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SUMMARY

The Theater at Stobi was first excavated between 1924 and 1928 by Balduin Saria of the National Museum in
Belgrade, who published his results in an overall publication in 1938. Saria uncovered the west half of the cavea
and the scene-building, establishing the first chronology of the structure. The theater was the subject of systematic
excavations once again in the 1970s, during the American-Yugoslav project, directed by James Wiseman of Boston
University, Djordje Mano-Zissi of the University of Belgrade, and Blaga Aleksova of the University of Skopje. The
task of excavating the theater and revising its chronology was appointed to me, and this first volume of monograph
“The Theater at Stobi” publishes the results of the 1970s excavations. A new project for excavation and conservation
of theater has been initiated in 2009 by the National Institution Stobi and it is still ongoing today. The results of the
new excavations are published in the second volume of the monograph, written by Goce Pavlovski.

The Theater at Stobi, first constructed around 100 AD, was initially designed according to the model of the Roman
theater described by Vitruvius, commonly found in Italy and the western Roman provinces. However, the plan also
included elements from amphitheater architecture in order to respond to meet the city’s need for a venue that
could also host gladiatorial and animal spectacles. The semicircular cavea was attached to a long and narrow scene-
building, and the orchestra was surrounded by a podium. The scaenae-frons had three doorways, with a curved
niche for the central one and rectangular niches for the doorways on each side. The doors were flanked by four
porches with columns, and there was possibly a pulpitum. At both ends, the scene-building had large rectangular
rooms known as basilicae. At the ends of the cavea, vaulted corridors called aditus maximi ran parallel to the scene-
building and led from outside of the cavea, under the seats, and into the orchestra. Another corridor like this ran
along the central axis of the auditorium and finished with a central room before reaching the orchestra. A central
box of honor was located above this room and it was accessed through two lateral rooms with stairs, built close to
the orchestra end of the corridor. Construction was halted after the walls reached varying elevations, with some
exceeding three meters at the east end of the cavea. For some reason, the theater was never completed in the
western Roman style.

The unfinished walls of the scene-building were dismantled and the design was altered to resemble the theaters
usually found in Asia Minor. The scene-building was lowered, and the new plan included a rectilinear scaenae-frons
with five doorways and six porches with columns. Five flights of stairs from the doors led into the orchestra, and
a permanent pulpitum was omitted. Additionally, the colonnade on the porches featured curved bays at each end.
A larger than a semi-circle cavea outlined the orchestra with a podium. Open parodoi were set at an angle to the
scene-building, bordered by new marble analemmata. The aditi maximus were blocked with the orchestra podium,
and transformed into radial corridors that enabled access to the first rows of seats.

Following a devastating earthquake around 300 AD, the theater was reconstructed and the orchestra was completely
transformed into an arena. The parodoi were closed with gates and a wall was built in front of the scene-building.
Refuges were incorporated into the podium on each side, with the central room converted into a refuge. A solid wall
was built on top of the orchestra podium, curtailing the first few rows of seats. A shrine to Nemesis, featuring a large
inscription and statues of the goddess, was found in the center of the scene-building. The shrine might have been
there before the earthquake and it was remodeled after. The entrance appears to have been at the east end, where
a large entrance hall was also constructed. The excavations of the 1920s revealed extensive wall decorations, which
have since disappeared. The theater’s final use seems to have occurred at the end of the 4th century, after which it
was mined for materials to build other structures, and small houses were constructed over and within the corridors.
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PE3MME

