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ABSTRACT

The photographic documentation conducted by the current research team is the third such documenta-
tion to be made on a stone block with a graffito, found by Stancho Stanchev (Vaklinov). The purpose of the
documentation was to juxtapose a number of techniques in order to choose the most efficient from among
them, i.e. one where subjective visual perception is minimized, and at the same time, one that renders the
greatest number of details that had remained unnoticed despite previous scientific observation. The chosen
techniques were: Reflectance Transformation Imaging and 3D Laser Scanning. The rendered results, as it
became apparent during data processing, complement each other in an excellent way.

The new details from the latest photographic documentation of the graffito can be divided into: one
fully unknown figure and details of already known figures; letter characters, most of which in front, above

and behind the figure of the rider.
Key words: Pliska, Graffiti, Contemporary techniques of documentation

Introduction

The present paper is the first in a publication cycle dedicated to the promulgation of the results
from the scientific project “The Round Stone Platform in Pliska: Construction Materials, Graffiti,
Marks and Inscriptions”! The purpose of the article is to present the methods and contemporary
techniques used for graffiti documentation, as well as the results from their application. The same

"The project started in 2021 and is conducted with the financial help of NAIM - BAS (Scientific Council
Protocol N¢ 24/25.03.2021). The team consists of: Evgenia Komatarova-Balinova (head of the project), Andrey
Aladzhov, Pantelis Charalampakis and Miglena Raykovska. The processing of materials from the monasteries at Ravna
and Murfatlar was carried out with the knowledge, consent and cooperation of Prof. Kazimir Popkonstantinov (Veliko
Tarnovo University “St. St. Cyril and Methodius”) and Dr. Aurel Mototolea, Director of the Museum of National
History and Archaeology in Constanta. I would like to express my gratitude to both of them (E. K.).
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Fig. 1. Aerial photograph of the Inner town of Pliska (photo: Stanimir Stoychev): 1. Approximate localization of the tripartite
building and “late” stone pavement, found in 1948 by Stancho Vaklinov; 2. The Round stone platform; 3. Boyar residence

O6p. 1. Be3dywHa cHumka Ha BsmpewHus 2pad Ha lnucka (cHumka: CmaHumup Cmodives): 1. [lpednonazaemo mecmo-
nosoxeHue Ha MpudesIHamMa 2paxo0aHcKa NocmpouUKa ¢ ,KbCHaMa* KAMeHHa HacmuJsika om paskonkume Ha CmaH4yo
BaknuHos npe3 1948 2.; 2. Kpwvenama kameHHa nnowjadka; 3. bonapckomo xunuwe

techniques were employed not only in the process of the documentation of the drawings, inscrip-
tions and wall-painting fragments from the Platform in Pliska (72 in total), but also in the com-
parative database collected for our research — the grafhti from the monasteries in Ravna, Provadiya
municipality, and Basarabi-Murfatlar (Churches Nos. 1 — 4, Gallery E), Constanta region, Roma-
nia. The monuments documented within the framework of the project exceed 300 objects.

The decision to illustrate the team’s chosen methodology particularly through the graffito draw-
ing on a limestone block discovered north of Pliska’s Citadel, is not an unconsidered one. On the
one hand, this graffito is among the most recognizable of this type of artefact known to the broader
academic audience, and to a certain extent is considered one of the emblems of Bulgarian “pagan”
culture. On the other hand, it was, just like the other grafhiti from the blocks in the Stone Platform,
embedded - secondarily or for the third time — as a spolium in a building in the west periphery of
the platform (fig. 1, fig. 2: 2). The block was unearthed in 1948 by Stancho Stanchev (Vaklinov)
during the investigation of a “civil” structure featuring a row of three rooms, to the “north-east of
the Small Palace” (Cranues 1955, 06p. 10).2 The absence of a situational plan and a preserved sci-
entific archive from that time allows only the approximate localization of this building to the north
of the Citadel’s north entrance, under the contemporary visitors’ path (fig. 1). A number of the

* Currently the monument is part of the permanent exhibition of the National Archaeological Museum in Sofia

(Inv. No. 3936).
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O6p. 4. KaMenna macTiaka B sanaguus kpafl sa O6p. 10. Cpasnancka crpaza. Naan
HACASIEAHOTO NPOCTPAHCTEO

180,59

Fig. 2. 1, 2. The stone pavement and the tripartite building, found by Stancho Vaklinov (after: Cmanyes 1955, fig. 4, 10); 3.
Extension to the west of the stone pavement and a section of a secret passage which ends under the Round stone platform
(photo: Mariela Inkova)

06p. 2. 1, 2. KameHHama Hacmuska u mpudesHama czpadd, paskpumu om Cmaxyo BaknuHog (no: Cmaxyes 1955, o6p.
4, 10); 3. 3anadHo paswupeHue Ha KAMeHHamMa HacMuJIKa ¢ y4acmaK om maeH XO0HUK, € U3x00 nod Kpsasiama kameHHa
nnowadka (cHumka: Mapuena VHkoea)
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trenches worked by Stancho Vaklinov were then rediscovered in 2012 — 2013 (unpublished data
from the excavations), during the process of the clearing of the “late” stone pavement found by him
(fig. 2: 1) (see Cranues 1955, c. 187, 06p. 4). Its extension to the west and north (at elevation of
183.22 - 183.26 m) was documented during the investigation of the sites labelled “Courtyard with
Wooden Fence North of the Citadel” (fig. 2: 3) (Cranuaos u ap. 2016, 648, 06p. 2.1) and “Round
Stone Platform” (Aaaaxos u ap. 2016, 650). The upper chronological border of the structures
discovered by the aforementioned archaeologist — the tripartite building and the stone pavement
— was determined by the coins discovered in the stratum, the latest among which were of Empress
Theodora (1055 - 1056) (Cramues 1955, 194). Chronologically close to them were seven gold
coins (from the same nominal) of Constantine X Doukas (1059 - 1067) (Aaaaxos u ap. 2014,
443), which originated from the northern areas of the pavement partially unearthed in 1948 (in
square 7/3 of the grid of the “Round Stone Platform” site, field journal of 21.10.2013).

The limestone block (measuring 0.48 x 0.28 x 0.25 m) (fig. 3: 1, 2) from the tripartite build-
ing, found together with other spolia (building ceramics that also feature engraved drawings and
a Greek inscription) was embedded in the inner face of the north wall of the “residential” precinct
b (fig. 2: 2), so that the images on it were turned upside down (Cramues 1955, 192,209, 212). Ac-
cording to Vaklinov, this stone block had been reused several times and used still later as an animal
trough before it ended up built into (for possibly the third time) the tripartite building. The place
of its original provenance is considered to be among the monumental structures in the Palace com-
plex in Pliska (Cranues 1955, 212).

In the following decades, the artefact was included in several publications penned by Veselin
Beshevliev (Bemesanes 1992, 252 — 253), Dimitar Ovcharov (Opaapos 1982, 51 — 55), Pavel
Georgiev (Teoprues 1991, 198 — 208), Stamen Mihailov (Mihailov 1998), and Rasho Rashev
(Pames 2008, 227 — 228). The interpretations of the depicted elaborate scene, rich in detail, main-
ly fall into two groups of hypotheses. According to the first, the scene is of triumphal character,
the most solid argument in favor of which is the obvious similarity of the rendition of the cen-
tral mounted figure to that of the Madara Horseman (Cramues 1955, 211-218; Opuapos 1982;
Pawes, Aumutpos 1999, 45). According to the other group of hypotheses, the scene represents a
“cult ceremony in the Bulgarian capital of the first half of the 9" century”, which gives grounds for
a “precise and convincing reconstruction” of the “cultic-religious ceremonials in the pre-Christian-
isation era” (Teoprues 1991, 198).

