
be limited to the pieces either being attributed as Sasanian
or showing strong and direct influence of it. The precise
definition of ‘central’ and ‘provincial’ art is not really con-
vincing especially in the light of Pourshariati’s recently
raised doubts towards the very nature of the royal central
power in Persia of the time’. Great powers of Parthian
families would suggest the existence of the demand for
the luxury objects outside the imperial court of Ctesiphon.
Complicated balance of the political powers which might
have constituted Sasanian state appears consolidated with
common culture including common aesthetics. Naturally the
results of Pourashariati’s inspiring study can not be trans-
mitted directly into the fields of art history as it is clear that
royal court remained in exclusive possession of at least
some iconographie traits like coin mint and rock friezes®.
Silverware is often being associated with so-called “princely’
courts which in fact may reflect the workshops of the great
houses. Term ‘provincial’ does not seem appropriate if
the local rulers had at their disposal powers equaling or
exceeding the royal one unless the great king’s authority was
not supported by other agnatic clans’. The objects from so
called ‘central” workshops often can not be attributed by the
crown type which deprives further of credibility the idea of
royal monopoly over the silverware supply. Persian nobility
was accustomed to drink only from silver vessels despis-
ing the ceramic which after Arabic conquest became a sort
of division between Iranian traditionalists and new Islamic
elites®, Abu Nuwas’ poems written in early Abbasid period
cited by Grabar prove widespeead of silverware decorated

5 P. Pourshariati, Dedliire and! Ealll of the Sasaridan Empiize. The
SasamidmR&inidian Contfedencicy amdl the Avarb Comguest of Inam,
New York 2008, pass.

¢ G. Herrman, The Rouk Rellitfs of Sasamidan iran, [in:] Mese-
puttmrisia avd! Iram in Pavtthéan ami! Sasswvidan Perbads: Rejettion and
Rewivedil c. 238 BC - AD 642, pp. 35-45.

" O. Grabar, opdiit., p. 28.

¢ R.B. Bulliet, Econtonyy amd! Sociityy in Eatly lsiaméc Inam:
A Wmeant in World! Hiteoyy, [in;] VS. Curtis, S.Stewart (ed.)
The Idemr of Iram, Vol. 4, The Rike of Isllom, New York 2008, p. 48;
H. Kennedy, Swrieh! of lramaavsss, [in;] VS. Curtis, S.Stewart
(ed.) The Idem of fram...., p. 18.
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with images of kings®. Problems with proper identifications
of the rulers on the silver vessels seem to deny propaganda
value of these objects'. There are at least several examples
of Bahram Gur with Azade where royal crowa does not
match the ones known from coinage'. The very idea of
central ideological supervision over silversmith workshops
should raise doubts. Naturally in the environment of Soviet
1930-1950"s where Orbeli and Trever created their theory
of propagandist role and strict state control of Sasanian sil-
ver, such views must have seem natural'?, If, howevex, the
very state would not have been as centralized as depicted by
Christensen than central and official influence on subjects
of luxury art would not be even partially that strong. Mean-=
time often even the enemies of Iran were impressed by its
pomp and tried to imitate its art employing the iconographi=
cal motives and imitating the style. As the iconography is the
topic of this paper it is excused to include inte the research
the objects inspired or directly imitating Sasanian models',

Spears and lances were the important weapons of both
practical and symbolic significance. Classical sources are
full of descriptions of Sasaniam armored lancers which
impressed not only historians but also inspired Roman
military commanders to include heavy cavalry-to imperial
army. Importance of wielding shafted weapons remained
important martial skill until the very end of the dynasty what
is attested by literary sources like Xusav ud Redhgl'* and
HMydlaggar e Zawenamt™ and by the depictions of lance using
riders from the Sasanian art. In Tabari’s narrative of batile
of Quadissiya importance of shafied weapons for Persian
horse is emphasized by statement that ‘without the bow and
lance the Persians are stupid like a goat’. Shhafesstanha
e Eransalr testifies that spear (nézeg)) tucked to the ground
by the king did define the state’s boundaries'®. In Awda
Wiraz Nama: spear was the tool of divination whieh allowed
pointing the most virtuous of the priests'”. Enchanted lance
of Aycdhgesr e Zewenamn had however being the weapon of
the evil and wicked character proves importance of bow
and spear confrontation in Iranian imaginary'®. Ammianus
Marcellinus mentioned that hurling blood stained spear
or javelin was a signal to initlate attack. Expertise in both

® O. Grabar, op.ciit,, p.34-36

0 E. O. Harper, Sasaniéon Stk Messels: The Fomatiton and
Stacly of Eavljy Meseum Collkativogs ..., p. 47.

" P. O. Harper, I'n Seanat of a Culned! Idfentifyy. Moenurmenis
and! Avtiffistss of the Sasaniéan Nearr Easty, 3% to 7# Cemtiyy AD.,
New York 2006, pp. 170, 182-184, fig. 89-92,

2 E. O. Harper, Sasaniéan Siliasr Messels.... p. 47.

3 0. Grabar, op.itt,, p. 44-45.

“ 12 in: O.M. Chunakova, Pelimiyssdyna bixibesvesnnaya
komesiifjpa. Kniggga o pravoveenorom Wiraze, Moskva 2001, p. 149,

15 75-76, 103 in: O.M. Chunakova, op. cit., pp. 144, 147.

159, T. Daryaee (ir.) Sahastandiba T Evavenkr A Mfiddle
Persiton Text on Lae Awiipre Geognagpyy, Epic, and Hiistory,
Costa Mesa 2002, 17-118,35.

¥ €.3(2v) in: O.M. Chunakova, op. cit., p. 97.

18 75-76, 103 in: O.M. Chunakowa, op. cit., pp. 144, 147.
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archery and wielding shafted weapons was royal prerogative
since the Achaemenid times.

Preserved Middle Persian words describing the shafted
weapons are not very precise. They are often interpreted in
the opposite ways. For instance Ambarcurmyan finds the
wordffess proper equivalent of ‘a spear”, “a pike” or ‘a lance’
and nézarg of ‘a javelin® while ar$ti& was found a general
word for ‘a spear’ - thrusting shafted weapon. Tafazzoli
translates ffiass as the javelin, nézagg as ‘lance’, ‘long spear’.
It must be admitted that the latter’s interpretation seems
more thorough and more credible thus nézag; would mean
lance or spear, ardtisiavslecistr, ffiess, $il and sil - the javelin,
Avdtidfdastfagistr seem related to old Indian word meaning
‘javelin’/"dart’ - réti while $iWsil/ derive from Sulkn of the syn-
onymic meaning. It is worth pointing that Slavic word saulica
meaning hurling shafted weapon originates from the same
source. Khorasani does not diversify the meanings of st
and nézag® The arguments presented by Tafazzoli are defi-
nitely much stronger as neza is associated by Firdawsi and
Bal'ami with Xusro Anusirvan’s heavy riders however read-
ing of Xmeyv ud. Redags® and Aydkgair e Zaneiianit' points
some ambiguity of the meanings as nézag appeats there
being hurling weapon. It is however possible that Sasanian
lances were not as heavy as it is sometimes believed and
might be thrown in necessity despite being primatily close-
combat weapon,

The images selected for current paper were grouped
by depicted weapons, the situation and the way they are
wielded.