Teatapor Bo CTOOUM OWJI MpBHAT WCTpaxkyBaH rmomery 1924 m 1928 ropuHa, of CTpaHa Ha
Bangyun Capua on HapomHuoT Mmysej Bo Besrpaz, Koj ru 06jaBui pe3ysaraTtrTe Bo ceondarHa
ny6svkanyja Bo 1938 ropunHa. Capva ro OTKPWJ 3alafHUOT e Of KaBeaTa M CLeHCKaTa
3rpafia, yTBPAYBajKU ja mpBaTa XPOHOJIOTHja Ha 00jeKTOT. TeaTapoT MOBTOPHO OWJI TpeMeT Ha
CHCTEMATCKU UCKOITyBama BO 1970-TUTe roJUHHU, 32 BpeMe Ha AMEePUKaHCKO-]yrOC/IOBEHCKHOT
IIPOEKT, 10/, paKOBOACTBO Ha [lejMc BajcMaH of YHUBepP3UTETOT BO BOCTOH, fopfe Mano 3ucu
ofi YHUBep3UTeTOT BO besrpan v biara AnexcoBa of YHUBepP3UTeTOT BO CkoIje. 3ajadaTa
3a UCTpPaXXyBame Ha TeaTapoT U peBUVpare Ha HeroBaTa XpPOHOJIOTHja MU Oellle JoBepeHa
MeHe, a 0BOj IPB TOM 0f, MOoHorpadwujara ,,Tearapor Bo CTOOU" peTcTaByBa MybIMKaIja Ha
pe3ysiTaTUTe O NCKOITyBamara Bo 1970-tute. Bo 2009 roanHa, HanyonanHara ycraHosa CTobu
3aIl0YHa HOB IIPOEKT 33 WCTpPa)kyBarbe M KOH3epBalllja Ha TeaTapoT U TOj € C€ yIITe BO TeK.
PesynTaTuTe Off HOBUTE UCTPAXyBama ce 06jaBeHU BO BTOPUOT TOM Off MOHOrpadwujara, mof
aBTOpPCTBO Ha ['o1je [1aBJIOBCKU.

TeatapoT Bo CTO6M, MPBUYHO M3rpajeH okosay 100 roAvHa of Halata epa, Ouj AusajHUpaH
criopes; MOZeJIOT Ha PUMCKUOT TeaTap OIMMLIAH Of, BUTPyBHj, KOj 0OOMYHO Ce CpekaBa BO
WUTanuja v 3anafHUTe PUMCKY IPOBUHIIMK. MeryToa, IJIaHOT UCTO TaKa BKJIydyBaJl eJleMeHTH
Ofi apXUTEKTypaTa Ha amuTeaTprTe 3a a OLTOBOPHY Ha MOTpPebUTe Ha TPafoT 3a 06jeKT BO
KOj MOJXE [1a Ce OIPIKyBaaT U IVIaAUjaTOPCKU 60pOU 1 CIIEKTAKIIN CO )KUBOTHHU. [lo/TyKpyKHATa
KaBea OWja CrioeHa CO [ora W TeCHa CLeHCKa 3rpaja, a opKecTpara Ouia ONKpYXKeHa CO
noguyM. Scaenae frons masa Tpu BpaTu, co 3a06/ieHa HUIIA 33 [IeHTPATHATA U [TPaBOArOJIHU
HUIIW 3a BpaTUTe Off ABeTe CTpaHU. BpaTuTe Ounse ¢aHKUpaHU CO YeTUPU TPEMOBHU CO
cTo/160BY, a BepojaTHO mocToen 1 pulpitum. Ha aBaTa kpaja, clieHCcKaTa 3rpaja nMasa rojieMu
MpaBOAroJIHU MPOCTOPUHU MO3HATH Kako 6asmivku. Ha kpaeBUTe Ha KaBeara, Ce MpOTerasie
3aCBOZIEHU Kopuzopu HapeveHu aditus maximi kou Ouiie mapasesHy Co CLeHCKaTa 3rpafa u
BOJieJIe Off HaZlBOPEIIHOCTA Ha KaBeara, [10J] CeANIITaTa, AUPEKTHO BO OpKecTpaTa. [Jpyr BakoB
KOPUZOp Ce MpoTeras 0 LieHTpaJHaTa OCKa Ha ayAUTOPUYMOT U 3aBpIIyBas CO IleHTpasHa
IPOCTOpUja, HETIOCPESHO Tpef; OpKecTpara. LieHTpamHa movyecHa Jioxa 6usia JionrpaHa Haj
OBaa IPOCTOpPHUja, a IPUCTAIIOT 0 Hea I'o OBO3MOJKYBaJIe [iBe CTPAaHUYHU IIPOCTOPHH CO CKaJIH,
W3rpaZieHu OJIMCKY [0 KpajoT Ha KOPUZOPOT KOH opKecTpara. Usrpanbara 6ua nmpekuHaTa
OTKaKO SUJJOBUTE JOCTHUIHAJIE Pa3/JIMYHU BUCOYMHU, a HEKOUM OJf HMB, Ha NCTOYHUOT Kpaj Ha
KaBeaTa, HAMUHYBajle TpU MeTpu. [lopasy Hemo3HaTa MPUYMHA, TeaTAPOT HUKOTALI He OUJ
3aBpLIEH BO CTUJIOT Ha 3allafHOPUMCKUTE TeaTpU.

