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10. SUMMARY

Introduction

This volume, which aims to present a comprehensive publication of the Bouleuterion at Ephesos, is based on
a manuscript by Lionel Bier, Professor of Art History, Brooklyn College of the City University of New York,
written in the last years before his death in 2004. Maria Aurenhammer, Ursula Quatember and Hilke Thiir
edited the manuscript, adding footnotes and recent scholarly literature, and compiled the author’s drawings
and photographs. New chapters were written by Hilke Thiir (fallen arches), Ursula Quatember (architectural
decoration), Hans Taeuber (inscriptions) and Maria Aurenhammer and Thorsten Opper (sculptures).

History of Excavations and Research

The aim of this volume is the comprehensive publication of the Bouleuterion at Ephesos. The building has a
long history of research, but a proper analysis of the architecture and a comprehensive documentation, includ-
ing the architectural and sculptural decoration, were lacking. First excavations were already undertaken by J.
T. Wood in the mid-19™ century who published the results in his book “Discoveries at Ephesus* (1877). More
information can be gleaned from the letters he sent to the British Museum. Wood also sent cases with a series
of inscriptions and sculptures to this museum, while one piece was returned by the Trustees to the Imperial
Ottoman Museum in Constantinople. Excavations under the auspices of the Austrian Archaeological Institute
were undertaken in 1908 (R. Heberdey, W. Wilberg) and in the 1960s. The graphic and photographic docu-
mentation of the early Austrian excavations is highly valuable for the research on the building. In the 1960s,
W. Alzinger excavated in the orchestra in search of the Hellenistic Bouleuterion, and E. Fossel determined
the essentially political function of the building. The important series of inscriptions (“Imperial Letters”) and
part of the sculptures found in the building were published in corpora and in other scholarly literature. Finally,
the Ephesian Bouleuterion was introduced into comprehensive publications on Odeia (R. Meinel, 1980) and
the Curia (J. C. Balty, 1991). In the last decade, several authors studied the sculptural program of the scaenae
frons donated by P. Vedius Antoninus and Flavia Papiane in the mid-2™ century A.D. (K. Fittschen, 1990, A.
Kalinowski and H. Taeuber, 2001 and 2002, M. Galli, 2002).

Building Description

The Bouleuterion’s ground plan — as it exists today — is defined by a semicircular retaining wall with a diameter
of 47 m, an ima and a summa cavea, a sunken orchestra, a pulpitum and a scene comprising a scene wall and a
later scaenae frons. The retaining wall and the scene wall are reinforced by buttresses and corner piers which
furnish important evidence for the reconstruction of the roof. The inner side of the retaining wall was articu-
lated by pilasters which were later removed. Of these, only traces remain on the back wall and on the floor of
the uppermost diazoma (dowel holes and pry holes). The pilasters end in the area of the large buttresses 1 and
14, bonded with a projecting wall. On the middle axis of the cavea, the retaining wall was removed secondarily
and an apse (a synthronon?) was erected.

The cavea is located on the southern slope of the Panayirdag, erected on original soil and on earlier depos-
its. In two southern cunei, tiers of the summa cavea were supported by the barrel vaults of the vomitoria and
the vaulted chambers next to the analemmata. The substructure of the rows of seats is built up of mortared
rubble. The seats were encased by marble slabs which are preserved mainly in the ima cavea. At the six radial
stairways of the ima cavea, the rows of seats ended in upright marble slabs featuring lion paws. The summa
cavea was divided into ten cunei. The two parodoi, originally open, were later vaulted over and supported rows
of seating (not preserved today).
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The middle diazoma, accessible via the vomitoria, was used as distributor for the summa and ima cavea.
The analemmata are inclined minimally towards the stage building, following the ground plan of the Greek
theater. The walls of the analemmata are constructed of regular coursed masonry. There was no chronologi-
cal gap between the erection of the ima and summa cavea, according to the analysis of the analemma walls.
At the east and west end, the analemmata are pierced by doors which lead to vaulted chambers north of the
analemmata (nowadays blocked), and, via other doors, to the vomitoria. These initially run parallel to the
retaining wall towards a landing, where they turn at an angle of 90° to a second landing and finally to the mid-
dle diazoma. The lower diazoma and the pulpitum of 0.90 m height, accessible via ramps in the parodoi, were
erected in a later building phase. The originally small orchestra was enlarged by the removal of two rows of
seats. With the erection of a podium and the lower diazoma it became a sunken orchestra.

The scene of the Ephesian Bouleuterion did not feature a proper stage building with additional chambers,
only a scene wall reinforced by buttresses and columns which supported the roof. The scene wall is pierced at
both ends by almost square doors allowing the entrance to the paradoi and the vomitoria from the south (from
the Basilica Stoa). There were three other broad, low doorways in the middle part of the scene wall.

The original inner facade of the stage wall can be reconstructed roughly, based on details of the construction
and the pedestals of the columnar articulation. This featured a paratactic two-storyed architecture consisting of
eight columns in each story with a pilaster at each end. In the second phase, an aediculated scaenae frons was
erected, and at the same time the summa cavea was enlarged and bonded to the stage wall.

A corridor of 2.0 m width runs between the stage wall and the north wall of the Basilica Stoa, covering a
deep drain. This corridor continues eastwards; it was used as a drain for the Upper Gymnasium. Five doors led
from the Basilica Stoa into the Bouleuterion; these doorways were probably covered by brick vaults.

At the ends of the parodoi, the retaining wall is pierced by high arched doors. The western door links the
Bouleuterion with the so-called Rhodian Peristyle or Temenos (probably a precinct for the imperial cult) and
the Prytaneion. From the west, the Bouleuterion was accessible via the Clivus Sacer and the so-called Domi-
tian Square. In Late Antiquity, this entrance was blocked. The eastern door was obviously never finished, but
converted into a niche (for the setting of a statue?) instead. The originally planned passage to the Upper Gym-
nasium leads to substructures which might have been functionally connected with the Bouleuterion or its stage
building.

Phasing and Reconstruction

The scant remains of Hellenistic walls discovered under the orchestra do not confirm the existence of a Hel-
lenistic Bouleuterion postulated by W. Alzinger, even though an inscription mentions a Bouleuterion of this
time.

The Bouleuterion of the first phase already featured the form and the measurements of the building visible
today. A secondary enlargement was postulated by E. Fossel and initially also by L. Bier, based on a vertical
seam in the analemma walls. But this was probably caused by a change of the original plan during the con-
struction. The reworked capitals of doorways SD 2 and SD 6 confirm a secondary elevation of the proscenium
and its transformation into a pulpitum. The cavea of the first phase had seats for 1 600 spectators, starting on
the level of the orchestra. The ima cavea featured 15 rows of seats and was divided into 5 cunei whereas the
summa cavea had 10 rows of seats and was divided into 10 cunei. The semicircular back wall of the cavea was
structured by pilasters. According to the measurements of the contour of a base, the height of the pilaster can
be estimated at 4.80 m, and the total height up to the roof at 6.0 m above the upper diazoma.