I. Spears.

L. Spears in so called ‘royal’ or ‘princely’ hunt?
The proper identification of personages depicted in that type
of art is not the matter of current paper. It is sufficient to state
that they represent the members of the highest echelons of
the Sasanian society. They wear crowns what often identifies
them as kings. It should be remember however, that Persian
privileged classes of the period included so called kings
as one of the strata of the nobility. Also the identification
of the crown might point the name of the wearer associating
him with the royal name. Majority of depictions come
from the silver plates and these constitute the composition
schemes which seem to be followed be some seal designs.
The latter will be included into the ‘royal’ group despite lack
of crowns or other pieces of king’s outfit just as the result
of kindred layout.

a. Hunter shown surrounded by boars represented
by their front a part, with silhouette straightened up, with
spear heading right towards one of the preys is held on

¥ M.M. Khorasani, Avmss amd/ Adrmoyr ffarm fram. The Buouze
Hgee to the End! of the Qajarr Pevioal, Tilbingen 2006, pp. 246-247,

2 12 in: 0.M. Chunakova, op.ditf,, p. 149,

2t 75-76, 103 in: O.M. Chunakova, ap. cit., p. 144, 147.

22 O, Grabar, op.iit,, p. 46.
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Fig. L. Plate from the tomb of Feng Hetu,

Fig. 3. Yazdagird killing a stag from the plate from Mertopolitan
Museum of Arts collection.

Fig. 2. Plate from Shelby and White collection.

the hips level. Hunter’s head is turned left. His right leg
is bent and seemingly pushes away one quamy. This type
is represented by the famous plate excavated in the tomb
of Feng Hetu - the Northern Wei official in China (Fig. 1)
and the plate form the Sheiby and White Collection
(Fig. 2)®. In the former one personage is depicted

% P. O. Harper, In Seamth of a Cultwadl ldemityy.,., pp.
123-125, 148, pl. 68-69; eadem, Am Iranizor Sihear Messel ffann the
Tomb of Femg Hetw, “Bulletin of the Asia Institute”, Vol. 4, 1990,
pp. 51-61;; K Tamaihe, A Kushano-SSgaaiaian Silver Plate amd Cegitrdl
Asiam Tigers, “Silk Road Art and Archaeology”, vol. VII, 2001, pp.
178-180; P. O. Harper, Imagge ard! Identityy: Art of the Earlly Sasa-
niam Dymastyy, [in:] V. S. Curtis, S. Stewart, The Ydke of Iram, Vel. 3,

Fig. 4. Shapur I fiighting bears from Shogakukan collection.

in full left profile with three beasts while in the latier
ene, the head is shewh Ih three quafters and in much
assgﬁ fslis% But 8moyn£ws BBAFS afe VisiBle. The pieces vary

i;an executl WE n te means al erent time
1t shulfupadk srecuiion, syRay 3& ing Yc!%?%‘? Terens SHng
afa npsrufactuee | andnaverkshopr ddHsmeompgsittonal motive

may reflect the lost narrative or common fopos®.

TheStissaianfrBra, London-New York 2008, p. 81 ;181 Miarshalk, Ceen-
trail Asiam Metativookinin Chinag, [in:] J.C.Y, Waytt (ed.) China. Drawin
of a Golldim Age, 2007550 AD), New York 2005, p. 51; P. O. Harper,
Plaige witth hurtiing scenee, [in:] J.C.Y. Waytt (ed.) op. cit., p. 152-153.

2 P, O. Harper, P. Meyers, Sibarr Kessels of the Seasamiab
Peviin/, Vol. 1: Royat! Imexgryy, New York, 1981, pp. 63-64, 217, B,
26; P. O. Harper, Sasamiann Sihar Kessels: Recan! Dostppeers,
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b. Hunter depicted slightly bent to the right as if press-
ing with the shaft held on the hips level with the prey
shown vertically on the right. This pattern is represented
by the plate depicting Yazdegird I slaying the stag from
Metropolitan Museum of Art (Fig. 3)* and Shapur II killing
bears from Shogakukan collection (Fig. 4)%, both kings
can be identified by the crowns they wear. The iimportant
difference between these two pieces is dead quarty under
the Shapur’s feet lacking on the Yazdagirds plate whieh
however relates the former with mounted beast combat.
Further difference is Yazdagird’s weapon which might et be
a spear but sort of double-pointed arm with erescent-shaped
head. Similar head can be observed on another Yazdagird’s
depiction presented below. The existence of battle forks in
later Iran is well attested however the cleser associatlon
would be trideats known from Kushano-Sasamiah 66iAs
sometimes depicted with pronounced external arms?’.
Another unique feature of the weapon is the fist-shaped
butt which might relate to Achaemenid ball or apple-butted
spears known from iconography. It 1§ probable that the
weapon has purely symbolic meaning and does net reflest
the hunting practice.

c. The unique depiction on the plate from Seattle
Museum of Art collection (Fig. 5) show the personage who
can not be identified by the crown shape, killing the lion
on his right with spear held on the shoulder level?®, One
dead lion lies under man’s feet. Pronounced triangular
spear head and ribbon tied to the shaft are distinctive fea-
tures of this arm in comparison with other known Sasanian
arms®. It might resulted from copying seal impressions
where the large weapon heads effected from crudeness of
the execution alternatively it reflects hunting spear design
which prevented the arm from transfixing the animal’s body
on one hand and inflicting large wounds on the othet.

d. The last subdivision within the ‘royal hunt® depic-
tions of hunting on foot employing spears are seal designs
which vary strongly in execution and might even follow
different traditions despite superficial similarity to the ones
shown in the toreutics. Five sygillographic examples of the
personages fighting on foot with animals which follow the
layout of the ‘royal hunt’ are: two seals from collection from
Leyden and Berkeley. Both of Leydem seals show the hunter
killing bear in the type very similar to royal representations
- one with spear at hips level and prey on the right and the

[in;] V. S. Curtis, R. Hillenbrand, J. M. Rogers (ed.), The Art
and!. Avciiareddgyy of Amaiten: Pevsita. New Lighiz on the Mauhian
and. Sasanian Empires, London, New Yerk, 1998, pp. 69-70,

% Q. Grabar, op.cit., pp. 77, 98, plate 10.

% K. Tanabe, op.cit., pp. 181-182, plate 1.

¥ E. Herzfeld, Kushamo-Sasnaiam Coins, New Delhi 1930,
pp. 42-45, pl. I-IV.

% Q. Grabar, op.cit., pp. 49-51, 77, 97, plate 9; p. 37, pl. XIL.

® The ribbon affixed to the spear of clear scepter func-
tion appears on Kushano-Sasanian painting from Ghulbiyan,
P.O. Harper, op.cit., pp. 122-123, 147, fig. 67.
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other to the left (Fig. 6)®. Stars and crescent in the com-
position reveal its symbolic, most likely astronomical or
astrological meaning. The scenes on Sasanian silver are
sometimes explained in terms of celestial drama®. The pet-
sonage’s headgear does not follow any royal patterns known
from coinage. The other Leyden seal depicts the personage
with the lengthy spear held on the hips level killing a men-
ster on the left*2. Size and crudeness of the composition do
not allow to judge whether shown weapon is intentional
picture of a pike or the proportion comes from the format
limitation. The Berkeley seals seem to follow the old Aeh-
aemenid traditions® though position of the personages and
beasts is similar to royal foot hunting scenes.