HenoBpiieHNTe SUJOBM Ha ClLieHCKaTa 3rpaja Owje ypHaTHM U AW3ajHOT OWJI M3MEHEeT IO
MOZIeJIOT Ha TeaTpUTe KoM 0OYHO ce HaoraaT Bo Masa A3uja. CljeHCKaTa arpafia Oumiia CiymreHa
Ha MOHMCKO HHMBO, @ HOBUOT IJIaH BKJIy4yBas IIPaBOJMHKCKA scaenae frons co mer Bpatu u
LIeCT TPEMOBU CO CTOJ00BU. [leT HU3M Ha CKajIM Ce CIyILITale Of BpaTUTe BO OPKeCcTpara, a
TIepMaHeHTHHOT pulpitum 6us1 n3ocTaBeH of MIaHOT. [JOTI0OTHUTETHO, TPEMOBUTE CO CTOI60BU
Ha /IBaTa Kpaja 3aBpllyBaJsie CO 3a00/ieHN SuAoBU. OpKecTpaTa OuMIa OIKpY)KeHa CO MOAUYM
M KaBea IIOTOJIeMa Off TIOJIyKpyT. Bo 0fIHOC Ha CLieHCKaTa 3rpafia, Iof aroJ bute ¢popMupaHu
OTBOPEHU IapoJoCH KOU OWsie OrpaHMYEHM CO HOBM MEPMepHM aHaJeMH{ Ha CIIPOTHBHATA
crpaHa. Kopuzpopure aditi maximus 6ue 610krpaHy co MOSUYMOT OKOJIy OpKecTpara U Ha
TOj HaYMH TpaHCcHOPMUpPaHU BO pafiiijaIHA KOPUAOPY KO OBO3MOIXKYBaJjle IIPUCTAIl [0 ITPBUTe
peoBU Ha CeJVINTa.
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[Io pa3opHUOT 3eMjoTpec of OKosy 300 rofvHa Of H.e., TeaTapoT OWJ PEKOHCTPYHUpaH U
opkecTpara bua LesocHO TpaHcpopMupaHa Bo apeHa. [lapofocuTe Ouie 3aTBOPEHU CO TOPTH,
a mpeJ, CLieHCKaTa 3rpafa Oua usrpajeH suz. Bo moguymMor 6use BrpafjeHU 3aCOTHUINTA Ha
[iBeTe CTPaHU, a UCTO TakKa U LieHTpaHaTa IpoCcTopyrja bua mpeTBOpeHa BO 3acoHUINTe. Ha
MOBPLIMHATA OF TOLUYMOT OKOJIy OpKecTpara OWJI MarpafieH Suf, CKpaTyBajKu ro IOTJefoT
O TIPBUTE HEKOJIKY PeLoBU Ha ceuiITa. Bo cpefrHaTa Ha CLieHCKaTa 3rpaja 6uio OTKprUeHO
CBETUJIMILITE HAa HemMesa Co rosieM HaTIIMC U CKYJIITYpHY Ha 60uLaTa. CBETUIMIITETO MOXEOU
6uI0 TaMy U Tpes 3eMjoTpecoT, HO 6uIo 06HOBeHO moToa. Ce YMHU [ieKa BIe30T OWJ Ha
VICTOYHMOT Kpaj, Kajie IITO UCTO Taka OWJI uarpazieHa rojgema BiesHa cana. Co UCKOIyBambara
BO 1920-THTe e OTKpUeHa 0beMHa SHZHA JieKopalja, Koja He e couyBaHa AeHec. [locieHaTa
yrnoTpeba Ha TeaTapoT Ce YMHU [eKa Ce CIy4yusa Ha KpajoT Ha 4-0T BeK, IO LITO 00jeKTOT
61T KOPUCTEH KaKo M3BOP Ha MaTrepujas 3a u3rpazba Ha Apyru objeKTH, a Maau Kyku busie
V3rpaZileHy BO U Hafl HErOBUTE KOPUAOPUL.