The main reason for the existence of multiple interpretations of the scene, are the missing or
barely visible details on the stone surface — especially in its left half — which has created a wide
open field for the imagination and has generated various interpretations, many of which are en-
tirely conjectural. For the period since the discovery of the block ca. 75 years ago until today, the
stone has been photographically documented twice. The first time it was recorded by its discov-
erer (fig. 3: 1) and the facsimiles of his graphic documentation have been reprinted with some
additions by Veselin Beshevliev and Dimitar Ovcharov (Bemesanes 1992, 253; Ouapos 1982,
¢ur. 1). In 1991, Pavel Georgiev documented it again (fig. 3: 2), which gave him a reason for a new
interpretation, different from that of Vaklinov. According to Pavel Georgiev, the key role for the
understanding of the drawing is played by the word inscribed between the standing human figure
on the left and the rider in the centre, read by him as KOYMIP instead of [TOYMIP, as per Vakli-
nov and Beshevliev. From this starting point, the entire scene is interpreted as a moment captured
from a ceremony related to the ancestors’ cult, “well-known among the Turkic people” In the so
presented scene, the standing figure is identified as a statue of a kumibr (idol), symbolizing one or
more dead ancestors (Teoprues 1991, 205). The same author argues that to the left of the standing
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Fig. 3. 1, 2. The images on the stone block, documented by Stancho Stanchev (Vaklinov) and Pavel Georgiev in 1955 and
1991, 3. Juxtaposition between previous documentation and the new one, in 2022

O6p. 3. 1, 2. [J]okymeHmayus om 3acHeMaHemo Ha u3obpaxeHusama eepxy 6:10ka om Cmax4o CmaHuyes (BaknuHos) u
Masen [eopeues npe3 1955 u 1991 2.; 3. Cenocmaska mexdy no-cmapama 0oKyMeHmayus ¢ ocsujecmaeHama npes 2022 2.
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human figure there is another one - a second kumihr which, together with the first one and the
remaining personages, depict a moment from a consecration ritual of a Khan’s memorial or burial
ensemble (Teoprues 1991, 205). The full reading of the inscription on the right as “the very strong
khan descendant (grandson)” allows the suggestion that the central figure represents the young
Khan Malamir (Teoprues 1991, 207). The author elaborates his hypothesis decades later, in 2018,
in his comprehensive study “Pliska, the Pagan Centre of Bulgaria”. He does so in the context of the
problem of the construction history of the Great kapishte (pagan sanctuary), where he suggests a
possible reconstruction of the temple and derives its “inherent connection” to “Turkic memorial
temples dedicated to the higher aristocracy”, one of which is the temple of Kul Tigin in Mongolia.
In support of this statement is the same “kumihy” from the graffito discovered by Stancho Vaklinov,
which should have been placed inside an alcove in the broadest (eastern) wall of the inner rectangle

of the Great kapishze in Pliska (Teoprues 2018, 41).

The photographic documentation

The photographic documentation conducted by the current team is, as mentioned previously,
the third for this stone block (fig. 4). The work was carried out in March 2022, immediately after
the last cleaning and conservation of the monument with regards to the inclusion of the graffito
in the exhibition “Mounted Nomads in Europe” (Schallaburg, Austria, 09.04. — 06.11.2022). The
purpose of the documentation was to juxtapose a number of techniques in order to choose the most
efficient from among them, i.e. one where subjective visual perception is minimized, and at the
same time, one that renders the greatest number of details that had remained unnoticed despite the
previous decades of scientific observation. The chosen techniques were: Reflectance Transforma-
tion Imaging and 3D laser scanning, whose results, as it became apparent during data processing,
complement each other in an excellent way.

Reflectance Transformation Imaging (RTT) is a technique used for the documentation of very
fine surface details — often invisible to the naked human eye, and difficult or even impossible to
capture through other photographic or 3D methods — on a wide spectrum of materials (Raykovska
et. al. 2015, 140). The method uses the algorithms of Polynomial Texture Mapping (PTM) and
Hemispherical Harmonics (HSH) developed in 2001 at Hewlett-Packard Labs by Tom Malzbender

Fig. 4. Contemporary condition of the monument (photo: Miglena Raykovska)

06p. 4. Ce2awHo cocmosHUe Ha NnaMemHUKA (cHUMKa: MueneHa Palikoscka)
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(Warda 2011, 125; Bevan et al. 2013, 221). In contrast to laser scanning and photogrammetry,
RTT does not result in 3D data in a point cloud with concrete dimensions in the x, y and z axes.
Instead, the obtained data contains information about the normal vector for each pixel of the area
photographed. That means that each pixel can be positioned correctly in space and in relation to
one another, thus forming a 2D representation that is of a 3D character.

RTT s a flexible technique, and easy to use. The necessary equipment consists of a photo cam-
era of good resolution, a stable tripod, a flashlight, a black reflective sphere and synchronizers. The
technique entails a sequence of standard captures of a given object, each taken with the help of a
fixed camera under directional lighting (flashlight). The object is illuminated from no less than
24 evenly distributed lighting positions (Mudge et al. 2010, 115) (fig. 5). The purpose of this is
to calculate the normal for each separate pixel of the image with the help of the data stored in the
capture (fig. 6). The RTT algorithm calculates the reflection for each pixel according to each light-
ing position coming from the illuminant (Gabov, Bevan 2011, 4). Along with that, the pixel also
preserves the data of the colour coordinates within the colour dimension used. This information
is suflicient in order to reproduce the direction of the normal and, based on that, the relief of the
object’s surface, as well as its texture. Taken together, the “normals” trace the shape of the surface in
the so called “normal map” (fig. 6), and with the help of the respective software (RTI Viewer) and
computer-simulated light sources and filters, the end user can manipulate the lighting positions
and reflections of the studied object, thus discerning different areas of the surface (fig. 7). When a
camera of high resolution is used, the ground sample size for each normal measurement can be less
than 50 microns (Raykovska et al. 2015, 142), and as a result, some very thin and shallow incisions
can be identified.

The RTT documentation of the graffito from the tripartite building north of the Citadel was
carried out usinga Nikon D500 camera and a macro lens Nikkor 105mm. One RTT sphere was used,
together with a GodoxT' T685n flashlight. The photographic documentation was completed in 69
captures, with the use of one RTT sphere (fig. 5). The tentative aspects of the scene’s interpretation in
the publications cited above were used for orientation when the data was processed in RTT Viewer.
Lighting positions that reveal missing or unclear elements of the drawing and parts of inscriptions
were deliberately sought (fig. 9). Finally, the vector graphic image was traced upon the normal map

Fig. 5. 69 frames of the graffiti with 1 RTI sphere and different positions of the light source

06p. 5. 69 kadvpa Ha epapumume ¢ pazIUYHA NO3UYUSA HA c8eMJIUHHUA Nnomok u 1 6p. RTI cpepa
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Fig. 6. A snapshot of the stored light positions on the
RTI sphere

06p. 6. 06w KadBP HA CoXPAHEHUMe NO3UYUU HA
cgemiuHHUA nomok 8vpxy RTl cpepama

Fig. 7. Anormal map derived from the RTI Viewer
06p. 7. ,Kapma Ha Hopmanume” om RTI Viewer

Fig. 8. Detail of the graffiti surface, with reduced Fig. 9. Graffiti’s detail demonstrated through the Specular
saturation and a sharp angle of the light source, Enhancement filter

revealing details of fine incisions 06p. 9. flematinu om epaguma, deMoHCMpPUPAHU Ype3

06p. 8. lematin om nogepxHocmma Ha pagpuma, Specular Enhancement ¢punmesp
C HaMasneHa camypayus U ocmvp v2vJj1 Ha

C8eMJIUHHUA NOMOK, paskpusaw 0emadisiu om puHu

8pA38aHUA
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Fig. 11. Snapshot of the 3D segmentation in CloudCompare v.2.12.1

O6p. 11. 06w kadep om mpuusmepHa ceemeHmayus 8 CloudCompare v.2.12.1

and the selected views from RTT Viewer, which in fact were used as its base and therefore reflect the
objective condition of the monument (fig. 10).