In the first phase, the scene wall was pierced by 5 doors, the two lateral ones gave access to the open paro-
doi and the staircases, the other three gave way to the orchestra and the auditorium. The reconstruction of the
original scene wall can be deduced from the remains facing the parodoi and from the secondary encasement of
the four central pillars in the four broad pedestals of the later scaenae frons. Ten pillars (eight 1.10 m wide plus
two corner pillars) projected 1.25 m in front of the scene wall and carried pedestals for a row of eight single
columns and pilasters. These pillars and pedestals corresponded with the buttresses on the exterior of the scene
wall and also with the buttresses and pilasters of the outer retaining wall of the cavea. Therefore these pedestals
must have been put up with regard to the construction of the roof. The upper part of the scene wall was built of
marble blocks featuring inscriptions (see below) and probably also niches for the display of statues.
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The first Ephesian Bouleuterion was large and austere. The two-storyed scene wall was characterized by
high pedestals supporting single columns which functioned primarily as supports for the framework of the
roof. The terminus ante quem for the first phase is provided by a letter of Hadrian dated A.D. 128/129 which
was inscribed on the wall blocks of the scene wall. The evidence for its ferminus post quem is largely circum-
stantial. According to typological parallels and to details of the technique (for example the style of the masonry
at the base of the retaining wall), the first Bouleuterion may be dated to the late 1%/early 2™ century A.D. This
raises the possibility that the Ephesian Bouleuterion was part of the building program undertaken at Ephesos
under the Flavians.

In the second phase, this old-fashioned scene wall was renovated by Vedius in the 150s A.D. He ordered
an aediculated fagade which was already widely used in theaters. The ensemble of inscriptions and sculptures
displayed in the scaenae frons aimed at the representation of the donor’s good connections with the dynasty
of the Antonines. Contemporary with the aediculated facade are the vaults of the parodoi and the enlargement
of the summa cavea towards the stage wall, making room for honorary seats ( “tribunalia’). The pulpitum of
1.35 m height was raised as a proscenium, accessible from ramps in the parodoi. Facing the orchestra, it was
screened by marble orthostats which accomodated statue bases at both ends. The rhythm of the two-storied
scaenae frons was defined by four broad pedestals supporting aediculae with two columns, flanked by two
narrower pedestals carrying a single column.

After the renovation by Vedius the orchestra was altered. The first two rows of seats were removed, the
enlarged orchestra (diam. 9.0 m) was transformed into a sunken orchestra, including a semicircular podium. At
the same time, a narrow lower diazoma was set out in front of the first seat row, and the auditorium was made
accessible by five stairs.

Later constructions include two additional doors in the stage wall and the enlargement of the upper diazoma
by an apse (synthronon). The western arched door giving way to the Rhodian Peristyle was blocked even
later.

The roofing of these small rectangular theater-like buildings was no technical problem in Hellenistic and
early Roman times. The combination of a semicircular auditorium with a rectangular stage building was a
certain challenge, though. The form of the roof was a crucial question for the design of the Ephesian Bouleu-
terion. Theoretically, radially arranged trusses might have converged on the centre of the building to form a
half-conical roof over the cavea with a hipped roof over the remainder of the building. This roof construction
would have been too complicated, though.The architectural remains point to another system: the auditorium
was spanned by a framework of parallel beams at intervals of 4.70—5.15 m (6.30 m in the central part) and of
different lengths to suit the semicircular ground plan. The ridge of the roof aligned with buttresses 1 and 14.
The span of the triangular trusses amounted to 31 m in the middle and 23.5 m on the sides. These span widths
could be tackled easily in the early Imperial age. Tree trunks and beams up to 33 m long are mentioned in
ancient literature, and Roman architects were familiar with the system and technology of wooden truss roofs.
The roofing system of the Ephesian Bouleuterion was a technical feat in its time. Therefore it was probably
visible from below. The total height of the Bouleuterion amounted to 17 m with another 3—4 m for the roof; yet
because of the two-storied Basilica Stoa in front, the building was hardly visible from the Upper Agora.

The Vedius scaenae frons and the Architectural Decoration

Around the middle of the 2™ century A.D. the Bouleuterion’s stage wall received a two-storied aedicular
fagade following an architectural layout that is well testified in Asia Minor throughout the Imperial period. The
new two-storied aedicular fagade had pairs of columns on the pedestals of the lower story, forming aediculae
by means of the projecting and receding entablature. On the western and eastern end the facade was framed
by detached single columns. In the upper story, this system was probably shifted, forming pavilions that were
crowned by pediments. This kind of elaborately decorated facade architecture is very common in Asia Minor
not only in theaters and odeia, but also for fountains and other types of buildings like gateways or the Library of
Celsus at Ephesos. Many inscribed fragments of the scaenae frons were recorded during the excavation proc-
ess. Other fragments were identified by L. Bier during the course of his research, including a base and three
capitals. The architrave inscription mentions the donors P. Vedius Antoninus and his wife Fl. Papiane. They
are members of the most prominent Ephesian family in the 2™ century A.D. The outstanding role of P. Vedius
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Antoninus is also reflected by the transcript of letters written by the Emperor Antoninus Pius to the Ephesians
(see below). They concern Vedius’ role as a benefactor and confirm the emperor’s support for his activities,
among them important buildings like the so-called Vedius Gymnasium at the northern edge of the city.

This in turn has implications for the interpretation of the decoration: the architectural ornament of the scae-
nae frons ties the Bouleuterion closely to the other structures commissioned by the Vedii. The similarities to
the decoration of the so-called Kaisersaal in the Vedius Gymnasium and to the capitals and the entablature of
a Monopteros generally considered as the family tomb are evident. It seems that the decoration is a carefully
chosen feature of the family’s building program.

The type of aedicular facade represented by the Vedius scaenae frons is known in Asia Minor since the time
of Augustus. The earliest examples in Aphrodisias and Stratonikeia share the same characteristics with later
examples: the projecting and receding entablature forms aediculae, which are in the upper story crowned by
pediments of varying shapes. The shifted pattern in the upper story is first testified in the scaenae frons of the
theater in Miletus which probably dates to the reign of Nero. In Ephesos, the Vedius scaenae frons in the Bou-
leuterion is preceded by the one in the theater (under Domitian), as well as aedicular facades from fountains
(Nymphaeum of Laecanius Bassus finished 78/79 A.D., Nymphaeum Traiani and Street Fountain, finished
between 102 and 114 A.D.) and other buildings like the Library of Celsus (late Trajanic).