viii



INTRODUCTION

History

Stobi of the Paeonians lies at the confluence of the
Vardar and Crna Rivers, the ancient Axios and Erigon,
some 50 miles north of the modern border between
Greece and North Macedonia.! The population and size
of the city expanded early in the Imperial period, and by
69 when it began to mint its own coins, it had received
the status of municipium. Construction of a city theater
followed not long after, a sign that the city had achieved
a status and a degree of prosperity that warranted
such a public facility for its festivals and celebrations
of communal events. Its initial construction belongs
to the end of the first or beginning of the 2nd century
and it was completed in the middle of the century.
Prosperity at Stobi continued for several decades with
architectural expansion and a material culture that
included imported goods from the eastern and western
provinces of the Empire.

The 3rd century brought changes to Stobi as to many
other cities of the Empire, and by the end of the century
a number of buildings had been damaged or destroyed.
Natural disasters took their toll: flooding of the Erigon
River drove inhabitants from the lower town and an
earthquake about 300 severely damaged the theater.
In no time, however, not only were repairs undertaken
but the scene-building was remodeled and embellished.
It is evident that there were both the desire and the
means to improve on the older building and not merely
to stabilize the damaged structure.

Under Diocletian the province of Macedonia was
partitioned and the smaller region to the north,
including Stobi, was named Macedonia Salutaris.
Sometime before the early 5th century, perhaps c. 386,
Stobi appears as the capital of Macedonia Secunda.
The festivals for which the theater had served were no
longer celebrated, and the new Christian liturgies were
held in the city’s churches, the largest of which was
built immediately adjacent to the theater. It was shortly
after the partition of the province that the theater went
out of use.

! Livy, XLV.29.13. The history of Stobi is included in Wiseman 19386.

Topography?

The theater lay close to the edge of the city, 37m from
the fortification wall (Fig. 1).> Although the wall may
be as early as the time of Augustus, urban development
apparently had not reached the outlying areas by the
end of the 1st century. In the numerous trenches in
the theater that were carried to sterile soil, deposits
that contained cultural material predating the building
were at the north side of the orchestra where graves of
Hellenistic date were disturbed during construction of
the cavea (Trench X1V, Fig. 2).° Too little of the city plan
is known for a discussion of the theater’s relation to the
street grid and other major buildings, but there is no
indication that the cavea was adapted to a rectilinear
system of city blocks. It follows the natural contours of
the area.

The Erigon River (modern Crna Reka) flows about
220m from the theater. From the river the terrain rises
gently (elevation from 136.46m to 137.32m above sea
level) towards a ridge that runs northeast by southwest
through the city. Today’s impression of seats resting on
a steep hillside was created by rises in the surrounding
area from the 2nd to 4th centuries. After the first phase
of the theater, floors within the scene-building and the
orchestra show little variation in elevation. The cavea
rests on radial walls with a rise of about 6m.° After the
theater went out of use and the upper tier of seats was
removed, the apse of the Episcopal Basilica of the 5th
century rested on the foundations (Fig. 3).