The laser scanning was performed usinga CREAFORM Handy SCAN 3D - scanners of the
latest generation. The precision is 0.025 mm with a resolution of 0.050 mm. It works with 7 laser
crosses and 1 additional laser line. This scanner type does not generate texture but in this particular
case, in the presence of detailed photographic documentation, that is not necessary. The visual
study of the 3D model clearly demonstrates the existence of images and graphic elements that were
not noted in earlier publications. In order to confirm that, and to facilitate the comparison with the
results of RTT photography, the so-called process of segmentation was conducted (fig. 12: 3). This
is, broadly speaking, a mathematical algorithm for the recognition of images from a certain picture.
It is often used in medicine and is a known tool in epigraphy. The 3D segmentation is a derivative
approach based on a mathematical analysis of 3D databases, instead of 2D photographic images.
The process permits the “mapping” of depths of artificial incisions upon a given surface. For the
purpose, a 3D point cloud of high resolution is used, to which an additional plane can be mounted
and serve as a reference point for the measurement of distance between the two surfaces (Longo
2016, 30).

The Cloud Compare software is among the most preferred packages for the conducting of
such research. For the purpose of the project was used the so-called Poisson surface reconstruction
— a method for the calculation of depths and distances, in which, with the aid of an additionally
mounted smoothed surface, a coloured map is produced, which reflects the extent of deviation
between the planes. This is often represented in two colours: red-yellow, black-white etc., where the
darkest colour denotes the most extreme negative deviation of the depth towards the light, which in
turn illustrates the most positive deviation of the depth. Examples for the segmentation of the 3D
model of the graffito in Cloud Compare 2.12.1. are presented in Figure 12: 1, 3.
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Fig. 12. Snapshots of the 3D laser scan model and the point cloud segmentation

06p. 12. 06w kadpu Ha 3D Mmodesia om 1a3epHOMO CKAHUPAHe U ceeMeHmayuama Ha o61aka om moyku
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Results from the new documentation

The new details from the latest photographic documentation of the graffito can be divided
into: one fully unknown figure and details of already known figures; letter characters, most of

which in front, above and behind the figure of the rider.

The grathti drawings

The details which are most problematic and challenging to interpret regarding the previous
documentation campaigns in 1955 and 1991 appear as follows, when compared to the results of 3D
scanning and RTT (fig. 3: 3, fig. 12). The incisions that have been interpreted as a second “kumibhr”
figure in the left part of the block are, in fact, the head, neck and part of the chest of a horse.
His head is rather bent downwards, disproportionately elongated, and some of its components are
rendered both facing and in profile: the ears, the eye and the jaw. The back, the hind limbs and the
tail of the animal are shown in a similar way as the horse figure in the right half of the block. At the
same time, the line drawing of the head emulates almost thoroughly that of the figure under the
horseman, from which (in reverse perspective) are depicted only the front body parts. It could be
therefore considered that all three horse figures were drawn synchronously and by the same hand,
which is also shown by the same pressure applied on the sharp tool that left a very shallow incision.

The standing human figure — the so called first kumibr, is in fact a depiction of a warrior in
armour, presented facing, disproportionate, especially his torso. Part of the upper half of his body is
covered by a helmet. The way the helmet is rendered suggests that it comprised a solid component
and a plastic one. The former is spherical on top and engulfs completely the head, with cutouts for
the eyes. The second part covers the neck and some of the chest, and was made of fine small chains
which the “artist” depicted rather unskilfully. A deeply incised line — possibly also an opening —
slices the helmet into two symmetrical vertical parts, ending on top with plumage of two stripes
descending symmetrically downwards. An entirely new detail revealed in the latest photographic
documentation is the belt of the figure (fig. 3: 3, fig. 9, fig. 12). It wraps tightly around the waist and
is fastened with a rectangular buckle, much wider than the band. The shape of the buckle was traced
not by incision but by scraping off the surface, and because of that does not feature a tongue. To the
right and to the left of the belt, symmetrical to each other, are attached a scabbard for a sword (or
sabre) and a single-blade knife, but it would be premature to claim whether they render concrete
weaponry since they are drawn too schematically, without any type-determining characteristics
like the hilt, the guard and the point of the wedge. Entirely conjectural in this case would be the
suggestion that the right arm folded in the elbow is holding this sabre or sword with a “tip” pointed
upwards, because its length does not correspond to that of the scabbard.

The lower half of the body of the standing figure is presented up to the knees. It is dressed in a
flared garment, of which two frontal parts are visible. They are clearly visible in the area of the skirt,
slightly open in front and presented by a thickened line. The folds and the model of the garment are
rendered without skill, but they nonetheless allow the observation that this flared piece of clothing
ended with a narrow band or cuff.

Due to the scarcity of historical, archacological and visual art evidence from the period of the
Early Middle Ages — here we have in mind the information from the so called aristocratic graves
and those collected in Valeri Yotov’s monograph “Arms and Armour in the Bulgarian Middle Ages
(7 - 11* century)” (Moros 2004, 37 — 77, 115 — 120) — as perhaps the most certain analogy of
our depiction we can point out the warrior figure on the round medallion of the bone amulet from
Harlets, Vratsa Municipality. The similarity in details in this case are: the two-part helmet to which
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plumage is added on top, the undecorated belt, the flared garment, and the sabre suspended to
the left of the belt (Stanilov, Komatarova-Balinova 2018, abb. 2, 3). At the same time, the round
shield of the rider from this graffito, despite shown without an umbo, so far corresponds only to
the shields from the right branch of the Harlets bone amulet, which has been also noted in Valeri
Yotov’s monograph (Hotos 2004, 117, 06p. 66, 06p. 77).

No doubt, scholarly attention has been drawn so far mainly to the central figure of the
composition — that of the rider (fig. 8, fig. 10). He is presented in profile to the left, and part of his
upper body half and face are turned towards the viewer. He is depicted with similar artistic methods
as the Madara Horseman, and they share several details in common. The most obvious among them
are: the pose of the rider, the proportions of the human figure, the “ceremonial pose” and the ratio
in the rendition of the horse, and even minute details like the movement of the beast, the ankles and
the hooves. Among the newly documented details one can see the high front curve of the saddle,
similar to that of the Madara Horseman, the round chest piece of the horse similar to the Madara
relief, and the braided tail made of three strands of hair. The static pose of the rider is supported also
by the stirrup and the horse reins which he holds in his right arm raised high. The new element in
this figure is the pectoral that covers the upper half of the torso and its contour merging with that
of the stiff-tipped helmet. To the limited number of analogies, with a degree of certainty, we can
mention the human figure with a pointy two-part helmet engraved to the west of the Church 1 in
Murfatlar that have so far remained in the periphery of scientific interest (fig. 13).