2. Spears in ‘non-royal® hunt depictions. That type of
iconographie evidence comes from more diverse sources
including various types of silver vessels (the motif of the
‘royal hunt’ in toreutics was reserved for the plates) and
stucco friezes.

a. The iconography of the dressed personages in com-
bat with the animals can be classified as ‘realistic’. Three
examples of that type were gathered for the current papet:
the silver plate from Hermitage found in Nizhne Shakha-
rovka (Fig. 7)*, the plate from the same museum (Fig. 8-9)
and the vase from Teheran (Fig. 10)*. On all pieces the spear
wielding hunters keep their weapons on the hips level and
are directing to the right. All stand with the feet spread out
what marks power and direction of the thrust. In both Nizhne
Shakhrovka™ and Teheran vase the spears themselves are
not shown and the quarries are separated with floral orna-
ment. Nizhne Shakhrova plate represents armed men

% R. Gyselen, L 'Art Sigillhiiee Sassamide dans les Codliations
de Leyde, Leiden 1997, pp. IHIL.

3 B. . Marshak, The Dexareditor: ofsemee Laite Sasamiian Siver
Messedls and. its Subject-Whiter,, [in:] V. S. Curtis, R. Hillenbrand,
J. M. Rogers (ed.), The Avr and! Avciiaraddoyy of Ancitewk: PBestia...,
pp. 86-87; P. O. Harper, In Search of a Cultural ldentity...., p. 91-92,

% R, Gyselen, op.cit., p. 6, pl. L.

# Survival of the old iconographie or even aesthetic tradi-
tions in the Sasanian art was emphasized recently by P. O. Harper,
I Seawcth of Culhenad! Fdlenityy.,., pass.

¥ K.V. Trever, V. G. Lukonin, Sasaniiiskkee seveiino. Sodheanyie
Gosudhretveenegzo Evmiteabba. Khudtabbesemmayaya kulune Mana
T-Villveddsy, Moskva 1987, pp. 49, 107,115 fig. 1-5, 7576 - Trew-
er and Lukonin identified the personages on Nizhne Shakhrovka
plate as gladiators being an effect of the Western influence. Thete is
however no track of fight between them while they are cenfronted
with animal pretormes i the medalliens which seem to fit better the
pleteral logie of the Sasanian art; P. O. Hatpet, P. Meyers, Silver
Messels of the Sasaniabb Peviksh, Veol. 1: Reyall Iwagasyy, New Yerk,
1981, pp. 31-33, fig. 8.

% P. O. Harper, The Royat! Humitzr: Avt of the Sasanitan Em-
pire, New York 1978, pp. 65-67, fig. 22; M. Rosen-Ayalon, A Non-
Royal Hunter Kassal, “Bulliaiin off the Asiia [nstitued”], Wad). %, 19941,
pp. 66-67, Fig. 3.

% P. O. Harper, In Seancth of a Cultwat! Idenity..., pp.
134-135, 154, fig. 79.
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Fig. 5. Plate from Seattle Museum of Arts collection.

Fig. 6. Seal impression from the Leyden collection.

Fig. 7. Hunters from the Nizhne Shakharovka plate in Hermitagefrom the Nizhne Shakharovka plate in Hermitage.

confronted with beasts’ protomes in medallioms®. There is
however little doubt what kind of weapon is being applied
and that the subject of the depiction is spear combat with
the beasts®. A separation of hunters and animals with dec-
orative frames was not uncommon in Sasanian art. This
iconographie feature was adopted by the iconography of

3 Medallions with portraits or animal protomes were common
motif of Sasanian art.

% The lack of visible shaft and head of the weapon may raise
doubts if a lasso was not the equally possible weapon attested in
both scenes of hunting both on horseback and dismounted. It must
be emphasized however that the lasso applying personage always
move in the direction opposite to the prey or at least stand steady

early Caliphate art. It should be also stated that in probably
Kushano-Sasanian dish from the British Museum one of the
personages is depicted in similar pose what is likely to show
man performing the spear thrust however no opponent of
human or animal kind seem to be visible. The personages
on Hermitage plate are identified as representations
of Caucasian vassals of the Sasanian state or even Avars®.

while the animals move from him as it is impossible to thrust with
the lasso. Iconography of hunters confronting the beasts especially
when shown on slightly bent knees with feet spread out must
therefore be found depictions of the spearmen.

¥ P, O. Harper, The Royal Hunter..., pp. 53-54, pl. 14; eadem,
In Seavcth of a Cultared! Identityy.., p.134-135.
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This clearly contradicts propagandist function of Persian
toreutics of the period.

One of the Nizhne Shakhrovka plate hunters carries a large
oval shield and has his right arm risen as if hurling ajavelin or
performing a single handed spear thrust from above the head.
This corresponds with the capitals from possibly Sasanian
site Husn al Urr in Yemen where among many variously
armed personages the hunters with the spears and the shields
were depicted®. The shields were not uncommon is Sasanian
related or Islamic hunting iconography. The tendency to leave
the shafted weapons only suggested or avoiding showing
the shaft in front of the personage may suggest that one
of the foot warriors on Nizhne Shakhrova plate was to depict
one personage applying double handed hold of the spear, the
other one hitting the spear from above but being covered
with shield while the last one would carry shield and sword
- combination perhaps not very widespread in the Sasanian
art nevertheless attested in related iconography.

b. Hunters ‘heroically nude’. This type of depictions
might be related with both classical ‘heroic nude’ and with
the Sasanian ‘vintage’ motives where most of personages are
depicted naked. Pose of the unclothed hunters associates with
the representations of ‘realistic’ type. Two examples can be
presented: the silver bowl from Cleveland Museum (Fig. 1L)
of Art and stucco frieze from Qualeh y Yazdajird in Iran*,
Both show the spearmen in similar way however the plaster
relief follows the tradition of reluctance to show the shaft
or other pieces of the weapon. Additionally the hunted lion
is shown in separate frame in different registet. The silver
bowl on the other hand shows the hunter separated from the
quarry by the floral motif,

The semi-circular object in front of the naked spearman
on the bowl partially filling the arch made by the floral
decoration might be interpreted as a form of the shield.
Possibly the deep domed one known from the Central Asian
iconography of the Sasanian time but remaining in use
in Tibet until 19% century. Naturally the artist employed
the canon of showing the hunting spearman and depicted
his shield separately from him. Alternatively it might be
sort of construction protecting the hunters while enjoying
themselves in pparafisises.

It must be stated that ‘non-royal’ depictions of foot hunters
from the Sasanian art, both ‘realistic’ and ‘heroically nude’
seem clearly inspired by Classical art where spear wielding

4 E. J. Keall, Caruarid Stoneavosick ffiom the Hadhemaut in Ye-
mem. I5 it Sasamiénd?, [in:] V.S. Curtis, R. Hillenbrand, J.M. Rogers
(ed.), The Avr and! Avdiinveddgyy of Ancitew: Pevsitn. New Lighit on
the Pentthéan andl Sesamiéan Ewpiress, London, New York 1998, pp.
142-148, fig. 1-4; RO. Harper, I Seanatn of a Cullurakl Iduentiy...,
p. 76, 103, fig, 44,

“ E. O. Harper, I'mazge and/ Identityy: Avtr of the Eanlly Stasavian
Dynastyy, [in:] V.S. Curtis, S. Stewart, The fdem of fram, Vol. 3,
The Sasamaan Fra;, London-New York 2008, pp. 72-73; K.V, Trever,
V. G. Lukonin, op.cit., pp. 87-88.
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hunters were depicted in very similar fashion on easily
transferable materials like textiles®. These iconographical
patterns contain a dose of dynamism of the poses of the main
personages of seemingly non-Sasanian origin.

c. The scenes of hunting with the spears in the
iconography of the Eastern neighbors of the Sasanian state.
Eastern frontier of the Persian Empire is somehow obscure.
Firstly due to the lack of sources which would allow define
its contour, secondly due to the nature of political organisms
laid there which means relics of former Kushan empire on
one hand and the states of the peoples arriving from the
Central Asian steppe. Also the semi-independent situation of
areas belonging to the great houses of Iran seems to blur the
contour of Persian boundaries. The division is even less clear
when it comes to the material culture.