The Inscriptions

The series of inscriptions found in the Bouleuterion is presented in this volume focusing on its relevance for
the history of the building. A building inscription was displayed on the upper architrave, on the lower frieze
and on the lower architrave. The proposed text is paralleled by the inscriptions from the Vedius Gymnasium
(147-149 A.D.). It starts with the dedication of the building to Artemis Ephesia, the Emperor Antoninus Pius
and his family, and to Ephesos, the metropolis of Asia, and continues with the names and titles of the dedicants,
Vedius III (the “donor®) and his wife Papiane, restored on the basis of titles attested in other inscriptions. Due
to its fragmentary state and the lack of direct parallels, a comprehensive restoration of the text on the lower
architrave is not possible. Some fragments might point to a connection with the family of Ti. Claudius Demos-
tratos Kailianos who was a prominent figure at Ephesos under the reign of Hadrian.

The famous “Imperial Letters” comprise two letters of Hadrian to Ephesos, three letters of Antoninus Pius
to the Ephesians, and one letter of Antoninus Pius to the Hellenes in Asia. The two identical letters of Hadrian
concern the entry of two sea-captains into the Ephesian Boule. At least one letter belonged to the wall blocks
of the proscenium of the first phase of the Bouleuterion, the other was replaced by a marble sheet in Vedius’
renovation. An honorary inscription for Hadrian, dating to the last years of his reign and written on a wall
block, resembles one of the Hadrianic letters and probably belongs to the Bouleuterion as well.

The inscription most important for Ephesos is the so-called Triple Inscription, inscribed on marble slabs:
three letters of Antoninus Pius encouraging Vedius’ building program at Ephesos — obviously including the
Bouleuterion — which had met resistance in Ephesian society. These letters can be dated to the years 145—-161
A.D. and were obviously engraved at the same time.

The inscribed statue plinths and bases found in the Bouleuterion comprise the plinth of a statue of Lucius
Verus, a base (?) for Marcus Aurelius only recorded in a sketch by J. T. Wood, and a base for a daughter of
Marcus Aurelius, Faustina. All of them feature the same dedicatory formula and were set up by Vedius during
the reign of Antoninus Pius. Moreover, a statue base of the personification of Demos was found in front of the
stage.

The Hadrianic inscriptions on wall blocks of the scene wall show that the earlier Bouleuterion was built in
128/129 at the latest. As to the Imperial Letters which were inscribed on the marble slabs of the Vedius renova-
tion, the Triple Inscription points to the 150s A.D. for the completion of this renovation. The statue plinths and
bases were set up in the reign of Antoninus Pius. Epigraphical and sculptural evidence (see below) suggest that
the portrait statuary of the Antonine gallery was not put in place at the same time.
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The Sculptures found in the Bouleuterion and the Sculptural Program of the Vedius scaenae frons

The sculptures found in the Bouleuterion were mainly discovered during J. T. Wood’s excavations. About
half of the sculptures are documented only by inscribed statue bases or are mentioned in Wood’s letters. The
surviving sculptures are now housed in the British Museum and in the Archaeological Museums of Istanbul,
Selcuk and Syros (Greece). Iconographically, the sculptures may be roughly divided into two groups: portrait
statuary and statues of personifications, and mythological sculpture. The original sculptural decoration of
the Vedius scaenae frons featured a portrait gallery of the Antonine dynasty, highlighting the donors’ affilia-
tion with the ruling Emperor Antoninus Pius and his standing in the Ephesian elite as well as expressing his
euergetism and his cultural values. Of this gallery, only a torso of Lucius Verus in the guise of Ares Borghese
and an inscribed base of one of Marcus Aurelius’ daughters, Faustina, are actually preserved, as well as the
portrait of a young girl. A base of Marcus Aurelius’ statue is only recorded by a sketch in one of Wood’s letters.
According to the inscribed bases, all of these statues were set up under the reign of Antoninus Pius. The head
of the young girl could be interpreted as a portrait of one of Marcus Aurelius’ daughters, and, if linked with
the Faustina base, could hypothetically be identified with his third daughter Annia Aurelia Galeria Faustina.
Proceeding from this evidence, the representation of the reigning emperor and his wife Faustina Maior and of
Marcus Aurelius’ wife Faustina Minor has to be assumed, too. If the identification of the girl with Annia Faus-
tina is correct, the second daughter Lucilla must have been represented, too. Considering the scant remains
of the dynastic group, the improvised features of the statue of Lucius Verus and of the Faustina base, and the
hypothetical identification of the girl with Annia Faustina, we must state that the exact date and the extent of
the statue-group cannot be ascertained. Only a rough date between 150 and 161 can be given, for the statues
of Lucius Verus and Annia Faustina preferably a date in the late 150s A.D. It is quite possible that the portrait
statues were set up successively, and that the statues of Lucius Verus and Faustina were set up on short notice.
L. Bier added a statue of Demos — recorded by an inscribed base — to the sculptural decor. The base can be
dated generally to the 2™ century A.D. and was probably accompanied by a statue of Boule as a pendant.

L. Bier’s hypothetical reconstruction of the scaenae frons offers eight major places for the setting of statues
(as in the Bouleuterion at Aphrodisias), in addition to a hypothetical central niche for the statue of the reigning
emperor in the second story. In this story, there could have been four more positions for the setting of other
statues, above doorways 1, 2, 4 and 5. L. Bier peopled his reconstruction with portrait statues according to the
evidence of the remains and the information gleaned from other contemporary dynastic galleries, especially
the gallery in the Gerontikon at Nysa (where only Marcus Aurelius’ first-born daughter Domitia Faustina was
represented). In his reconstruction, the central doorway was flanked by statues of Lucius Verus and Marcus
Aurelius which in turn were flanked by statues of Faustina Minor (on the eastern side) and her daughter Faus-
tina (on the western side). A statue of Antoninus Pius was, hypothetically, displayed in the central niche of the
second story, flanked by statues of Hadrian and Sabina. The presumed representation of Hadrian is supported
by historical and epigraphic parallels. Finally, L. Bier also arranged the statues of the personifications in the
second story. Portraits of the donors were traditionally set up on the terminating blocks of the analemmata. Ac-
cording to J. T. Wood’s letters, a male portrait statue (maybe the statue of the donor?) and two female statues,
one of them seated, were found in the Bouleuterion, too, which are not otherwise recorded.