2 Although the cavea opens toward the southeast in the direction of
the Crna River and the low hills beyond, for ease of description, it will
be assumed that the cavea faced south. All dates are in the Common
Era unless designated otherwise. Elevations are taken with reference
to sea level.

* Amphitheaters were regularly placed at the edge of the town, near
the wall or outside it, as at Pompeii, Corinth, and Salona (Welch 2007)
as well as Italica in Spain (Garcia y Bellido 1960).

¢ Wiseman 1986, p. 39; see also introduction to Anderson-Stojanovié
1992.

5 Trench XIV, Deposits 1.8-10. Blazhevska and Pavlovski 2018
summarize the 15 Hellenistic graves discovered at Stobi.

¢ The rise of c. 6m is only to the first level of vaults of the summa
cavea substructure; a second one supported the seating. The
maximum elevation of 20m of a wall with radial disposition could
be at both ends of the cavea since the terrain was the lowest here
(Pavlovski, pers. comm.). Probes to construction levels: (a) interior
floor of the first skene, elevation 137.35-137.63; (b) surface south of
the skene, elevation 137.45; (c) surface with mortar next to walls 3
and 4 at the east end of the East Porch, elevation 137.57-137.63; (d)
top of the footing trench for wall 3, elevation 137.50-137.68. The nave
of the 4th-century basilica constructed behind the cavea while the
theater was still in use lay at an el. of about 143.31 (Wiseman and
Mano-Zissi 1976, pp. 274-291, pl. 15). Saria 1938, pp. 83-85 assumed
that there was a natural rise in the ground beneath the cavea as he did
not know of the early church.
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History of Excavations

The location of the city was first recognized
independently in the 1850s and 1860s by J.G. von Hahn
and Leon Heuzey during their travels and research in
the region. In 1902 Anton von Premerstein and Nikola
Vuli¢ recorded a number of inscriptions, but it was not
until 1924 that systematic excavations began under the
direction of Balduin Saria and Rudolph Egger.

The location of the theater was marked by a horseshoe-
shaped depression immediately south of the Episcopal
Basilica, and the presence of reused seats and stairs in
the Basilica and other structures gave a sure sign of its
location nearby. When Balduin Saria began systematic
excavations at Stobi in 1924, he chose the theater as his
starting point, sinking the first trench at the west edge
of the depression that marked its site. He continued
clearing the building complex during seasons in 1925
through 1928, but his efforts were hampered by his
departure from the National Museum in Belgrade in
1926. Lack of funds brought the project to a halt after
only one-third of the lower half of the auditorium had
been laid bare and two-thirds of the scene-building. A
brief return to the site in 1932 with the Danish architect
Einar Dyggve enabled Saria to make a preliminary study
of as much of the building as had then been uncovered,
and in 1937 he published his findings in a monograph
(in Serbian) supported by the Museum of South Serbia
in Skopje. A somewhat shortened version was published
in the Jahrbuch of the German Archaeological Institute
in 1938.7

Saria was unable to continue his study of the theater
after the Second World War. In 1965 and 1966 the
Conservation Institute of Macedonia, under direction
of SarZo SarZoski, cleared the remainder of the
building, removing some six and a half meters of soil.
The east and west parodoi and adjacent areas remained
unexcavated. On the periphery of the seats small
trenches were opened in an attempt to define the outer
circumference of the cavea.

7 Saria 1938, with references to previous publications. After the war,
Dyggve published two articles in Revue Archeologique (Dyggve 1958a,
1958b). While they grew out of his work in the theater at Stobi, they
are primarily concerned with the use of theaters in the Late Empire.
Dyggve suggested moving the construction date of the theater (our
Phase 11, the only building of which he was aware) from the period
of Hadrian to the early 3rd century. However, the deposits from our
excavations support a construction date in the middle of the 2nd
century (see Chapters II and I1I). Dyggve placed the final remodeling
in c. 325, which is probably also too late. Contextual material
associated with the phase supports a date at the beginning of the
century (Chapter IV).