The Hephtalite stone lid from Gandhara might be related
to the Sasanian ‘non-royal’ hunt on foot mixed with some
Indian realities (Fig. 12)*. The composition with a spearman
with bent legs and shaft on the hips level directed right
towards vertically shown beast either follows Sasanian ico-
nography or origins from the same sources with former being
more probable as Hephtalites were keen imitators of Persian
patterns.

The scene from the bowl from Sackler collection,
manufactured probably in Bactria in 1V century is more
complicated to interpret (Fig. 13)“. The position of the
hunter is unknown from the Sasanian art - he is shown while
hitting the bear on the right however his weight is moved to
the left with his left leg straight and right one bent. The spear
is on the shoulder level like on the Seattle Museum of Art
plate however is held in different manner with left arm of the
personage bent and the right one almost straight. Such pose
seems anatomically realistic in showing the resistance to the
beast’s weight. The treatment the silhouettes and the details
show strong classical influence and belong to the school of
Eastern silver following Greek traditions long after fall of the
Hellenistic states®®. Despite that many relations may be found
with Sasanian art allowing the piece to be attributed to the
East Iranian workshop.

3. The spears in the Sasanian non-hunting iconogra-
phy. The spears depicted in the Sasanian art outside hunting

4 7. Feng, The Evallutéon of Texties Mllmgg the Silik Roard], [in:]
J.C.Y. Waytt (ed.) Chinma. Damwm of a Goldem Age, 2007850 AD,
New York 2005, p. 71.

4 M. Ghose, The Impantt of the Hum Imvasiives: A Nomadic
Intentinide in Frdlam Avt, “Bulletin of the Asia Institute”, vol. 17,
Michigan 2003, p. 151, fig. 10; Ghose points Indian traditions pres-
ent in the depiction however the general similarity to “realistic” and
“heroically nude” Sasanian spear hunt iconography seems striking.

“4 A. C. Gunter, P. Jett, Ancitew! Iramizon Mewtivookk in the
Hvtthur M. Saciléer Gallary and Fresr Gallawy of Avt, Washing-
ton 1992, pp. 148-155; B.I. Marshak, Cemtal/ Asiam Méetdwork
in Chibaa...., p. 49-51.

® P. O. Harper, In Searcth of a Culwoad! Iddentityy..., pp.
126-128, 149, fig 71.
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Fig. 9. Hunter from Hermitage Museum plate.

context are usually objects of the display of the power or
social (cultic?) significance, often playing the role of the scep-
ters*. Often they are directed with the heads down showing
the lily-flower shaped butts?’. In few cases the heads are not

4 P. O. Harper, In Searath of a Cultarad! Ydemttigy..., pp. 122-123,
147, fig. 67; E. Herzfeld, Kusttamoss Ssmaiavan Coins, New Delhi 1930,
p. 28-32.

4 0. Grabar, opdiit,, p. 66, 112, plate 25, P.O. Harper,
In Seancth of a Cultawad! Identiiyy.. ., p.91-93, 113 fig. 62, Ghulbiyan

Fig. 11. Hunter from Cleveland Museum of Arts bowl.

visible however on the seals they are very pronounced.
The personages depicted holding two shafts may follow
Achaemenid paliai®. A seal from British Museum show
Bahram IV standing on dead enemy’s body with right hand

fresco seem to present a ruler with spear-scepter with head con-
sisting of leaf-shaped pint and crescent shaped base, see oppaiit.,
p. 122-123, 147, fig. 67.

4 0. Grabar, op.ditt,, pp. 56-57, 100, plate 12,
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resting on sword pommel and left one raised and holding
the spear with lily flower butt pronounced, triangular head®,
One of the seal types show two or three personages hold-
ing down headed spear. The meaning of the composition
remains uncertain, though is associated with some unclear
rituals®. Other seals show single men thrusting the spears
with large, pronounce heads to the ground, while some other
crude sigillae may depict personage (demon, Gayomard?)
with two spears®. The type of personage with spear stuck
to the ground allows to believe that staves of the fire altar’s
attendants on some coins from 111 to mid V centuries might in
fact be spears as well®, Similar hold of the spears represent
two youths with winged horses on plate from Metropolitan
Museum®. Personage shown on silver vase from Sackler
Collection which was manufactured in East Iran or Bae-
tria rather than in Persia proper, was identified as Dionysus
with tyrses’™. The lily flower finial suggest rather spear than
actual tyrsess. The Iranian elaboration of Dienysian subjects
is often full of misinterpretations. On vase found in China
but manufactured in 5-6% century Bactria, one may found
depiction of a short spear with globular butt®,

Although it might be questioned whether the shafts
with no visible heads are indeed spears it must be pointed
that analogous objects in similar situations can be found in
iconography possessing the heads. What more Avéh Miraz
Namagis's testimony does support the opinion of religious
meaning of the spears®,

Substantial spear-butts might reflect the Achaemenid
tradition meantime heaving practical sense by balancing the
spear especially when applied single handed®. It is however

P, O. Harper, In Seancth of a Cultunet! Fdkniityy.. ., p.13-14,
46, fig. 15-16; eadem, The Royall Humesr.,., p. 147, pl. 71; D.
Shepherd, Sasaménn Avtr, [in:] E. Yarshater (ed.) The Caathvidige
Husttaryy of Tram 3(2) The Selkupidd, Pasttiidn and Sasamatn FReiS,
Cambridge 1983, p. 1100, Pl, 106 a.

% R. Gyselen, L'Mtr Sigillditee Sassamidde, Leiden 1997,
pp- xIvii-xlvix.

St Wbiithem, pp. 33-34, pl. VIII-IX.

52 R. Gobi, Sasanién Numitmatitics, New York 1990, pp. 18-19,
pl. II-IX; the motive was copied by Hephtalite coinage where the
objects seem more clearly defined as spears, see K. Vemndrovie,
Coiinss ffiewm: Gharad! (Ajghamsiany:,), “Bulletin of the Asia Institute”,
vol. 17, Michigan 2003, pp. 159-175.

% P. O. Harper, The Royat/ Hunitar.,., p. 42-43, pl 8 eadem,
The Heavenly Twins, Metropolitan Museum of Art Bulletin, vol.
23, 1965, pp. 186-195.

% A. C. Gunter, P. Jett, Amitewt framisun Meialivoskk in the
Hvtthur M. Saciiber Gallknyy and] Fresnr Gallkwy of Av, Washington
1992, pp. 188-189.

% B.I. Marshak, Fwer showivgg Greelt myitindigigel: seeones,
[in:] A.L. Juliano, J.A.Letner, Monkss andl Merdiamss. Sl Read.
Treasuess fficom Nowthiveeis: Chis, New York 2002, pp. 98-100;
eadem, Ewen;, [in:] J.C.Y:. Waytt (ed.) Chinas. Dawm of a Goliifen Age,
2007750 AD), New York 2003, pp. 256-257, pl. 257.

% €.3(2v) in: O.M. Chunakova, Pelfsiyskdysa bboHeagiien-
naya komsgijpa....., p. 97.