The textual graffiti

Apart from the drawings, the stone block from Pliska includes textual grafhiti that covers five
segments of the surface, above the drawings and between them. In four out of five, the characters
are scratched with thick sharp instrument and are of large size in regard of the stone’s overall di-
mensions, while in the fifth the characters are small in size, and consist of very thin lines. Despite
the vast scholarly literature on this stone, the small-size letters appear only in the drawing by Pavel

Georgiev (fig. 3: 2) (Teoprues 1991, 203; Ieoprues 2018, 40, 06p. 14). Of the four clearly visible

Fig. 13. A graffito drawing west of the entrance of Church 1 in Murfatlar
(photo: E. Komatarova-Balinova)

O6p. 13. PucyHka-epagum, 8psazaHa 3anadHo om exood Ha L{spkea Ne 1
8 Mypgpamnap (cHumka: E. Komamapoea-banuHosa)
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texts, one is a continuous line at the upper part of the stone, with possible traces of another line
broken off above, while the other three are single words appearing at different parts of the surface.
Whether all these texts are related to each other or to the drawings on the same stone block, is an
issue difficult to interpret. The following commentary touches upon the large-size characters only,
because the small ones are extremely faded and no longer visible even in the high quality RTT pho-
tos. The multiple and varying interpretations and explanations of the text, provided by previous
scholars can be found in the cited literature. Before proceeding to the commentary, it must be em-
phasized that the textual content of this stone can hardly be of a monumental, official character: the
overall size of the figures and the letters, the medium of execution, as well as the fact that they have
been scratched as grafhiti probably mean that these were spontaneous in nature, created on personal
initiative (by more than one person) and were definitely not the outcome of a commissioned art-
work or inscription.

kKX

The inscription was first read by Stancho Stanchev (Vaklinov) (fig. 14: 1) as: [...]JAEZAN[.]
ITOAA AYATOC[TOYN? KE] NET'YN - ITOYMIP - ITETPOC, without providinga transla-
tion or a clear explanation for this reading (Cramues 1955,211 - 217). It was later complemented by
Veselin Beshevliev as: [EN@A]AE ICANITOAA AY <N>ATOCITIOYMIP NEI'YNTIIETPOC,
translated as: “Here were: the very strong Poumir, (as well as) Negyn, Petros” (bemesaues 1992,
no. 89, 06p. 189 - 190). In this interpretation, only Poumir was “very strong’, and he was accom-
panied by the other two persons. Dimitar Ovcharov, on the other hand, suggested the following
reading: [EN®A]AE KAN ITOAA AY <N>ATOCITOYMIP NEI'YN ITETPOC, translated as:
“Here (are depicted) the most powerful khan, (as well as) Poumir, Negyn, (and) Petros” (Op4apos
1983; id., 1982, 56 — 58, 145, 06p. 24, Taba. LXXX; the reading of the word “khan” was accepted
by and repeated in: Pames 2008, 227). According to this — third - reading, only the “khan” was
“very strong’, and he was accompanied by the other three. Yet another reading was proposed by
Pavel Georgiev, who split the text in two parts, to the left and to the right of the shielded horse-
man, as two inscriptions in two lines: IAE KAN - KOYMIP / TTOAA AY (N)ATOC KAN[AC]
NETYN[OC], translated as: “This is Khan — koumir” / “the very strong khan — descendant
(grandson)” (fig. 14: 2) (Teoprues 1991, 200 — 205. See also: [eoprues 2018, 39 — 42). A few years
later, Stamen Mihailov suggested the reading: IZAK ITOAA O ATOZ, translated as: “Isak, the
very guilty” (Mihailov 1998). According to Mihailov, the inscription refers to the Bulgar bolyars
Isak, Poumir, Negyn, as well as the Slav Petros, who were punished for opposing Boris™ plans to
Christianise the population of his state.

Although the three “names” pose no problem, the continuous text is hardly legible, for the up-
per part of the stone is damaged. The new methods of photography applied to this stone revealed
much evidence regarding the pictorial graffiti and very little, yet significant, information regarding
the textual graffiti. In fact, each of the previous scholars who tried to read the text was right about
something, adding small pieces to a bigger puzzle. The following is the proposed new reading of the
inscriptions on the stone, based on the letters visualized through RTT and laser scanning.

On the continuous text in the upper part of the stone block:

[..]AEKAKEITOAA[.T or Y]A[® or I]O[C or I]C][...]
[...] ten (?) and many ... [...]
The sixteen visible characters deserve to be commented upon, one by one (fig. 14: 3, 4): The
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Fig. 14. 1 - 3. Documentation of the inscriptions on the block in 1955 (by Stancho Vaklinov), 1991 (by Pavel Georgiev) and in
2022 (by the team of the project); 4. 3D Laser scanning of the inscriptions on the block

O6p. 14. 1 - 3. 3acHemaHe Ha Hadnucume 8vpXxy 6;110ka npe3 1955 (Ha Cmanyo BaknuHos), 1991 (Ha lMasen [eopaues) u
2022 (om ekuna no npoekma); 4. 3D nasepHo ckaHupaHe Ha Hadnucume om 2022 2.
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first visible character, at the upper left part of the stone, consists of a horizontal bar below with
two vertical hastas springing up from it (resembling an upside-down Greek p7). It can be compared
with the peculiar de/ta attested in a graffiti at the church no. 2 at Avradaka, near Preslav, dated in
the late 9* - early 10 c. (MBanosa 1949, 60; Msanosa 1955, 80, 130, o6p. 22; Opyapos 1979,
190. Cranues 1955, 215, also saw a delta on the stone presented here, without, however, being able
to provide its exact shape or any parallel). The difference between these two characters — the one
from Pliska and that from Avradaka/Preslav — is that the second one, according to Vera Ivanova
who excavated the site and published the graffiti, bears a small line which cuts diagonally the left
vertical arm (Dimitar Ovcharov has omitted this line). If this small, diagonal line is not an acciden-
tal scratch or damage, it could have been an element added by the person who wrote these words,
perhaps in order to form a cross, given that the text is of religious, Christian character. This type of
delta, not attested elsewhere, must have been a local variety, perhaps developed by locals who had
been schooled in the Greek language. It is not attested in inscriptions known so far which were
commissioned by khans or other official and funeral inscriptions on stone. The possibility of a con-
nection with the Runic characters that according to scholars correspond to the phoneme () AA
and similar ones (on these Runes see Momues, Mowuesa 1982, 56, 06p. 81, 63, 06p. 87, 65, 06p. 92)
needs further investigation. Hopefully, future discovery of more samples will help scholars to map
the finds and trace the origins of this peculiar character.

Next, the second letter is an epsilon, whose upper half is shorter than the lower part, and the
angle formed between the upper line and the middle bar is sharper than usual. Moreover, the end-
ing of the lower tip is curving upwards. It resembles neither the epsilon of NEI'Y'N, nor that of
I[TETPOC, scratched on the same stone.

The third and fifth visible letters of the inscriptions are kappas and it is worth analysing them
together. The kappa following the epsilon consists of two separate lines, one is a vertical hasta and
the other resembles a C or <. This shape was common in that period (see, for example: Opuapos
1982, taba. LXXXIII and CXXIV; Bemesaues 1992, no. 28, with 06p. 91; also in inscriptions
from Ravna: the establishment or restoration inscription — ITonkoncrantunos 1986, 10, o6p. 2;
the so-called inscription of Pope Clement — e.g. Teoprues 2017, 226; and in unpublished graffiti
from this same monastery). Sometimes, a small horizontal line connects the two main parts, but it
is so faint that is barely visible (Bemenanes1992, no. 31, with 06p. 94). Occasionally, two different
types of kappa — with connected and separate lines — were included in the same inscription (see, for
example, FBanosa 1955, 90, 138, 06p. 34; Bemenaues 1992, 158, no. 26, with 06p. 89). Stancho
Vaklinov and Stamen Mihailov (Cranues 1955, 215 - 216; Mihailov 1998) read the first kappa
as IZ, YZ, or K, showing preference for the Z. In the next kappa, there is, indeed, the trace of a
connecting line. On both kappas, curved feet (“serifs”) terminate the vertical hastas’ upper parts.
The second kappa had not been detected by previous scholars, who interpreted the lines either as
IC (10) or N (v). It must be admitted that IC / I< is, more than frequently, simply the sequence
of the two letters (10) (as, for example, in: Osuapos 1992, 259 — 260, 06p. 1, the IC standing for
I(H)C(OYC) [XPICTOC]). In this case, if one accepts the reading 1o, the dexaioenola would not
make sense, even if the first part is interpreted as [ev0a] 3¢ (the preposition oz used in modern Greek
was still ei¢ at that time). However, the connecting line, the curved feet, the overall resemblance
between the two characters, as well as the vowel (epsilon) that follows, all point to a kappa.