The mythological sculpture found in the Bouleuterion comprises two statues of Muses and the torso of a
Silenus. A statue of Terpsichore or Erato is displayed in the Archaeological Museum in Syros, whereas a plinth
of a statue of Melpomene is again recorded only in one of Wood’s letters. Although statues of Muses are well-
suited for the multifunctional Bouleuteria of the high Imperial period, these two statues were probably added
later to the original, essentially political program. This certainly applies to the torso of a Silenus, furnished with
attributes hinting at the Dionysian mysteries, which was originally displayed in a quite different ambience. In
Late Antiquity, the sculptural decor combined the remains of the Imperial statue-group with statues illustrating
the functions of the building (Muses, Demos), and possibly the statue of a Silenus.

Sculptural decoration for the first phase of the scaenae frons, displayed in niches, may be assumed, but it is
not confirmed by the actual remains.

(M. Aurenhammer — U. Quatember — H. Thiir)
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OZET

Giris
Ephesos Bouleuterionu’nun kapsamli yaymini sunmay1 amaglayan bu cilt, New York City Universitesi Brook-
lyn College’de sanat tarihi profesorii olan Lionel Bier’in 2004 yilindaki vefatindan 6nceki son yillarda kaleme
aldig1 bir yaziya dayanmaktadir. Maria Aurenhammer, Ursula Quatember ve Hilke Thiir bu yaziy1 diizene
sokarak dipnotlartyla donatmais, son bilimsel kaynaklar1 eklemis, yazarin ¢izim ve fotograflarini diizenlemis-
lerdir. Yaziya eklenen yeni boliimler ise, H. Thiir (basik kemer), Ursula Quatember (mimari bezeme), Hans
Taeuber (yazitlar), Maria Aurenhammer ve Thorsten Opper (heykeller) tarafindan yazilmiglardir.

Kazi ve Aragtirmalarin Tarihgesi

Bu yayimin amaci Ephesos’taki Bouleuterionun ayrintili yaymidir. Yapinin arastirilmasi eskilere dayanmakta
ancak yapimin mimari ve yontusal bezemelerini de igeren mimarisine ve ayrintili belgelemesine iligskin 6zel bir
aragtirma bulunmamaktaydi. Ilk kazilar1 19. yiizyilin ortalarinda J. T. Wood yapmis ve kazi sonuglarini “Dis-
coveries at Ephesus” (1877) adli kitabinda yayinlamigtir. Daha ayrintili bilgiye ise yazarin British Museum’a
gonderdigi mektuplardan ulagilabilinmektedir. Wood bu miizeye sandiklarla bir dizi yazit ve heykel de génder-
mis, bunlardan biri ise Kuratorium tarafindan Istanbul’daki Osmanli Imparatorluk Miizesi’ne iade edilmistir.
Avusturya Arkeoloji Enstitiisii yonetiminde ise 1908 (R. Heberdey, W. Wilberg) ve 1960’11 yillarda kazilar ya-
pilmistir. Yapinin arastirilmasinda ilk Avusturya kazilariminca ¢izim ve fotograf yoluyla yapilan belgelemeler
oldukg¢a 6nemli yere sahiptir. 1960’11 yillarda W. Alzinger Hellenistik Bouleuterionu bulmak amaciyla orkes-
trada kazilar yapmus, E. Fossel ise yapinin siyasal iglevini tespit etmistir. Yapida bulunmus 6nemli yazitlar se-
risi (“Imparator mektuplari”) ve heykellerin bir kismi corpuslarda ve diger bilimsel yayinlarda yaymlanmugtir.
Son olarak da Ephesos Bouleuterionu, Odeia (R. Meinel, 1980) ve Curia (J. C. Balty) iizerine yazilmig ayrintili
yayinlarla tanitilmigtir. Son on yilda ise bir kag arastirmaci M.S. 2. ylizy1l ortalarinda P. Vedius Antoninus ve
Flavia Papiane tarafindan yaptirilan scaenae frons heykelleri lizerine incelemeler yapmisglardir (K. Fittschen,
1990, A. Kalinowski ve H. Tacuber, 2001 ve 2002, M. Galli, 2002).

Yapinin Tanimi

Gilinlimiize ulastig1 sekliyle Boulerionun temel plani 47 m. ¢apinda bir destek duvarindan, bir ima ve summa
caveadan, diislik bir orkestradan, pulpitum, bir scene duvart ve daha sonralar1 scaene frons olan sahneden
olugsmaktadir. Destek duvar1 ve sahne duvar1 payandalarla ve kdse payeleriyle giiclendirilmis olup, ¢atinin
rekonsriiksiiyonuna yonelik 6nemli ipuglart saglamaktadir. Destek duvarmin i¢ kismi, daha sonralari bulun-
duklar1 yerlerden kaldirilmig ve pilastrlarla vurgulanmistir. Bunlardan geriye sadece arka duvarda ve en {ist
diazomanin zemininde izler kalmistir (diibel delikleri ve kenet yuvalari) Pilastrlar, 6ne ¢ikint1 yapan duvarla
baglantili olarak, 1 ve 14 no.lu genis payeli alanda sona ermektedir. Cavea orta ekseninde, destek duvari son-
radan kaldirilarak bir apsis (synthronon?) yapilmistir.

Cavea Panayirdag’in giiney etegine, ana topraga ve daha onceki yigmalar iizerine yapilmstir. Glineydeki
cuneuslarin ikisinde summa cavea siralar1 vomitoriumlarin besik tonozlariyla ve analemmataya bitisik tonozlu
odalarla desteklenmigtir. Oturma siralariin substriiksiiyonu har¢li moloz tag orgiiyle ingaa edilmigtir. Siralar
mermer levhalarla kaplanmis olup, bu haliyle korunagelmis durumda olanlar1 asil olarak ima caveada bulun-
maktadir. /ma caveanin alt1 radial diizenlli merdivenindeki oturma siralari, kaplama levhalar1 yukar1 dogru
konulmus aslan pengesi seklinde bitmektedir. Summa cavea on cuneusa ayrilmigti. Asil bigimiyle iistii agik iki
parodosun stii, daha sonra tonozla kapatilmig, bu haliyle oturma siralarina destek olusturmustur (giiniimiizde
mevcut degildir).
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Vomitoria tizerinden ulasilan orta diazoma, summa ve ima cavea, dagitim yeri islevine sahipti. Analemma-
ta, grek tiyatrosunun temel planina uygun bi¢imde sahne binasina dogru hafif egimlidir. Analemmata duvarlan
diizgiin duvar orgiisiine sahiptir. Analemma duvarlarinin tahlilinden yola ¢ikildiginda, ima ve summa caveanin
yapiminda tarihsel bir bogluk gézlenmemektedir. Analemmata dogu ve bati uglarda analemmatanin kuzeyin-
deki odalara acilan ve diger kapilarla vomitoriuma giden kap1 bosluguyla (giiniimiizde kapatilmig durumdadir)
kesintiye ugrar. Bunlar aslen destek duvarina parallel olarak bir sahanliga dogru gidiyordu ve buradan da 90°
aciyla donerek ikinci sahanliga ve orta diazomaya gidiyordu. Alt diazoma ve pulpitum 0.90 m. yiiksekliktedir.
Buralara paradoslara daha sonraki yap1 evrelerinde yapilmig rampalar yoluyla ulagilmaktaydi. Asil halinde
kiiciik olan orkestra iki oturma siras1 kaldirilarak genisletilmigtir. Bir podium ve alt diazoma’nin yapilmasilya
diisiik orkestra bigimine doniismiistiir.