T P. O. Harper, In Seancth of a Cutuned! Teenthiyy.. ., pp.13-14,
46, fig. 15-16.
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more likely that decorative butt had the symbolic meaning,
Setting the Iranian frontier by thrusting the spear into the
ground must be therefore understood as directing the head
into the ground and displaying the butt. It is wotth noting
that the Achaemenid ‘apples’ attached to the spear shafts
played the role of division of the troops. The lily-flower
shaped butts appear also in depictions of the lances®¢,

The row of unarmored warriors of probably Arabic
origin on Bishapur frieze show them armed with long swords
and spears slightly higher than men. This relates them
to depictions from the cities of Iranian-Roman borderland:
Hatra, Palmyra and Dura Europos. The spears of similar size
are also known from the art of Kushans and their ancestors.

II. The javelins.

Depictions of hurling shafted weapons can be again
divided into groups of ‘royal’ and ‘realistic’. The °royal’
javelin hunt is shown mounted while the personage on the
‘realistic’ depiction is on foot.

L. The ‘royal’ hunters throwing javelins or darts are
depicted on the plates from Tcherdyne (Fig. 14), Berlin
(Fig. 15) and on plate found in Kalar-Dasht in Iran (now
in Museum Bastan — Teheran). Except the latter they are
shown mounting rearing horses. The personage on Tcher-
dyne and Teheran vessels is holding bunch of spare missiles
in the left* hand while the one from Betlin plate is shown
grasping the reins with left hand®. His knee is sharply bent
and a winged putto carries a ribboned wreath in upper right
register (winged puttos with ribboned wreaths are known
from early Sasanian rock friezes). Position of the horse
and sharply bent knee correspond to plate showing Bahram
kushanshah fighting boars from Hermitage™. This might
advocate Eastern origin or following Eastern pictorial tradi-
tion of the vessel.

Another fragment of the Sasanian silver vessel is
preserved in Berlin which originally must have depicted
high aristocrat hunting from the horseback™. One of the
riders accompanying the ‘king’ on the post-Sasanian and
possibly manufactured outside the Persian territory vase

58 P. O. Harper, In Seanath: of a Culuved! Identiiy... ., p. 179, 186,
fig. 96.

% P. O. Harper, P. Meyers, Siar Kessels of the Sasa-
niam Peviteld..., pp. 79, 222, Pl. 21; K.V. Trevet, V.G, Lukonin,
op.cit., 78-79.; B.Marschak, Silberschétze des Orients. Metallkunst
des 3-13. Jahrhunderts und ijhre Kontinuitét, Leipzig 1986,
pp. 27-28, fig. 10.

8 Loc.cit.; P.O. Harper, P. Meyers, Siluerr Messels of the Siasa-
niam Pevitaid. ., pp. 68-70, 221, P1.20, fig 8.

S Pbiidken;, p. 72-74, 224, Pl. 23; P.O. Hatper, In Siaarch
of a Culured! Identiiyy.,., pp.122, 146, fig. 65; K.V. Trever,
V.G. Lukonin, op.cit., pp. 61-62, 108, il. 14-15; R, Gobi, Dir- Ny-
mismatiick als Quellfe zur Kunstr dev Sasanidden, dev Kugiin undl der
iravisedean Himeem, “Bulletin of the Asia Institute”, Vol. 1, 1987,
pp. 66-69, fig. 16,

2 p. O. Harper, P. Meyers, Siter Messels of the Scasamiab
Peviarti. ., pp. 57, 213, Pl. 12.
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|

Fig. I2. Hephtalite stone lid from Gandhara.

Fig. 14. Hunting scene from the Tcherdyne plate.

|

Fig. 13. Hunting scene from silver bowl from Sackler collection.

from Yuldus is also shown as throwing short shaft®®, The
personage on the latter accompanies the main royal figure
as it is common on East Iranian pieces. Just like in case of
other objects of Sasanian related iconography of North East
neighbors of Eranshahr the comrades of the king are shown
in poses which are believed to follow the royal Persian ori-
gins. Although no direct Persian source of the javelineer on
the Yuldus vase can be pointed other personages follow
straight Sasanian patterns. Depictions of the darts throwing

8 V.1. Shlakhova, Serettramyyi sosud? iz s. Yuldus (Keuggasdaya
oblazt)), “Sovetskaya Arkheologia”, 4, 1977, pp. 288, 290, fig. 1,
P.O. Harper, In Seancth ofan Culltaned] Ydkentityy.. ., pp. 128, 150, fig. 71.

Fig. 15. Hunting scene from Berlin plate.

personages might reflect the echoes of the Achaemenid tra-
ditions®.

The art of javelin-play was one of the highly prized
skills of Sasanian courtier as described in Xaerw ud: Radag®™.
The mock javelin combat is still popular sport in Easter
Turkey known as chirit (surprisingly similar to peeotds from
Indonesian Sumba). Javelins and darts were popular weap-
ons in the later mediaeval and early modern Iran known as

& P.O. Harper, In Searath: of @ Culttarad! Ydkenttiyy., ., pp. 13-14,,46,
fig. 15-16.

% 12 in: 0.M. Chunakova, Pelikziysiaya bozfestveanayya ko-
medijpaa., ., p. 149.
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zufiin andjferidl with latter being related to mentioned earlier
mounted play®,

The use of javelin by the Sasanian warriors in the war-
fare attested by the pehlevi texts might be deducted also from
the Western sources®. All relations of the death of Julian
Apostate mention that he was killed by the hurled weapon.
Ammianus Marcellinus who normally describes the lances of
the Sasanian cavalry as comtiss identifies the weapon which
inflicted the fatal wound as the hasta: equitaizz. Whoever had
hurled the missile it must have been credible that it came
from the Persian hand. After copying Persian and Steppe cav-
alry equipment and tactics, Byzantine cavalry has not ceased
employing javelins what is testified by Maurice’s Sitrate-
gitkem. The darts are however presented as weapons inferior
to bows and arrows to be used by inexperienced warriors who
have not yet acquired archery skills.

2. ‘Non-royal’ group is represented by the sole example
from the silver vase from the Cleveland Museum of Arts (Fig.
16)®. It bears some resemblance to other ‘non-royal’ realistic
hunting depictions - foot position of the personage is similar,
hunter is shown dressed in tunic and trousets. The javelineer
is shown on foot hurling dart at the bear standing by the tree
(no unlike the example of ‘Bactrian’ vessel from Sackler Col-
lection), he is holding spare jawvelins in his left hand which
corresponds with Berlin plate discussed above. These two
tracks may relate the piece with East Iranian workshops how-
ever holding additional missiles in free hand could have been
common practice before invention of handy dart cases known
from later Iranian history. The depictions of beats standing
by the trees are known from other Sasanian relics.

It is possible that one of the personages in the vintage
from Teheran vase may be shown while throwing a dart or
a small javelin at a fox (the depicted movement of the arm
reminds the one from Yuldus vase) however equally well it
might be a naked boy with a stick®®.

III. The lances.

These weapons from definition were employed mounted
so they appear almost exclusively on the ‘royal’ iconography.
The depictions can be grouped by the way the thrusts are
performed or directed, whether they are single or double
handed and by the position of the horses. Horses were
depicted in Sasanian toreutics in three positions: prancing,
in ‘flying gallop’ and standing.