Between the two kappas, the fourth discernible letter is an alpha, of similar type with the other
two alphas attested further in the same line — the tenth and the twelfth visible characters. The only
difference is that the left bar looks more vertical than usual; nonetheless, this character cannot be
mistaken for a delta.

36



THE “KHAN” AND HIS “KUMIHRS” ...

After the second kappa, in the sixth position, there is an epsilon, no longer visible to the naked
eye but detectable with the help of the 3D laser scanning photo (fig. 14: 3, 4). It is similar to the
epsilon attested previously in the same line: same angles and curved ending of the lower tip.

The next, seventh character, already noted by previous scholars, is a pi. The left vertical line is
longer than the right, and the horizontal bar has been scratched slightly diagonally, falling from left
to right. There are no serifs visible, only plain, straight lines.

The pi is followed by what looks like an omicron. Although this letter placed here fits perfectly
with the previous and following ones to form a word, one cannot but notice the unusual shape of
this character: its left half is not curving, but rather seems to be a vertical, straight line, whose lower
part ends projecting leftwards; another straight line, this time horizontal, is attached to the lower
— curving — part of the character. Moreover, the vertical line on the left is projected a little higher
than the letter’s upper curve, and it ends with a serif to the left, making the character similar to the
Old Ciyrillic letter yer — strong (on this letter, see also below, about the chronology).? It must be
noted, however, that despite the existence of several bilingual inscriptions with text in Greek and
Bulgarian (written in Ciyrillic), so far no Greek text in Greek mixed with Cyrillic characters has
been discovered. For this reason, it seems that it is an omicron, and that the character’s shape is not
circular due to the scribe’s slipping hand.

The ninth visible character can be confused for an alpha when seen with naked eye, but is in
fact a lambda, as the RTT image convincingly shows. It has a standard form, without serifs or other
special features.

Then follows an alpha, again of a common type.

After this alpha follows something that has been interpreted as a delza. In fact, what we see
is a break on the stone, roughly in the shape of a standard de/za, and not the letter delta itself (the
absence of a letter here has been already noted by Stamen Mihailov 1998, 5). Moreover, judging
by the neighbouring letters alpha and lambda, which have a shape similar to the standard delza,
their lines are stretched much more than the damaged area, meaning either the delta was too small
compared to the other letters, or it was not a de/fa. Last but not least, even if the spot was occupied
by a character that was a delza, it should have been similar to the one attested previously — the first
visible letter in the same line (see above). The use of two different alphas, betas or kappas, for exam-
ple, in one and the same inscription would not be a surprise, because of the close similarity between
the types of characters; but using two very different deltas (if assumed that the first visible letter of
this inscription is certainly a delta), such as the standard type and the rare one that resembles an
upside-down Greek p7, is rather unlikely.

*Despite the fact that the overall image of the text shows that it is in Greek and, therefore, the letter is omicron,
it is worth commenting on this peculiar character: if the word is correctly read and understood as woA<A>d, then
the — hypothetical - spelling [TBAA instead of ITTOAA might be yet another indication (aside from the delta men-
tioned above) that the person who scratched this text was perhaps not a Greek: it is possible that the phone /o/ was
written with a (strong) yer. This may happen for several reasons, for example because the receiver heard the word
pronounced like woud(A)é. Unstressed /o/ is pronounced /u/ in most idioms of North and many of Central Greece.
To my knowledge, there is no systematic study on evidence of this change in everyday speech through inscriptions and
manuscripts (P. C.); among the earliest medieval literary sources is the 15* c. manuscript of the so-called Chronicle of
Ioannina, where the scribe has repeatedly written OY instead of O or W — see: Osswald 2021, 25. This phenomenon
is attested already in Late Antiquity, for example the name Dometius/Domitius appears both as AOYMETIOC and
AOMHTIOC in inscriptions from Nikopolis, but scholars attributed the different spellings to the meter used in these
texts — see: Xahkid 2017, 683). In Proto-Bulgarian inscriptions, this phenomenon is attested, according to Veselin
Beshevliev, in a couple of nouns, as well as in some Bulgar names and titles (Bemesanes 1926, 385 — 386; Bemesaues
1992, 51, 60 — 61). A second example of an omicron resembling a yer is attested in the word AOYAW in a Greek
inscription in Murfatlar church B4. It is possible that the person initially wanted to write either a yer or a Greek OY
ligature, to which he then added the upsilon (see Bapust 1962, 314 — 315, fig. 22; Barnea, Stefanescu 1971, 218, fig. 65;
Barnea 1981, 68, plate 20. Barnea did not notice the letter’s shape).
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Although the lines of the letters after the damaged spot are visible, they are so close to each oth-
er that it is difficult to tell the characters apart. The only clearly detectable letter is an a/pha in the
twelfth position. Its left edge is almost touching the eleventh character which resembles a Cyrillic
che, or, more likely, a zau or upsilon (and less likely a 750), or even a ligature of two letters. Be that as
it may, the main, vertical line of this character or ligature stretches far too long downwards. There
is no satisfactory explanation for this eleventh character (or ligature). If it is a za#, the horizontal
line is not straight at all, and does not match any other forms of zzu from inscriptions and grafhti in
Bulgaria; if it is an upsilon, it certainly does not resemble the upsilon in NEI'Y'N, which suggests it
was scratched by a different hand. Again, this form of upsilon is not attested elsewhere. In fact, this
character’s shape resembles the Cyrillic che from inscriptions of that era, but its place here would
not make sense (see also above, the comments on the Cyrillic yer).

After the alpha, there is a vertical line which could or could not be attached to a barely visible
circle around it (detectable only with RTT photos), thus forming the thirteenth character, a ph, or,
less likely, a 7oz, if one does not consider the circle. This character has been traditionally perceived
in literature to be a zau or a gamma, because of the upper part of the circle which was thought to be
a horizontal line.

Identification of the fourteenth visible letter in this line is beyond dispute: it is an omicron. As
for the last two, the first could be a sigma or, perhaps, a iota scratched with curved, not straight line,
and the second is again a sigma (visible mostly in the high quality RTT photos).

XK X

The sequence of these letters gives two certain words, one almost certain (either this exact
word or a composite), and several characters that cannot be interpreted without speculation.

The first four legible characters give the almost certain word: d¢xa (“ten”) (see also Mihailov
1998, 3). It is possible, of course, that this is only the second part of a composite word contain-
ing the numeral 8¢xa, for example voexa (“cleven”), ddexa (“twelve”), mevrexaudéxa (“fifteen”).
Numerals appear quite often in early Bulgarian inscriptions, for instance, in the inventory lists of
equipment (Bemesanes 1992, 193 - 205, where, however, numerals are indicated with Greek dig-
its — letters) and other official inscriptions (Bemesaues 1992, 207 ff., No. 56; 215 ff.,, No. 57, where
they are cither indicated with Greek digits, or written in full), as well as in texts related to calendars
and time-keeping (for example, Bemesaunes 1992, No. 91, with commentary).

Next, the letters kappa and epsilon form the conjunction xe — a misspelled xai (“and”) — a very
common mistake encountered even in the works of experienced scribes, throughout the Middle
Ages.

The following four letters give the word moAé (“many”, “numerous”), a reading with which all
scholars agree so far. This word is repeatedly attested in Proto-Bulgarian inscriptions spelled with
one lambda, instead of mole. (Bemesaues 1992, Nos. 14.41, 41.6, and also 14.1, 57.20). There
is one circumstance, however, that deserves attention: in the other Proto-Bulgarian inscriptions,
mo)\& matches nouns or names and, moreover, as Jannaris explained (Jannaris 1897, 151; cited by
Bemenaues 1992, 252), mol\é can also match with adverbs; the scholars who tried to interpret the
inscription on the Pliska stone examined here matched moX\& with an adjective. This word could
also be a substantivized adjective, but since the context remains unknown it is not possible to define
its use within a sentence.