Ephesos Bouleuterionu scenesinde ek odalar1 olan ayri bir sahne binasi 6zelligine sahip degildir, sadece
payeler ve siitunlarla gii¢lenlendirilmis ve catiy1 tasiyan bir sahne duvari bulunur. Scene duvari her iki ucunda
kareye yakin bigimli, giineyden (Basilika stoasindan) paradoi ve vomitoria’ya girisi saglayan kapilarla kesin-
tiye ugramistir. Ayrica scene duvarimin orta kisminda dar, algak ii¢ kap1 girisi daha vardir.

Yap1 ayrintilar1 ve yiiksek siitun kaidelerinin konulug sekline dayanilarak sahne duvarinin i¢ cephesinin
asil hali kabaca tiimlenebilmektedir. Yapi, herbir katinda sekiz siitun ve uglarinda pilastr bulunan, yan yana
dizilmis iki kath bir yap1 6zelligi gostermektedir. Ikinci yap1 evresinde aedukulall bir scaenae frons yapilmisg
ve ayn1 zamanda summa cavea genigletilmis ve sahne duvaria baglanmistir.

Sahne duvari ve Basilika stoanin kuzey duvar arasinda 2.0 m. genisliginde, derin bir (atik) su yolunu 6rten
bir koridor bulunur. Bu koridor, doguya dogru gider ve Yukari Gymnasium (atik) su kanali olarak kullanilmisg-
tir. Basilika Stoa’dan Bouleuteriona bes kap1 agilir ve girislerin iizeri olasilikla tugladan yapilmig tonozlarla
ortiilmiistiir.

Destek duvari, paradoslarin uglarinda yiiksek kemerli kapilarla bosluklara sahiptir. Bati kapis1 Bouleuteri-
on ile Rhodos Peristyli diye adlandirilan yap1 veya Temenos (muhtemelen Imparatorluk Kiiltii alan1) ve Pryta-
neion ile baglantiy1 saglar. Bouleuteriona batidan c/ivus sacer ve Domitian meydani iizerinden girilebiliyordu.
Ge¢ Antik Donem’de bu giris kapatilmistir. Goriinlise bakilirsa dogu kapisi tamamlanmamisg, fakat bunun
yerine bir nige (bir heykel koymak i¢in?) ¢evrilmistir. Aslen Yukar1t Gymnasium’a gidecek sekilde planlanmig
ustii kapali gegis substriikyonlara gider ve olasilikla Bouleuterion veya Bouleuterionun sahne yapisiyla islev-
sel bir baglanti i¢cindedir.

Yap1 Evreleri ve Rekonstriiksiiyon

Her ne kadar bir yazit Hellenistik Doneme ait bir bouleuteriondan s6z etse de, orkestranin altinda giinyiiziine
cikarilan hellenistik duvara ait cok az kalinti, W. Alzinger tarafindan 6ne siiriilen bir Hellenistik Dénem bou-
leuterionun varligini kanitlamamaktadir.

Bouleuterion daha ilk yap1 evresinde giiniimiizde goriilen bigim ve dlgiilere sahipti. Yapinin daha sonra-
dan genisletildigi E. Fossel ve aslen de L. Bier tarafindan, analemma duvarlarindaki dikey baglant1 yerinden
yola ¢ikarak one siiriilmiistiir. Ancak bu, yapim sirasinda asil planin degisiklige ugramasi nedeniyle meydana
gelmis olmalidir. SD 2 ve SD 6 no.lu kapr giriglerinin yeniden iglenmis bagliklar1, prosceniumun seviyesinin
sonradan yiikseltilerek bir pulpituma doniistiiriildiigiinii kanitlamaktadir. Ilk evreye ait cavea, orkestra seviye-
sinden baslayarak 1600 seyirciyi alacak oturma kapasitesine sahipti. Ima cavea 5 cuneusa ayrilarak 15 oturma
sirasina sahipken summa caveanm 10 oturma siras1 vardi ve 10 cuneusa ayriliyordu. Caveanin yarim daire
bicimli arka duvan pilastrlarla desteklenmistir. Bir kaidenin hat 6lgiilerinden yola ¢ikarak pilastrin tahmini
4.80 m. ylkseklikte oldugunu ve yukari diazoma tizerindeki catiya kadar olan toplam yiiksekligin 6.0 m. ye
ulasgtigini sdyleyebiliriz.

Sahne duvar ilk yap1 evresinde 5 kapryla bolinmiistii. Bu kapilardan yanlardaki ikisi acik parodoslara
ve merdivenlere ulasimi sagliyordu, diger {i¢ii ise sahne, orkestra ve auditorium’a ¢ikiyordu. Sahne duvari-
nin rekonstriiksiyonunu parodoslara bakan kalintilardan ve ge¢ donem scaenae fronsi'na ait dort dar kaideye
dort merkezi payenin ikincil kullanimindan yola ¢ikarak gerceklestirmek miimkiindiir. Kose payeleri de dahil
olmak {izere 10 adet paye (bunlardan 8 tanesi 1.10 m. genisligindedir) sahne duvari cephesinde 1.25 m. 6ne
cikint1 yaparak, bir sira teskil eden on tek siitun ve pilastr kaidesini tagimaktadir. Bu paye ve kaideler sahne du-
varinin disindaki payandalarla ve ayni sekilde caveanin dis destek duvarinin payanda ve pilastrlariyla baglanti-
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ltydi. Bu nedenle kaideler, ¢at1 konstriiksiyonu dikkate alinarak buralara konulmus olmalidir. Sahne duvarinin
iist kismi lizerinde yazitlar bulunan mermer bloklarla yapilmist1 (bkz. asagida) ve ayrica burada muhtemelen
heykellerin sergilendigi nigler yer almaktaydi.