L. Riders performing double handed downward thrusts

a. Riders on rearing horses. That composition shows
show hunters on prancing mounts holding the shaft with

8 M. M. Khorasani, op. cit., pp. 250, 638-640, fig. 300-304.

§ V. A. Dmitrev, Ksadhiiéi v sverdayysiséichey bromgee. Maen-
noe dello sasamdsképgo franm i istoviey rimeooppsiciskikiin veoyim,
St. Petersburg 2008, pp. 66-67.

6 B. I. Marshak, Centmal! Asiam Mewdvookk in Chhiaa..,
pp. 51-52.

 P. O. Harper, The Royat! Huntar....., pp. 71-73, fig. 24.
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both hands while transfixing the prey located below the
horses’ front legs. This type is represented by two 19% cen-
tury drawings of the now lost so-called Burnes plate with
lion hunt™. Despite the crudity of the material the plate was
attributed as Sasanian. The main royal personage on Hep-
htalite bowl with hunting scenes from British Museum is
shown in very similar way however the boars were depicted
as his quarry (Fig. 17)". The boar confronting the hunter is
shown only in front part. It should be pointed that plate from
Bastis collection depicting hunter performing single handed
thrust (to be discussed below) seems related to that group
however personage’s left hand is shown holding reins instead
lower part of the shaft. Another example of that type of lay-
out is the paining depicting Chinese emperor on the fresco
from Afrasiab.

b. Riders on the horses in ‘flying gallop’. This type
represents the piece which was neither made in Sasanian
state nor depicts Persian ruler - the wall painting from
Sogdian Afrasiab depicting one of Chinese emperor’s
trabants spearing the feline. Despite the lack of exclusively
Sasanian character the mentioned fresco conveys earlier
Persian composition.

c. Riders on the standing horses. That sort of composition
might originated from Central Asia and might be related
to depiction from the golden clasp from Saksankhur dated
1 century attributed to Kushan culture (Fig.18)™2. The
Saksankhur clasp shows the rider spearing the boar shown
as protome. Two boars with their rears covered by leaves
were depicted on Parthian gold clasp and the replacement
of the whole animals with their protomes in Sasanian
hunting iconography was already well illustrated. The
Kushano-Sasanian plate from Hermitage with kushanshah
Bahram fighting boars with sword compositionally related
to the lance wielding hunters on prancing horses is accompa-
nied by protome of the beast (Fig.19). Animal is represented
only partially with its back parts missing. This might suggest
Eastern origin of confrontation of the motif of men fighting
the animals given in protomes only.

The hands of the hunter on Saksankhur clasp are shown
clearly as holding the lance however the shaft itself was not

™ E. O. Harper, Sasamiéan Siherr Kessels: The Foermation
ardl Stadly of Eanlly Muszum Collktidoss..., pp. 53, 91, pi. 29;
P.O. Harper, P. Meyers, op.cit., 1981, p. 55-57, 212, PI. 1lla-11b.

"t B. 1. Marshak, Ya K. Kirkis, Chilledeiiige chaatfii, “Trudy Gos-
sudarsvennogo Ermitazha”, Vol. X, pp. 68-69, fig. 9-10; K. Tamabe,
op.cit., pp.174-175; B. Gray, op.cit., 61-62, fig. 3; R. Gobi, Die Nu-
mismaitik als Quellke zar Kunsts dev Sasamidden...., pp. 71-74, fig. 31;;
P. O. Harper, P. Meyers, op.cit., p. 129-131, fig. 44; although Harper
and Meyers pointed out increasing role of Eastern influences on Sa-
sanian art in the second half of the period it must be stated that the
influence was visible before and its opposite direction is more €lear.

™ G.A. Pugachenkova, Shediyy Sredhedi Azii, Tashkent 1986,
p. 187; B.I. Marshak, Pre-itémicc Paintitng of the franiian MRagples
andl its Sowress in Sculfpitwee amd! Devwretitive Awss, [in:] E. Sims,
B.I. Marshak, E.J. Grube (ed.), Peentésss fmargss. Pevsiaen FRenting
and its Soancess, Hong Kong-Singapore 2002, p. 9, fig. 10,
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Fig. 17. Hunter from Hephtalite bowl from British Museum.

depicted. Again this might advocate the Eastern origin of the
reluctance to show the weapon shafts in Sasanian iconogra-
phy. What is interesting the shafts are not always absent or
shown transparent. It would be however difficult to deter-
mine the reason behind artists’ choice to show or omit the
shaft. It is however tempting to ascribe the invisible weapons
and protomes of the quarries as the result of Saka influence.
In strictly Sasanian art there are no direct followers of
this pattern however the best known example of the hunter
on standing horse is the post Sasanian stucco frieze from
Chal Tarkhan (Fig. 20) which seems to devotedly follow the
Skasankhur example in composition layout including reduc-
tion of the animal into the protome, however showing the full
lance shaft including the lily flower butt. It is likely that the

Fig. 19. Bahram Kushanshah hunting boars from Hermitage bowl.

authors of the Chal Tarkhan stucco followed undiversified
Iranian tradition. The other example is Sogdian plate depict-
ing a ruler killing one lion standing vertically on the left and
having the other one lying under mount’s hooves (Fig. 21).
Similarly are shown attendants of the ‘Chinese Emperor’ on
the wall paintings from Afrasiab.

In burnt fragments of wooden sculpture from Panjikent
there are preserved panels with riders positioned over quar-
ries however no weapon can be seen™. The horses are shown

3 B. 1. Marshak, Soghdiaan Silver;, Moskva 1971, pp.120.
7 A.M. Belenickiy, Momumeatatnineye issikasstvoo P@veddhtikicrma,
Moskva 1973, pp. 34-36, Pl. 48-49, A.M. Belenizki, Miitedizsien.

59

www.rcin.org.pl



PATRYK NORBERTT SKUPNIEWICZ

Fig. 20. Hunting scene from Chal Tarkhan stucco frieze.

Fig. 22. Hunter and the lion from Yuldus vase.

once as standing and the other time prancing. Composition of
the panels suggest that originally the lances were most likely
represented there.

d. Backwards thrust. This method was shown on
main depiction on Yuldus vase (Fig. 22)”. This vessel was
mentioned when discussing the scenes of the mounted
hunting with javelins. The royal personage on the Yuldus vase
rides the horse shown in ‘flying gallop’ to the left. The rump

Kunst? dev Sogihen, Leipzig 1980, pp. 144-145, Pl. 74, 76. Person-
ages depicted on the murals of Varakhsha although mounted on
elephants and fiighting griffons hold lances in upper two handed
frontal hold, cataphract hold and in backwards thrust..

™ V. L. Shlyakhova, op.aitt,, p. 289-291, fig. 2.b.
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Fig. 23. Graffiti from Hatra - the hunting scene.

of the mount is being attacked by the lion and the rider turns
back in the saddle thrusting the lance downwards and back-
wards. Shlyakhova has mistakenly interpreted the weapon
as lasso however the stiff butt is clearly visible while
the lassoes in Sasanian art are always finished with a loop.
One of the personages on the vase is shown having lasso in
properly Sasanian stylization. Also on none of the Sasanian
examples the rope is held with right hand raised and left low-
ered. It should be noted that all Sasanian huntets employing
lasso are shown holding the rope on hips level with the hand
away from the beast holding the loops of unused lariat of the
line. With whole certainty it must be stated that ‘king’ from
the Yuldus vase is shown holding the lance and not lasso.
Additionally there is a relation between this depiction and
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the lance wielding riders from above mentioned depictions
of downward double handed thrusts.