In 1970 the University of Texas at Austin and the
National Museum of Titov Veles, with the sponsorship
of the Smithsonian Institution, began a new series of
annual excavations directed by James Wiseman and
Dj. Mano-Zissi. In 1973 Boston University became the
American sponsoring institution. As part of the Stobi
Excavation Project from 1970-1981, at the invitation
of James Wiseman, I undertook limited excavations
to establish an accurate plan of the building and to
establish a reliable chronology based on archaeological
materials in stratigraphic sequence. The only building
known at the time was the large marble theater that
Saria had discovered (our Phase II). In 1973 foundations
were brought to light that revealed an earlier theater
(our Phase 1) of a type radically different from the
later building (Fig. 4). The plan resembled that found
in Italian theaters and stood in sharp contrast to the
Greco-Roman type adopted for the Phase 11 theater that
was popular in Asia Minor. The discovery opened a new
dimension in the history of the building, beginning at
least a half-century earlier than had been recognized
(late 1st century or very beginning of the 2nd century).
While a plan of the Phase I theater could be restored
by the time our project ended in 1981, important
information about the early building only became
available after the east and west parodoi were excavated
by the Conservation Institute of Macedonia (1995-2001)
and east half of the cavea by the National Institution
Stobi (2009-2023).

The presence of the Phase I theater, the plan of which
resembled contemporary theaters in Italy, added a
new phase to the architectural history of the city and
opened interesting questions concerning relations
with Italy at that time. Chapter I is devoted to the
Phase I theater, while in Chapters I and III are set out
the remains of Phase II, which still dominate the site.
After what appears to have been a major earthquake,
placed about 300 by associated deposits, the cavea and
scene-building were repaired and remodeled, and the
orchestra was enclosed as a permanent arena. Chapter
IV sets out the remains of this Phase III. Chapter
V is devoted to the planning of Phases I and II and a
summary of the building.

Conservation of some of the walls in the scene-
building was undertaken by the Conservation Institute
in 1995-2001. In 2009 Stobi entered a new phase with
the National Institution Stobi under the direction of
Silvana BlaZevska. Excavation in the theater since
2009 has been directed by Goce Pavlovski. I am greatly
indebted to both directors for their hospitality and
generosity in allowing me access to their excavations
and the opportunity to include information from parts
of the theater that were revealed between 1981 and
2023. Publication of the remains, primarily in the cavea,
uncovered by the new project is under the care of Goce
Pavlovski and will appear as a separate volume.
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System of Recording
Architecture

The blocks that are not in place are listed in tables
throughout the text and most of them are represented
in drawings and photographs. Some walls and blocks
were finished with great precision, such as the facade
and marble analemmata, while in other parts of the
building the quarry finish was never removed or only
partially cut away. The work appears to have moved
from west to east, since in the cavea and scene-building
the western half is more complete and the work better
executed than in the east side. Numerous instances of
the difference in standard are discussed throughout
Chapters 1 and 111

Some measurements are also converted to Roman feet
(e.g., 24 RF) using a foot measure of 0.294m, The length
of the Roman foot used here is based on the assumption
that the orchestra, measuring 29.40m, was planned with
a diameter of 100 Roman Feet.® Arriving at the precise
length of any foot used in a building is notoriously
difficult and the result often uncertain and confusing.
The foot of 0.294m suggested here is slightly longer than
the usual Roman Foot of 0.293m. Nevertheless, when it
could be tested on a well-preserved block belonging
to one of the basic planning units, such as the lower
diameter of the first-story columns, a foot of 0.294m
seemed to fit more closely than the shorter measure.
Citation of dimensions in two scales of measurement,
perhaps confusing, is an attempt to show to what
degree of accuracy a specific block may have been cut
with reference to the architect’s specification. A future
study may present arguments for a different foot.