Ephesos Bouleuterionu ilk hali genis ve sadeydi. Iki katli sahne binasina aslen cat1 gergevesi destegi islevi
goren ayri ayr1 siitunlan tagiyan yiiksek kaideler damgasini vurmustur. Bu ilk yap1 evresi i¢in terminus ante
quem M.S. 128/129’a tarihlenen sahne duvarindaki bloklara yazilmigs Hadrian’in mektubudur. Yazitin termi-
nus post quem olabilecegine iligkin isaretler ise olduk¢a inandiricidir. Tipoloji agisindan benzerleri ve yapim
teknigine iligkin ayrintilara bakilarak (6rnegin destek duvarinin kaidesi yanindaki duvar 6rgiisii stili), ilk bou-
leuterionun M.S.1 yiizyil sonu./2. yiizyilin basina tarihlenmesini olasi kilar. Bu da Ephesos Bouleuterionu’nun
Flaviuslar Donemin’de baglanilan yapi programinin bir pargasi olma olasiligini yiikseltmektedir.

Bu eski moda sahne duvari, ikinci yap1 evresinde M.S. 150’1i yillarda Vedius tarafindan yenilestirilmistir.
Vedius hali hazirda tiyatrolarda olduk¢a yaygin kullanim goéren aediculali bir cephe yaptirmistir. Scaenae
frons’ta sergilenen yazit ve heykel toplulugu, yapinin banisinin Antonin siilalesiyle iyi iligkiler i¢inde oldu-
gunu gostermeyi amagliyordu. Parodos tonozlarimin yapimi ve onur koltuklart (“#ribunalia”) igin yer agmak
amaciyla summa caveanin sahne duvarina dogru genisletilmesi aedikulali cepheyle ayni zamana rastlar. 1.35
m. yiiksekligindeki pulpitum, proscenium olarak yiikseltilmisti ve buraya parodostaki rampalardan ulagilmak-
taydi. Orkestranin karsist her iki ugta heykel kaidelerinin konuldugu mermer ortostatlarla donatilmigti. Cift
yanlardan gevreleyen tek siitun tagiyan daha dar iki kaide belirlemekteydi.

Vedius’un yapida yenilemeler yaptirmasiyla orkestra da degisiklige ugramustir. Ilk iki oturma siras1 kaldi-
rilarak genigletilen orkestra (¢cap1 9.0 m.) yarim daireli bir podyuma sahip diisiik bir orkestraya haline doniis-
tiriilmistiir. Yine ayn1 donemde ilk oturma siras1 oniide dar bir asag1 diazoma olusturularak, auditoriuma beg
merdivenle ulagim saglanmistir.

Daha sonraki yapi faaliyetleri sahne duvarina iki kap1 agilmasini ve yukart diazomanm bir apsisle (synthro-
non) genigletilmesini igerir. Rhodos peristyline girisi saglayan batidaki kemerli kap1 daha sonralar1 kapatilmastir.

Bu yap1 gibi kiiciik dortkdse bigimli tiyatro benzeri yapilarin ¢atiyla rtiilmesi Hellenistik ve Erken Roma
Imparatorluk Donemi’nde teknik bir sorun olusturmuyordu. Bununla birlikte yarim daire bigimli auditoriumun
dikdortgen planlt sahne binasiyla bir araya getirilmesi ciiretkar bir girisimdi. Cat1 bigimi Ephesos Bouleuteri-
onu tasarimi agisindan hassas bir konuydu. Kuramsal olarak radial sekilde diizenlenmis kirisler, yap1 merkez
noktasinda bir araya gelerek cavea iizerinde yar1 konik gatiy1 olusturuyordu ve yapinin geri kalan kisminda
cat1 yar1 ylikseklikte kaliyordu. Fakat bu cat1 konstriiksiiyonu olasilikl olduk¢a karmasikti. Mimari kalintilar
baska bir sistemi igaret eder: auditorium 4.70 — 5.15 m. arasinda degisen araliklarla (merkez kisminda 6.30 m.)
konulan ve yarim daire bigimli temel plana uyum saglamasi i¢in farkli uzunluktaki hatilllarin olusturdugu
bir kafesle ortiiliiyordu. Cati mahyasi 1 ve 14 no.lu payandalarla ayn1 dogrultuyu gostermekteydi. Uggen
bicimli diizenlenmis kirislerin agiklig1 ortada 31 m. ve kenarlarda 23.5 m. tutmaktadir. Erken Imparatorluk
Doénemi’nde bu geniglikte bir agikligim tistesinden kolayca gelinebiliyordu. Antik Dénem yazininda 33 m.ye
varan uzunlukta aga¢ gdvdesine ve hatillara deginilmektedir. Roma mimarlar da ahsap cat1 sistemine ve tek-
nolojisine asina idiler. Ephesos Bouleuterionu’nun ¢ati sistemi zamaninin teknik bagarilarindan biriydi. Bu
nedenle catinin alttan goriilebilir olmasi olasidir. Bouleuterionun toplam yiiksekligi, 3 — 4 m. gat1 da hesaba
katilarak 17 m. civarindaydi, fakat oniinde iki katli Basilika Stoa oldugundan yapinin Yukar1 Agora’dan go-
riilnmesi olduk¢a zordu.

Vedius Scaenae Frons’u ve Mimari Bezeme

M.S. 2. ylizyilin ortalarinda Bouleuterion sahne duvari, Kiiciik Asya’da varligi iyi belgelenmis mimari
planlart izleyen iki kath aediculali bir cepheye kavustu. Bu yeni iki kath aediculali cephenin alt katinda yiik-
sek kaideler {izerinde ¢ifte siitunlar bulunuyordu ve aediculalar sagakligin 6ne ¢ikarilmasi ve geri ¢ekilmesi
yoluyla olusturuluyordu. Cephe dogu ve bati uglarda digerlerinden ayri duran siitunlarla ¢er¢cevelenmisti. Bu
sistem yukari katta alinliklarla taglandirilan pavyonlar olusturmak amaciyla muhtemelen dikkate alinmamaigtir.
Bu tiirden ayrintisiyla bezenmis cephe mimarisi Kiiglik Asya’da oldukga yaygindir ve sadece tiyatro ve odei-
onlarla sinirl kalmaz, cesme ve giris kapilari gibi diger yap1 tiplerinde veya Ephesos’taki Celsus Kiitliphanesi
gibi yapilarda da goriiliir. Kazilar sirasinda scaenae fronsa ait pek ¢ok yazith parca ele gecirildi. Diger pargalar
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da aragtirmalar1 sirasinda L. Bier tarafindan teshis edildi; bunlar arasinda bir kaide ve ii¢ baghgi sayabiliriz.
Arsitravdaki yazitlar baniler olarak P. Vedius Antoninus ve esi F. Papiane’nin adlarina deginmektedir. Bu iki
sahis M.S. 2. yiizyilda Ephesos’un en taninmuis ailelerinin iiyeleridir. P. Vedius Antoninus’un siradisi rolii Im-
parator Antoninus Pius’un Ephesoslulara yazdig1 mektuplarin kopyasinda da yansitilmistir (bkz. asagida). Bu
mektuplar Vedius’un hayirsever roliiyle ilgilidir ve aralarinda kentin kuzey kenarindaki Vedius Gymnasiumu
olarak bilinen énemli yapinin da bulundugu yap1 etkinliklerinde imparatorun destegini onaylamaktadir.