The technique applied by the chieftain on Yuldus vessel
clearly corresponds to depictions of so-called ‘Parthian shaot’.
Position of the predator and the hunter deny possibility
of intentional presentation of making an assault to the side
which was suggested by Takeuchi in regard to archery™.
Shahname mentions efficient backward thrust in combat.
This technique is known from later Persian iconography.

2. The ‘cataphract-clibawarias thrust'. Surprisingly,
despite the widespread combat employment of double
handed lance hold parallel to the ground either alongside
(cataphract) or across horse’s neck (clibanarius), there are
scant visual sources showing this technique in hunt”. The
existing ones originate from either outside Iran proper or
not from Sasanian era. To list examples of: hunt scene from
Kosika cup™, Parthian tile with armored rider spearing
the lion from Babylonia, late Parthian graffiti from Hatra
(Fig. 23)™, late Parthian or early Sasanian graffiti from Dura
Europos® and probably Hephtalite bowl from Hermitage
(Fig. 24)®, The latter may be supplemented with Hephtalite
lid from Gandhara presenting the same technique in the hunt
scene(Fig. 25)%, Iranian influence in these pieces can not
be questioned however clear distinction between Hephtalite
and Sasanian styles must be stated.

Ironically the Isola Rizza plate not being Sasanian
and not being hunt depiction follows the most typical
composition of Sasanian hunt scenes i.e. rider killing prey
on the right having the other one stretched below. It may
illustrate how the iconographical arrangements were
transmitted between the cultures and between the subjects.
For the current paper the combat scenes with fantastic
creatures were avoid however their layout clearly originates
in depictions of hunting real animals®.

Relatively scant representations of ‘cataphract hold'
in hunting scenes might have resulted from unsuitability
of this technique for hunting as most animals are targets

% R. Takeuchi, The Pavtthaon Shot in Humtiigg Scemsss, “Silk
Road Art and Archaeology”, vol. 10, 2004, pass.

7 M.Mielczarek, Cataptfreat: and/ Clittenariiii. Studiiss on the
Heauyy Avmmuwedd Cavallyy of the Anciéent World, E6dz 1993, pass.

8 P, O. Harper, In Seavcth of a Culturd! Identityy., ., p. 11, 43,
fig. 12 a,b.

™ E. O. Harper, Imatge and Identityy.. ., p. 79.

8 S, James, Excavetiion at Dwar Ewapnss 192818337, Final
Repant KII. The Avmss ard! Avmoenr and otfer Milltaryy Eggippment,
London 2004, pp. 39-40, fig. 17.

8t V. P. Nikonorow, The Avmiéss of Bauttiéa 7(OBECASIAD,
Stockport 1997, pp. 18, 78, Fig. 46; B.I. Marshak, Centtat! Asian
Metaliveskk in Chivaz, pp. 49-51; K. Tanabe, op.itt,, p. 174-175

8 M. Ghose, op.diit,, p. 151-154; Ghose has admitted depen-
dence of the scene from Sasanian origins.

8 Similar coposition of the combat scene one may find on
bumnt panels from Sogdian Bunjikat showing heroes fiighting other
warriors and demons, see: E.V. Zeimal (ed.) Dvewnossiti Taddfisstana,
Dushanbe 1985, pp. 274-276.

|

Fig. 24. Hunting lancer from Hephtalite bowl
from Hermitage collection.

Fig. 25. Hunting scene on Hephtalite lid from Gandhara.

lower than riders’ hips and would force lowering the lances
head which was not possible with ‘clibanarius hold’ hence
all hunt depictions with that type of fighting method show
the ‘cataphract hold’ enabling lowering and rising of the
lance head. Still it seems that fighting men allowed the full
efficiency of the technique.

3. Single handed downwards thrust. That technique
was shown on Bastis collection plate (Fig. 26)*, seals from
Berkeley and British Museum collections with rider hitting

8 0. Grabar, op.ditt,, p. 50-52, 94, pl. 4.
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the monster® and plate with Yazdagird slaying a bull from
Siberian Family Synya collection (Fig. 27)® and on post
Sasanian or even Byzantine silk from Mozac®. All these
show different mounts positions - the first one presents
prancing horse, the second the standing horse and the last
a bull in ‘flying gallop’. The shaft on the Bastis plate is not
shown where it would cover body of the rider and the mount,
the rider is shown holding reins with his left hand and with
right knee sharply bent - this relates it to the plates from
Berlin and Tcherdyne showing the hunters hurling javelins.
A winged putto holding a wreath emphasizes the relation with
plate from Berlin. Depictions of single handed lance thrust
technique seem however Western influence in the Sasanian
iconography or might reflect survival of Achaemenid tradi-
tions. One of the possible sources of this motive could be
a mosaic from Palmyra showing Bellerofont in Iranian dress
on Pegasus killing Hydra with lance held single handed
above the head®. Mozac textile clearly follows this tradition.

Siberian plate with Yazdigird show him riding a bull and
killing another one with long shafted weapon with head which
might be interpreted as crescent shape one - similarly as on
the plate from Metropolitan Museum showing Yazdigird
on foot slaying the deer (Fig. 3). The unusual mount of the
king could have political meaning and describe the Eastern
location of his victories (as Nandi bulls designated Shiva
worshippers) or could recall legend of Feridun who was
riding a cow and used to hunt from bovine’s back before his
rebellion against Zahak what again may hide astronomical or
astrological meaning®. The king is said to hold his mount’s
ear with left hand. This would indicate the bull as one of
king’s preys as in numerous Sasanian depictions holding
beast’s ear signifies heroism of the huntet®. Personage riding
his prey is shown on plate with Shapur II killing deer from
British Museum and on one of the stucco friezes from Chal
Tarkhan®. In Tabari's relation of Bahram Gur’s accession
to the throne young prince was to kill two lions and he
rode one before killing them both. Riding a beast before
killing it might be one of heroic feats to be performed by
hunter, similarly to kidnapping the feline’s cub or fighting
several boars simultaneousily. The composition of the plate

8 P. O. Harper, fn Seanath of a Culnat! fdemiyy.. ., p. 179, 186,
fig. 96.

8% A.V. Baulo, Sasanidskéee senetirenoee blyadip s r. Symyay, [in:]
Arieeddoiia, etmogredida | antwepeddgigia Evaiii, Novosiibirsk 2002,
pp. 142-148.

¥ R. Hillenbrand, What Heppesedd. to the Sasamian Munt
in Istamiéc Awf?, [in:] V.S. Curtis, S.Stewart (ed.) The Idem of Dan,
Vol. 4, The Rise of Istarm, New York 2009, pp. 90-91, fig. 5;

8 P. O. Harper, Image and Identity: Art of the Early Sasanian
Dynasty, p. 79-80.

% P. Pourshariati, op.qitt,, p. 373-374.

0 Phisghem, p. 75-76.

°L P. O. Harper, The Royal Hunter. Art of the Sasanian Em-
pire, New York 1978, pp. 34-35,116, pl. 4, 48; P.O. Harper, P. Mey-
ers, Siherr Messels of the Sasamibb Pevitstf, Vol. 1: Royall Inreagsty,
New York 1981, pp. 57-60, 214, PL 13.
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Fig. 26. Scene from Bastis collection plate.

Fig. 27. Yazdagird slaying bull on Synya family plate.

and king’s position seem to suggest that it might belonged
to the group of ‘two handed downwards thrusts’ depictions,
however Baulo who had opportunity to see the vessel himself
had identified it as held single handed®.