Be that as it may, neither the following characters form the word Svvatdg (a word suggested
by Beshevliev and Ovcharov), nor it is clear what word was written there. There is no delta or nu,
and the reading of some of the other characters is still questionable. The reading of the word tédoc
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(“tomb”, “grave”, in singular, nominative) or té¢oig (in plural, dative) is possible, but tentative. Al-
ternatively — and most likely —, the omicron is followed by two sigrmas, probably belonging to two
different words. After the last visible sigza, there are traces of at least two more letters: one vertical
line (hasta) and part of what could be an omicron. It is not possible to connect them to the visible
letters, because this part of the stone is very damaged and nothing else can be seen.

Xk X

On the three one-word captions:

[TOYMIP / NEI'YN /TTETPOC

Poumir / Negyn / Petros

Apart from the continuous text in the upper part of the stone block, there are three more
words inscribed in different parts of the surface, surrounding the drawings. These have generally
been accepted by scholars to be proper names — Poumir, Negyn, Petros.

Stanchev (Cramues 1955, 215) assumed that the “name” Poumir corresponds to the (allegedly)
standing figure to the left, and the name Petros to the central figure of a horse-rider. According to
the same author, both Poumir and Petros were inhabitants of Pliska and the text above was about
them and/or their deeds. A similar interpretation was provided by Stamen Mihailov, who assumed
that the depicted figures show Boris I (or someone close to him) and his enemies within the state. In
general, all scholars have linked in one way or another the figures on the stone with the names (and
the text above them). Only Rasho Rashev suggested that not all the graffiti depicted on this stone
belong to one and the same layer (Pames 2008, 228). Pavel Georgiev, on the other hand, proposed
the reading KOYMIP and suggested that this is not a proper name, but a noun meaning “idol”
(Teoprues 1991, 204). The summarization of the data from RTT and laser scanning shows clearly,
however, that the first letter from the word should be read as a p7, since its vertical right hasta is not
a result of “an accidental sliding of the sharp tool” and / or a natural crevice of the stone (compare:
Teoprues 1991, 202). Against these arguments is the uniform depth of the incision, as well as
the fact that the hasta in question, specifically in its upper part, connects at a right angle with the
horizontal bar of the letter, and that can hardly be accidental (fig. 12: 1, 3, 4; fig. 14: 4).*

The personal name Petros suggests a Christian background. It is commonly attested in medieval
Bulgaria, and its spreading is, perhaps, related to the popularity of the Apostle’s figure among the
newly converted. Alternatively, it could be related to the activity of Papal missions in the country.
Finally, it is possible that this Petros was a Christian (Byzantine, Bulgar or other), who visited Pliska
cither before or after the Christianisation of the Bulgars. A different meaning of the word “petros” in
this stone was put forward by Georgiev, who does not consider it a proper name (Teoprues 2018, 42).

The word Poumir (with the OY written in ligature, which was very common) is a hapax: it is
not attested in any other source, at least not in a spelling that can be linked to it. It is, most likely,
a personal name of Turkic origin, but due to the lack of a parallel within a context, which would
allow scholars to interpret it, it might as well have been a noun. Although several Proto-Bulgarian

*If Georgiev’s reading, who considered the pi to be a gamma-shaped part of a kappa, was correct, one might sug-
gest yet another, more plausible interpretation of this word: with the first letter perceived not as a pi but as a gamma,
the word reads TOYMIP. Goumir could have been a personal name, and for this there is direct evidence of a Byzantine
style lead seal with Christian elements and invocation, issued by a certain Khoumer (XOYMHP) in the first half of
the 8" c. (Zacos, Veglery 1972, 1701, No. 3010. On the possible etymologies of this name see: Cumeonos 2008, 188).
Nevertheless, since the first letter is a pi, the reading Poumir is beyond doubt.
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names show similarities to this one (e.g. the ending), the exact provenance and / or etymology of
this name should be noted with a question mark until new evidence is brought forward® (see also
Alev 1983, 105, who mentioned this name, as well as Negyn, as still unexplained ones).

The next word or name to be discussed is NEI'YN. The new photographic documentation
revealed that the 7# was followed by a letter which looks like yet another 74, of which only the left
vertical and diagonal hastas are visible. It is of exactly the same size as the letters before it, but since
the rest of the word or text is missing, one cannot say whether this letter was part of NET'YN or
a following word. Due to this uncertainty, the reading should be restrained to NET'YN without
considering the second 7.

The word or name NEI'Y'N was considered by Stancho Stanchev (Cranues 1955, 216 - 217)
to be the last part of the text inscribed at the top of the stone, while the other two “names” (Poumir
and Petros) refer to the figures. According to all other scholars, all three names should be linked to
the inscription. In fact, the characters forming the word or name NEI'YN have been carved with
a different instrument (or at least one with a thicker point, which is visible even to the naked eye)
compared to the others on this stone. Unfortunately, NE['YN contains only one letter — the epsi-
lon — which is repeated in another word. Comparison of the epsilons shows three different types:
the two used in the long text are very similar to each other, while the ones used in NEI'YN and
ITETPOC vary. Moreover, if the character in the upper line is an upsilon, then it differs consider-
ably from the form of the #psilon in NEI'YN. Similarly, if it is a #ax, it varies from the form of the
tan in TIETPOC. This evidence, along with the fact that NEI'YN has been written with another
instrument, as well as the large size of the letters compared to all the others on this block, point to
the conclusion that, most likely, the word NEI'Y'N was written by a different person. It is not clear
whether it was written at a different time, or whether it is related to the other words or the images.

There is little doubt that the word NET'YN - again a hapax — is a personal name, probably of
Turkic origin; alternatively, it could be a noun (it was considered a noun by Ieoprues 1991, 204
—205. On the use of upsilon for /ou/ and the sound between “i” and “u” in Greek in the middle pe-
riod, see Lauritzen 2009). Stanchev was the first to associate the initial letters NE- with the begin-
ning of other names such as NEBOYAOC, NEANTZHC etc. (Cranues 1955, 217; the Bulgarian
/ Turkic etymology and origin of some of these names has been contested with serious arguments
in scholarly literature, but for the sake of brevity we shall not discuss it further here).

In the high quality RTT photos of the stone, it becomes evident that two straight lines have
been added to the gamma, connecting and making it look like a rectangle. These lines have been
scratched with a very thin instrument. Moreover, on top of the same character, a cross has been
added, this time with a thicker instrument. It remains unknown why one would decide to insert a
Christian element in this name (or noun). If it was the person who carved the word Negyn, then
the scratches would have been made with the same instrument, unless the thinner lines suggest
that the letter gamma should remain recognizable. The same applies to the cross, which was carved
with a thick instrument, yet different from the one used for the character gamma and the rest of
the letters.

The research team are unaware of the exact original place of this block and the density of graf-
fiti around it. If it was part of a wall full of grafhiti, it is not impossible that somebody simply wrote
their name wherever there was free space. This, most likely, seems to be the case with NEI'Y'N, con-
sidering the way it clearly stands out from the other writings. The name Petros might also have been

5Khazar names (aside from Germanic and Slavic) also feature endings in -ir. It is important to consider the possi-
bility that Bulgar and Khazar may belong to the same group of languages, and the appearance of this name may suggest
there were shared names.
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added by yet another person because of the different lettering, especially the epsilon (and, perhaps,
the Christian name). This, however, is not so clear in the case of [TOYMIP, because of the letters
used — the form of the p7 is very simple and common in that period, and for this reason it cannot
help to distinguish a different hand from the one that inscribed the upper continuous text.