Diger yandan bu bezeme yorumu agisindan 6nem tasir: Scaenae fronsun mimari bezemesi bouleuterionu
Vediuslarin yaptirdig1 diger yapilarla yakin baglanti i¢ine sokar. Vedius Gymnasiumu’nun Kaisersaal (Impa-
rator salonu) olarak bilinen yapinin bezemeleri ve genel olarak aile mezar anit1 oldugu diisiiniilen Monopteros
bagliklar1 ve sagakligi ile olan benzerligi agik¢a goriilmektedir. Bezemelerin aile yapi programinin 6zenle
sec¢ilmis bir 6zelligi oldugu gozlenmektedir.

Vedius’un yaptirdigr aedikulali scaenae frons ile temsil edilen cephe tipi, Kiiciik Asya’da Augustus
Doénemi’nden beri bilinmektedir. Bunlarin Aphrodias ve Stratonikeia’daki bilinen en erken 6rnekleri daha son-
raki 6rnekleriyle aymi 6zellikleri paylasir: One gikint1 yapan ve geri ¢ekilmis sagaklik aediculalart bigimlendi-
rir ve aediculalarm iizerine {ist katta degisik bigimli alinliklar konulmustur. Ust kattaki dgeleri kaydirilmis 6r-
nek karsimiza ilk kez muhtemelen Nero Dénemi’ne tarihlenen Milet tiyatrosu scaenae fronsunda ¢ikmaktadir.
Ephesos’ta Bouleuteriondaki Vedius scaenae fronsundan 6nce ise bu tiyatroda (Domitian Dénemi) ve gesme-
lerin aediculali cephelerinde (Laecanius Bassus Nymphaeumu, M.S. 78/79’da tamamlanmistir, Nymphaeum
Traiani ve Cadde Cesmesi, yapr bitirilisi M.S. 102 ve 114) ve Celcus Kiitiiphanesi (Ge¢ Traian Dénemi) gibi
diger yapilarda karsimiza ¢ikmaktadir.

Yazitlar

Bu ciltte sunulan bouleuterionda bulunmus yazitlar serisi, yapi tarihi agisindan énem tasiyan yazitlara odak-
lanmaktadir. Yukar arsitrav, asag1 friz, ve asag1 arsitravda birer yap1 yazit1 bulunur. Onerilen metine Vedius
Gymnasium’u (M.S. 147-149) yazit1 6rnek tegkil eder. Yazit yapinin Artemis Ephesia’ya, Imparator Antoni-
nus Pius ve ailesine, Asia metropolisi Ephesos’a adanmasiyla baglayarak, yapiy1 yaptiran III. Vedius ve esi
Papiane’nin isim ve iinvanlariyla devam eder. Yazitin tiimlemesi diger yazitlarda belgelenmis olan iinvanlar
temel alinarak yapilmigtir. Fragman halinde olmasi ve dogrudan benzerlerinin bulunmamasi nedeniyle, asagi
arsitravdaki metnin ayrintili timlemesi miimkiin degildir. Baz1 fragmanlarin Hadrian Dénemin’de Ephesos’un
onemli sahsiyetlerinden Ti. Claudius Demostratos Kailianos’ un ailesiyle iligkiye isaret etmesi olasidir.

Meshur “Imparator mektuplari” Hadrian’m Ephesos’a iki mektubundan, Antoninus Pius un Ephesoslulara ii¢
mektubundan ve Antoninus Pius’un Asia’daki Hellenlere hitabettigi bir mektuptan olusur. Hadrian’1n iki 6zdes
mektubu iki deniz kaptaninin Ephesos Boulesine girisiyle ilgilidir. Son bir mektup da Bouleuterion ilk yap1 ev-
resinden proscenium duvar bloklarina ait bir yazittir, diger bir mektup ise Vedius’un yaptig1 onariminda mermer
bir levhayla degistirilmistir. Hadrian Dénemi nin son yillarina tarihlenen, bir duvar bloguna yazilnig Hadrian’1
onurlandirma yazit1, Hadrian mektuplaridan birine benzer olup, muhtemelen o da Bouleuteriona aitti.

Ephesos i¢in ¢ok onemli olan bir yazit ise mermer levhalara kazinmig olan ve “li¢lii yazit” olarak ad-
landirilan yazittir: Antoninus Pius’un ti¢ mektubu, Ephesos’ta oturanlarin direnigiyle karsilasan Vedius’un
Ephesos’taki yap1 programini — goriinen odur ki bu Bouleuterionu da i¢ermekteydi — cesaret vermektedir. Bu
mektuplar M.S. 145 — 161 yillar arasina tarihlenmekte ve goriinlise gére mermer levhalara da ayn1 zamanda
kazinmiglardir.

Bouleuterionda bulunmus yazitli heykel plintheleri ve kaideleri Lucius Verus’a ait bir heykel plinthesinden,
sadece J. T. Wood’un eskiziyle belgelenmis Marcus Aurelius’a ait bir kaide (?) ve Marcus Aurelius’un kizi
Faustina i¢in yapilmis bir heykel kaidesinden olugsmaktadir. Bunlarin hepsindeki ithaflarda ayni kaliplagmis
ifadelere rastlanir ve Antoninus Pius Doneminde Vedius tarafindan koydurulmustur. Ayrica Demos kisilestir-
mesine ait bir heykel kaidesi de sahne 6niinde bulunmustur.

Sahne duvarmin duvar bloklarindaki Hadrian Donemi yazit1 daha onceki bouleuterionun en ge¢ M.S.
128/129’da yapildigin1 géstermektedir. Mermer bloklara kazinmig imparator mektuplar1 Vedius’un yap1 ona-
rim siirecine ait yazittlardir. “Uclii yazit” ise M.S. 150’lere tarihlenerek yenileme hareketlerinin bitis donemine
denk gelir. Heykellere ait plinthe ve kaideler Antoninus Pius Donemi’nde konulmustur. Yazitbilimsel ve yontu-
sal kanitlar (bkz. asagida), Antoninler portre galerisinin ayn1 zamanda konulmadigini géstermektedir.
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Bouleuterionda Bulunmus Heykeller ve Vedius Scaenae Frons’u Heykel Programi