The head of Yazdagird's weapon is more clearly depicted
as crescent shaped. In this highly symbolic scene it can
not be determined whether it reflects the shape of actual
hunting weapon or is a requisite of emblematic content.
Yazdagird’s nickname ‘the sinner’ suggests imvolvement
in unorthodox religious movements or simply tolerance
towards non-Zoroastrians. Double head of his arm could

92 Pbitdlam pp. 79-80
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reflect a forgotten mythological emblem similar to much
later double-headed Muhammad’s sword Zulfffar. 1t must be
however pointed that preventing too deep penetration could
be perfectly understandable with spears used on foot but not
necessarily practical with lance which needed the application
of recovery technique anyway while sudden increase of
resistance-would be able even to unhorse the rider. Coins
of Kushan kings and kushanshahs show them armed with tri-
dents associating them with Shiva®. Presence of nandi bulls
and mysterious crescent headed weapon seem play some role
in symbolic drama presented on Sinya plate.

The employment of combat forks mezaty in mediaeval
and modern Iran would be an argument for existence of
similar weapons in earlier periods however one can not
exclude possibility that symbolic iconography inspired
Safavid warriors™. It must be additionally stated that combat
forks’ shafts were of less than moderate length which suits the
Yazdigird I Metropolitan Museum of Art plate but does not
relate to Siberian plate. Double pointed hunting lance is known
from late Roman mosaic from Piazza Armerina in Sicily. This
may advocate Baulo’s opinion of exclusively hunting charac-
ter of the weapon however the Roman depiction represents
the hunting hares or rabbits which being light prey would not
create rapid resistance endangering riders stability.

Conclusions

The variety of shafted weapons in Sasanian hunting
iconography is much wider than of such weapons in combat
scenes where only long lances or kontei; employed in the
‘cataphract hold’ are depicted. Because hunting was not only
a pastime but also military exercise and the testimonies for
employment of shafted weapons different than long lances
it may advocate employment of varied shafted weapons by
warriors. What more the hunting scenes prove that lances
were used in different manners especially when the target was
lower than personage performing a thrust. Ability of the lanc-
ers to hit marks in relatively different ranges: on the ground,
in front and even close on the mounts rump prove that Sasa-
nian riders knew the ways to manipulate the grip in order to
adjust required length. Later Persian combat representations
show variety of the ways the lances were held without resign-
ing from ‘cataphract hold’. Asian tradition of lance fighting
emphasized flexibility and ability to hit targets in various
directions even at the cost of crushing power which was
a backbone of idea of efficiency of European armored lance-
equipped cavalty. Sasanian hunting scenes prove that Asian
school of lance employment was at least partially developed
in Iran of the discussed era.

% Trever, Lukonin, op.diit,, p. 64-70.

% L. Kobylinski, Persitan and! fndisHResicion armss, [in:] A. R.
Chodyniski, Persiamn and! IrndlpHResigan Avmss ard! Armmur of l6th-
19th Cewnttanyy fficwm Polisth Collkatidnes, Malbork 2000, pp. 67, 338-
340, P1. 206-209; M. M. Khorasani, op.cit., pp. 248-250, 638, 643-
646, P1. 301,,311-318.

Depictions of the foot hunters prove that shafts of not
excessive lengths were employed as well. Examples from
non-hunting iconography support that view further. Also
javelins were not only hunting weapons but had wide
employment in combat. The only weapons which might have
exclusively hunting application were the crescent headed
shafts associated with Yazdigird 1. These however might be
only iconographie emblems without material sources.

Streszczenie

Pomimo, ze w obiektach sztuki sasanidzkiej o tematyce
fowieckiej najczesciej spotykana bronia jest tuk i strzaty,
przedstawienia mysliwskie stanowia bogate Zrodlo wiedzy
o uzyciu innych rodzajoéw oreza: jak r6zne rodzaje broni drze-
wcowej, miecze, arkany, sztylety, a nawet gole rece. Artykut
omawia przedmioty artystyczne, r6znych mediéw (toreutyki,
gliptyki, stiuku, reliefy kamienne, graffito i malarstwo
$cienne) ukazujace wykorzystanie wiéczni w polowaniu
pieszym, oszczep6w oraz lanc, rozumianych jako bron kolng
o dtugim drzewcu, stosowana w walce wrecz z konia.

lkonografia sasanidzka pojmowana jest szeroko,
z uwzglednieniem obiektéw pokrewnych sztuce per-
skiej omawianego okresu. Stad uwzglednienie elementéw
ikonografii p6znopartyjskiej, wschodnioiranskiej (w tym
heftalickiej) i postsasanidzkie;.

Analiza s$rednioperskich terminéw opisujacych bron
drzewcowa nie pozwala na rekonstrukcje terminologii
dotyczacej wioczni i oszczepébw w okresie sasamidzkim.
Mozliwe, ze nomenklatura nie byla bardzo precyzyjna.
Wskazano na istotna role symboliczng wiéczni w kulturze
przedislamskiego lranu.

Grupe przedstawien polowan za pomocg widczni
podzielono na ikonografie lowoéw krolewskich oraz
»niekrolewskich®, ktére to podzielono dalej na ,realisty-
czne” oraz ukazujace mysliwych w ,heroicznej nagosci”.
Zdecydowana wigkszo§¢ przedstawien ukazuje lowce
zadajacego pchniecie wtocznig dzierzona na wysokosci pasa,
choé wskazano rowniez przyklady, gdy drzewce trzymane sa
na wysokoéci barkow. Mozliwe, ze cze$¢ obiektdow ukazuje
mys$liwych uzywajacych tarczy i zadajacych pchnigcie znad
glowy, lub miotajacych oszczep, czego nie da si¢ okresli¢
z uwagi na stan zabytkow i tendencje artystow sasamidzkich
do pomijania drzewca, gdyby ten mial wychodzi¢ przed
przedstawiane obiekty. Stwierdzono istnienie wibczni
o dtugosci niewiele przekraczajacej wysoko$¢ czlowieka
w ikonografii sasanidzkiej nie dotyczacej polowan.

Przyktady przedstawien mysliwych z oszczepami
pochodza gtéwnie z ikonografii ,krolewskiej” i ukazujg
fowcow na koniach. Odnotowano jednak jeden obiekt
obrazujacy postaé bez korony, pieszo, zabijajacs oszczepami
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niedzwiedzia. Wzmiankowano, 2e oszczepy stanowity
réwniez brof bojows.

Dlugie wi6cznie uzywane 2z wierzchowca naz-
wano umownie ,lancami”. Wyrézniono nastepujace typy
przedstawief towcow z ,lancami” uderzajacych bronig
trzymangoburacz w dét (typ podzielono dalej wedtug pozycji
konia: stojacego deba, w ,lecacym galopie” i stojacego),
uderzajacych oburacz za siebie, trzymajacych drzewce
w pozycji katafrakty/klibanariusza, oraz wykonujacych
jedna reka pchnigcie w dét.

Krotka analiza ikonografii mysliwskiej wskazata na
réznorodno$¢ broni drzewcowych uzywanych w sasanidz-
kim Iranie oraz réznorodno$¢ metod uzycia ,lanc”, co stoi
w sprzecznosci z opinigjrkoby wojownicy sasanidzcy stoso-
wali wylacznie bardzo diugie ,lance” stosujgc je wylacznie
do najezdzania na przeciwnika, dzierzac broh oburgcz na
wysokosci pasa wzdtuz, lub w poprzek szyi konia.
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