Interpretation

Last but not least, some remarks on the date of the textual graffiti in question:

Stancho Stanchev dated the figures (and the text) on the block to the 9 c., possibly in the
first half (Cranues 1955, 217), a view adopted by later scholars (e.g. Teoprues 1991, 198. See also:
Karadimitrova 2017, 113). The date provided by Stanchev is based on the evidence of archacology:
this type of scene with horse-riders could have been drawn on a wall of the palaces in the citadel
of Pliska. Since the final stage of monumental construction in Pliska is dated in the first half of the
9t ¢, the grafhti should belong to this same period. However, recent research has shown that this
is not the case: this type of stone may not have come from a monumental palace building of the
citadel. One argument against this is the considerably smaller size of the block as compared to those
from the superstructure of the Small Palace, the Small kapishte or Krums’s Palace and the Throne
Hall. It is highly unlikely for it to originate from the wall of the Citadel as well, as it was thoroughly
made of bricks and so far there is no data for dismantling its stone plinth. It is not to be excluded
that the primary location of the block was the rows of rooms, north of the Bolyar residence (fig. 1:
3), which are close to the north of the tripartite building excavated by Stancho Stanchev (Vaklin-
ov). Epigraphic criteria and lettering do not allow for a precise date: the types of characters featured
on the block are attested in the first half of the 9 c., but also in the second half, as well as in the early
10* c. A similar possible dating — in the broad borders of the 10™ century — was suggested also by
the discoverer, Stancho Stanchev (Vaklinov), based on some “Magyar” analogies from the decora-
tion of the chest piece of the horse in the centre, as well as the strongly curved outwards back frame
of the saddle (Cranues 1955, 212, 214). Grafliti and inscriptions in Greek language (or Bulgarian
written with Greek characters) appear throughout this period. Nonetheless, there is at least one
element on the stone that might be dated, even approximately: the Christian element — the cross
(and, perhaps, the name Petros). If one accepts that Negyn and Poumir are personal names, then
they could have been in use by Bulgars either before or after the Christianisation; the name Petros,
though, suggests Christian background.® This name — Petros — is attested several times in graffiti
and other inscriptions from Pliska and Ravna, usually on stones with other textual and pictorial
graffiti directly or indirectly related to Christianity (a study of this material is under preparation).
For this reason, it is difficult to explain how and why the name Petros would be included in a pre-
or non-Christian graffito, unless this person — a Christian — happened to be in Pliska, for whatever
reason, before the Christianisation of the Bulgars.

In fact, as mentioned above, there can be certain doubts whether the name Petros is related to
the rest of the grafhiti on the stone, either textual or visual: aside from the lettering and the Chris-
tian element, the name Petros has been inscribed over a presumably older, faded graffito of a horse,
which was following the horse and the shielded horse-rider at the centre. If the name Petros was
in anyway associated to the horses and/or the human figures, it would have been placed in a clean,
empty area of the stone, perhaps with smaller letters, like the name Poumir. The fact that it is on top
of a faintly seen horse means that the pictorial graffito had already started fading, thus creating the
area for more graffiti; the person who added Petros (perhaps himself?) took the opportunity and

¢ In Mihailov 1998, 4, 6, Petros is mentioned as being of Slavic origin. There is nothing to suggest such an assump-
tion.
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scratched the name. Besides, the half-preserved figure of yet another horse under the name Petros
shows that, most probably, the entire scene with horses and horse riders occupied a larger area than
the one preserved today.

The second Christian element on this stone is the cross added on top of the gamma in Negyn.
Again, the time of its appearance on the block cannot be dated for certain but more probably after
the Christianisation of Bulgaria. It could not have been carved while the stone was upside down,
and it must have been added after the word Negyn was inscribed (dated probably after the pictorial
graffiti), but before the final use of the stone (see also below).”

The pictorial graffiti and the textual graffiti on the stone under examination are not necessarily
connected. It is possible that the scene with the horse riders predated the continuous text above
and the names and/or nouns scratched between the figures. Besides, the pictorial grafliti must have
been made on the stone before any accompanying text or captions were added, even if they were
related to the images. In this way, by differentiating the visual from the textual, it is easier to accept
the date which would otherwise not make sense (Rashev also wrote about two different layers of
graffiti on this stone. See: Pames 2008, 227 — 228, 304). Moreover, the textual graffiti on the stone
seem to be of more than one chronological layers, meaning they were scratched with different in-
struments, at different times, most probably by different people. Still, there are some questions left
to be answered: if the scene with the horse-riders was carved when the stone was in its original
position, possibly on the wall of a monumental building,® where was this stone placed when other
people scratched the text and the names? And when did this happen? According to Stancho Vak-
linov, the stone was discovered placed upside down, but still the graffiti were facing outwards, so
they were visible. If the stone was upside down, it is impossible that anyone would have written any
words there. And since it is very likely that the text was put there after the stone was moved from its
very original position, it means that between the original position and the place where it was dis-
covered, it was used somewhere else, perhaps even multiple times (see also: Mihailov 1998, 3). This
is certainly a hypothesis worth exploring, but challenging to prove, due to the lack of information
on the use and re-use of this kind of stones in general, and, of course, of this exact stone in Pliska.

The updates and visualisations obtained in the latest photographic documentation of the
drawings and inscriptions on the limestone block found in 1948 north of the Citadel in Pliska are
a first step towards the promulgation of the results from the documentation of the graffiti drawings
and inscriptions from the Round Stone Platform. The application of contemporary techniques
for photographic and graphic documentation presented here allows an entirely new approach in
the work with graffiti drawings and epigraphic monuments. Despite the fact that so far they have
remained beyond the periphery of “superior” academia, their significance will increase from now
on. Certainly, the greatest challenge still remains the goal of the research team — a full report of
the graffiti from the Round Stone Platform and their meaning for the clarification of the relative
chronology of the structures north of Pliska’s Citadel, and how the stone platform corresponds to
them.

7Yet another element that potentially perplexes the date of this graffito, or at least the upper text line, is the charac-
ter b, which — if read correctly — means that the inscription could not have been placed on the stone before the creation
of the Cyrillic alphabet. It must be admitted, though, that even in high quality photos, the exact form of this character
is not certain and, more likely, it is an imperfect omicron.

8 Although the stone’s and the figures’ small size does not indicate that this pictorial graffito — even partially pre-
served today — was itself of a monumental or official character.
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PE3IOME

Hacrosuara cratus e mbpsa B myOAHKALMOHHATA IPOrPaMa [0 ONOBECTABAHETO HA PE3YATATHTE OT
HAyYHOU3CACAOBATEACKHS TIPOEKT ,, Kpbraara kameHHa maomaaka B [Tancka: crpouteaHn MaTepuaan, rpa-
¢ury, sHany u Hapucn . Leara i1 e A2 IPEACTABU METOAMKATA M CHbBPEMEHHUTE TEXHUKH 32 AOKYMEHTHPA-
He Ha IpadyTH, KAKTO U PE3YATATHTE OT TAXHOTO npuaoxkeHue. Chlinte TeXHUKH 651Xa U3IIOA3BAHU OCBEH
IIPH 3aCHEMAHETO HA PHCYHKH, HAATIHCH, $pparMeHTH OT cTeHonucu (06mo 72) ot naomaakara B [Tancka,
OlLIE ¥ IIPH AOKYMEHTHPAHETO Ha CPABHUTEAHATA 6232 Ha HAILIETO U3CACABAHE — IPAPUTUTE OT MAHACTHPUTE
B PaBHa, 0OmuHa I'lpoBaaus u Bacapa6n—Mypq)aTAap (Basuamku N2 1 — 4, Taaepus E), ob6aact Koncrania,
Penry6anka Pymbrust. Bposit Ha sacHeruTe 10 npoexra nmamerHuny e Haa 300.