Bouleuterionda bulunan heykellerin ¢ogu J. T. Wood’un yaptig1 kazilar sirasinda giin 1s1g1na ¢ikarilmisti. Hey-
kellerden asag1 yukari yarisi sadece yazitli heykel kaideleri veya Wood un mektuplarinda degerlendirilerek
belgelenmistir. Giiniimiize ulagan heykeller ise bugiin British Museum’da, Istanbul Arkeoloji Miizesi’nde,
Selguk’ta ve Syros’ta (Yunanistan) bulunmaktadirlar. Heykeller ikonografik olarak kabaca iki gruba ayrilabi-
lir: portre heykelleri ile kisilestirme heykelleri ve mitolojik konulu heykeller. Vedius scaenae fronsunun asil
heykel bezemesi olan Antonin siilalesinin portre galerisi, yaptiran kisi veya kisilerin, yonetimde bulunan Im-
parator Antoninus Pius ile iligkilsinini gosteren, Ephesos seckinleri arasindaki konumunun, hayirseverliginin
(euergetism) ve kiiltiirel degerlerinin vurgulandigi eserlerdir. Bu galeriden sadece Ares Borghese tipinde be-
timlenmis Lucius Verus torsosu, Marcus Aurelius’un kizlarindan biri olan Faustina’ya ait yazitli heykel kaidesi
ve bir geng kiz portresi korunagelmistir. Marcus Aurelius heykeline ait bir kaide sadece Wood’un mektuplarin-
daki bir taslak ¢izimle kayit altina alinmistir. Yazith kaidelere gore bu heykellerin hepsi buraya Antoninus Pius
Doénemi’nde konulmustur. Geng kiz bagi, Marcus Aurelius’un kizlarmdan birinin portresi olarak yorumlanabilir
ve Faustina kaidesiyle iligkilendirilebilirse, varsayimsal olarak imparatorun {igiincii kiz1 Annia Aurelia Galeria
Faustina olarak teshis edilebilir. Bu kanitlardan yola ¢ikarak hiikiim siiren imparator ile esi Faustina Maior ve
Marcus Aurelius’un esi olan Faustina Minor’un da tasvir edildigi varsayilmalidir. Geng¢ kizin Annia Faustina
oldugu dogruysa, imparatorun ikinci kiz1 Lucilla’nin da burada tasvir edilmis olmas1 gerekir. Hanedan heykel
grubundan mevcut kalintilarin yetersizligi, Lucius Verus heykelinin ve Faustina kaidesinin kesin belirlenebilir
nitelikte olmamasi ve s6zkonusu kizin Annia Faustina olarak teshisinin varsayimsal olmasi nedeniyle heykel
grubunun kesin tarihini ve kapsamini tam olarak belirlememezin miimkiin olmadigini belirtmeliyiz. Sadece
M.S. 151 — 161 arasinda kaba bir tarih verilebilir ve Lucius Verus ile Annia Faustina heykelleri i¢in ise terci-
hen M.S. Geg¢ 150°1i yillar 6nerilebilir. Portre heykellerinin hepsinin birden dikilmedigi, Faustina ve Lucius
Verus heykellerinin ise kisa bir siire i¢in dikilmis olmasi da olasidir. L. Bier heykel siislemelerine — yazitl
bir kaideyle belgelenmis — bir Demos heykeli de katmistir. Bu heykele ait kaide genel olarak M.S. 2. yiizyila
tarihlenebilir ve muhtemelen bu heykele karsilik olarak bir Boule heykeli de eslik ediyordu.

L. Bier’in varsayimsal scaenae frons rekonstriiksiiyonu, ikinci katta varsayilan iktidardaki imparator mer-
kezi nigine ilave olarak heykellerin konulacag: sekiz biiyiik yer (Aphrodisias Bouleuterionunda oldugu gibi)
sunmaktadir. Ikinci katta diger heykellerin konulmasi i¢in 1, 2, 4 ve 5 no.lu kapilarin iizerinde dort yer daha
olabilir. L. Bier rekonstriiksiiyonunu, mevcut kanitlarin kalintilarina dayanarak ve diger cagdas hanedanlik
heykel galerilerinden elde edilen bilgilerden yola ¢ikarak, 6zellikle de Nysa’da Gerontikondaki galeriye da-
yanarak (ki burada sadece Marcus Aurelius’un ilk dogan kizi Domitia Faustina sergileniyordu), portre hey-
kelleriyle donatmistir. Bier’in rekonstriiksiiyonunda merkezi kap1 girisi Lucius Verus ve Marcus Aurelius’un
heykelleriyle ¢eyriliydi ve bu heykeller de Faustina Minor (doguda) ve kiz1 Faustina’nin (batida) heykelleriyle
cevriliydi. Antoninus Pius’un heykeli varsayimsal olarak ikinci kat merkez nisine konulmustu ve bu heykelin
etrafinda Hadrian ve Sabina’nin heykelleri yer aliyordu. Hadrian heykelinin buraya konulmus oldugu tahmini,
tarihi ve epigrafik benzer drneklere dayanilarak yapilmgtir. L. Bier, son olarak kisilestirme heykellerini de
ikinci kata yerlestirmistir. Bani portreleri geleneksel olarak analemmata bitig bloklarina konulmaktaydi. J. T.
Wood’ un mektuplarina gére bouleuterionda, bagka kaydi bulunmayan bir erkek portre heykeli (belki de bani-
nin heykeli?) ve biri oturur sekilde tasvir edilmis iki kadin heykeli de bulunmustu.

Bouleuterionda bulunmus mitolojik konulu heykeller iki Musa heykelinden ve bir Silenus torsosundan
olusmaktadir. Bir Terpsikhore veya Erato heykeli Syros Arkeoloji Miizesi’nde sergilenirken, Melpomene hey-
keline ait bir plinthe yine yalnizca Wood’un mektuplarindan birinden bilinmektedir. Yiiksek Imparatorluk
Donemi’nde ¢ok islevli bouleteriaya Musa heykelleri oldukc¢a uygun heykeller olsada, bu iki heykel, muhte-
melen aslen siyasi olan ilk heykel programina sonradan eklenmigledir. Bu mutlaka donanmis oldugu atribii-
lerle Dionisiak gizemlere igaret eden ve aslen oldukga farkli bir ortamda sergilenen Silenus torsosu i¢in de ge-
cerlidir. Ge¢ Antik Dénem’de yontusal bezeme, Imparatorluk heykel grubu kalintilar1 ve yapinin iglevlerini de
gosteren heykelleri (Musa ve Demos) Silenus heykeliyle biraraya getirmistir. Scaenae frons ilk yap1 evresinde
niglerde heykel siislemesinin varlig1 kabul edilebilir, fakat mevcut kalintilar bunu goéstermemektedir.

(M. Aurenhammer — U. Quatember — H. Thiir)
(Terciime: B. Marksteiner-Yener — F. Ozcan)