Elevations are given in terms of height above sea level.
Saria’s architect, Einar Dyggve, used the modern ground
level as his datum point, but so much excavation has
taken place since the first study that it is difficult to
use his figures. Dyggve’s elevations can, however, be
converted to elevations above sea level when the earlier
numbers can be checked against sea level using the
same identifiable feature, such as the marble threshold
for West Door II and the rear door in West Room II. By
such correlations, Dyggve’s datum point as marked on
his drawings and plans was 141.86m above sea level.

Deposits

The composition of soils related to the construction,
use, destruction, abandonment, and later use of the
building are described and their contents listed in the
Deposit Lists. Included are descriptions of soil with
reference to the overlying and/or underlying deposits,

¢ The diameter was measured on the lower edge of the base molding
of the orchestra podium, which is largely intact.

fauna, glass, roof tiles, and bricks. The term ‘deposit’ is
used here for any kind of formation and transformation
process, whether natural or cultural® Artifacts found
within these units form the basis for our understanding
of the history and architecture of the structure. To
preserve a complete record of this material within its
original context, all objects recovered in the excavations
of 1970-1981 were saved and grouped according to lots.
A lot ideally represents a single episode of deposition,
i.e., soil laid down at the same time and by means of the
same activity. In this way the material which had been
laid down at the same time in antiquity was identified by
the same designation or lot number. The lot is also the
storage unit for any material that was not catalogued and
may include pottery, lamps, glass, metal, faunal material,
and industrial debris. Because the same deposit may
have been excavated in different seasons and in areas not
contiguous, however, it may be represented by a number
of lots. Lots representing a single context have been
combined into individual deposits.

The deposits are grouped according to the structural
phases, e.g., construction, use, abandonment,
destruction, and are numbered consecutively according
to chapter: a Roman numeral for the chapter, followed
by an Arabic numeral for the deposit: e.g., Deposit 1.3
refers to Deposit 3 in Chapter I. Location is given by
the trench number and reference to a section drawing.
Elevations are maximum for the top and bottom of the
deposit; sherd counts represent total numbers.

Virginia Anderson-Stojanovi¢ has provided the short
summary of the range of pottery in each deposit,
followed by a more detailed statement concerning
the latest pieces.® The vases helpful for dating or
intrinsically interesting appear in a catalogue following
the deposit summary."* The imported wares present
in the theater are well known in the Mediterranean
area, and in the catalogue the standard published type
series will be used to identify the forms of the various
wares. Although most of the pottery from the theater
can be dated only with a century or half century, and
more rarely, to the quarter century, the ceramics are
the best chronological indicator in the absence of
inscriptions and the relatively small number of coins.
Eastern Sigillata B2 is the most common imported ware
in theater deposits and most examples belong to types
dated by John Hayes to the second quarter of the 2nd
century, and thus provide support for the proposed
chronology of the construction of the theater.? A

° Schiffer 1987.

1o For a study of pottery at Stobi, see Anderson-Stojanovi¢ 1992.

1 Within the catalogue entry the first number is the Stobi Project
inventory number for the object. Those items that were not
inventoried are identified by their lot number. Pottery and other
objects listed in the deposits are fragmentary unless otherwise noted.
12 The term Italian Sigillata is used to describe Arretine and related
Italian wares when the attribution is not certain. Type or form
numbers come from Hayes “Corinth” (Hayes 1973), Hayes EEA 2
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full description of Stobi local wares, including Color-
Slipped, Plain Wares, and Cooking Wares may be
found in Stobi I, Chapter 2, and the Lists of Deposits
and chronological framework for the local typology
in Chapter 4 of the same volume. Local wares may be
identified by chronological period (ER, MR, LR) and
form number. The typology for Macedonian Gray Ware
may be found in Stobi I, Chapter 3.

Munsell color designations for fabric are given only for
pieces whose classification or ware is uncertain.

References for those catalogue items published in Stobi I
appear at the end of each entry. Publication references
are also included in the list of inventoried items at the
end of each deposit.
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