M360pbr Ha pucyHKaTa-rpadUT C HAAIIUCH OT BApOBUKOBHsI OAOK, HaMepeH ceBepHO oT Llutaseaara B
I'Tancka, 32 oHaraeAsIBaHE HA IIPUETATA OT CKUIIA MECTOAMKA HA AOKYMEHTHpaHe, He ¢ caydacH. OT epAHa cTpa-
Ha, TO3H 'PaduT € CpeA Hali-pasIIo3HABACMHUTE 32 IMPOKATA HAYYHA AYAUTOPHS U B UBBECTHA CTEIICH CAHA OT
eMOAeMHUTE Ha ObATApCKaTa ,e3HYeCKa“ KYATYPa, OT APyTa — TOH, ChILO KaKTO U rpaduTuTe OT GAOKOBETE OT
Kppraara xaMeHHa IIAOIIAAKA, € BIPAACH — BTOPHUYHO A TPETHYHO — KATO CITOAHSI B CTPaAd, PA3IIOAOKEHA
B 3altapHaTa nepudepus Ha maomaskara. baokst e Hamepen npes 1948 r. or Cranuo Cranues (Bakannos)
IPH [POYYBAHETO HA ,IPAKAAHCKA" IIOCTPOHKA C BEPUKEH IAAH, C TPH IIOMELICHHS, ,CCBEPOM3TOYHO OT
Maaxust aopen” (06p. 1, 06p. 2: 2).

OcHOBHa IpUYMHA 32 HAKOAKOTO ,[IPOYMTA Ha Ta3U Taka OOrara Ha ACTAlAM CLICHA CA AMIICBAIHUTE
HAU cA200 PasAMMHMHU IIOAPOOGHOCTH 110 TOBBPXHOCTTA HA KAMBKA, 0COOEHO B AsiBaTa My IIOAOBHHA. 32 I1e-
PHOAA OT OTKPUBAHETO HA IIAMETHHKA IPEAH OKOAO 75 TOAMHHU AOCETa €A OCBIIECTBEHU ABE 3aCHEMAHHS,
IIBPBOTO OT KOMTO € U3BBPILICHO OT Herous oTkpusarea (06p. 3: 1). Ipes 1991 r. ITasea [eoprues npasu
BTOpO 3acHeMaHe (00p. 3: 2) M HMEHHO TO My AaBa OCHOBaHHE 32 HOBO ThAKYBaHE, Pa3AMYHO OT TOBA Ha
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otkpusareasi. Criopea ITaBea [eoprues Kar040Ba 32 OCMHCASIHETO HA PUCYHKATa € AYMATa, BPS3aHA MEXAY
IIpaBaTa YOBEIIKa PUTYPa BASIBO H e3Aa4a, KosiTo Toi pasunra Karo KOYMIP, BMmecto ITOYMIP, kaxsBTO €
npoyuTsT Ha BakanHoB u bemesanes. OTTyk 1151aaTa CLieHa ce HHTEPIIPETHPA KATO MOMEHT OT LiEPEMOHH,
CBbp3aHa C ,A00pe U3BECTHHS Y TIOPKUTE KYAT KbM Ipeauute. B Taka npeacraBenara cijeHa npasara gpurypa
ce MACHTUHULIMPA KAaTO CTATys Ha HAOA, CAMBOAMSHPALL] HAKOH UAH IoBede oT MbpTBuTe npeatu (feoprues
1991, 205).

HM3BbpIICHOTO OT eKMITa IO MPOEKTA 3aCHEMaHe Ha IIAMETHHKA ce sBsBa TpeTo nope (06p. 4). To ce
ocpuiecTBy mpe3 MapT 2022 1., HEMOCPEACTBEHO CAEA TIOCACAHOTO ITOYHCTBAHE U KOHCEPBAIIUA BBB BPb3-
Ka ¢ BKAIOYBAHETO Ha PUCYHKara B usaox6ara ,Konnure Homasu B Espona“ (Illaaabypr, Asctpust, 09.04
— 06.11.2022 1.). Lleara 6emre a2 ce CHIIOCTABAT HAKOAKO TEXHHUKH, OT KOUTO Ad C€ 1/136epe MaKCUMAAHO
eeKTHBHATA, TOCCT Ta3H, B KOSTO CYOCKTUBHOTO 3PUTEAHO BB3IIPUSTUE € CBEACHO AO MHHHMYM U Cblile-
BPEMEHHO TAKaBa, KOSTO OTYMTA HAH-MHOIO ACTAHMAM, OCTAHAAU He3a0eAsI3aHU IIPH H3CACAOBATEACKOTO Ha-
OAIOACHME B IIOCACAHHTE AcceTUACTHSL. VI30panuTe TexHuKH ca pedaekcHO-npeobpasyBaTeaHa GoTorpadus
(RTD) u 3D AA3EPHO CKaHMPAHE, YUUTO PE3YATATH, KAKTO CE OKa3a IIpU o6pa60T1<aTa Ha AAHHUTE, Ca OTAUY-
HO AOITBABAIIH CE EAHH APYT.

RTTnpeacraBasiBa cepust OT CTAHAQPTHH KaAPH Ha AAACH O0EKT, BCEKH CAHH 3aCHET C IOMOILTA Ha CTa-
LIMOHApHA KaMepa U HACOYEeH cBeTAMHEH oToK. OGeKTHT Tpsi6Ba Aa € OCcBeTeH OT noHe 24 (B HAMS cAyYail
Te ca 69) paBHOMEPHO PasNpEACACHH MTOULIUH, KOUTO CE OHATACASBAT 4pes T. Hap. ,Kapra Ha HopmaauTe®.
Ts1, cporBeTHO, ¢ momomTa Ha codpryepa RTT Viewer u KOMIIIOTBPHO CHMYAHPAHH CBETAMHHH M3TOYHH-
o1 U ¢I/IATPI/I MOJXE Aa 61>,A,€ MaHI/IHyAI/IpaHa "IPCB CBCTAMHHUTC IMO3HULHMHU U OTpa}KCHI/IH B'I)PXY H3CACABAHUA O6CKT,
OTKpOsBaMKU Pa3AUYHH YYacTBLU OT IMOBbpXHOCTTA. Ha ¢punasa BekTopHOTO rpaduyHo H306paxeHHe ce
usdepraBa BppXy ,Kaprara Ha HopMaauTe” 1 no,A,6pa1-mTe usraeau or RTT Viewer, KouTO BCBIIHOCT cAyKat
3a HETOBA IIOAAOXKKA H [10 TO3H HAYUH OTPA3siBaT 0OEKTHBHOTO ChCTOSHUE HA IIAMETHHKA.

Aa3epHOTO CKaHHpaHE Ce OCBILIECTBU C IMOMOIITA HA IIOCACAHO IIOKOACHHE AA3E€PHH CKEHEPH C IIpe-
nusHocT A0 0,025 MM u ¢ pesoatonus ot 0,050 Mm. YpeasT paboTu ¢bc 7 Aa3epHH KPbCTa M €AHA AOITbA-
HHUTEAHA Aa3epHa AMHUA. Busyaanoro nscaeasane Ha 3D moaeaa (06p. 11, 12) sicHo nokasa HaAMYHETO Ha
U300paXKeHHs U rPpadUIHU ACTAIIAU, KOUTO HE Ca OTOCASI3aHU B AOCeraHuTe myOaukanuun. 3a Aa 6baar mmo-
TBBPACHH U 32 A CE YACCHH CpaBHEHHUETO ¢ peayararute oT RTT, ce uspppmn 1. Hap. cermenTanms. Tst mpea-
CTaBAsIBAa MATEMATHYCCKU AATOPUTHM 32 Pa3lO3HaBaHe Ha 00Pasu OT AAACHO ITO-CAOXKHO u3obpaxenue. 3D
CerMEHTALUSITA Ce OMMpPA HA MATEMATHYCCKU AHAAM3 HA TPUM3MEPHU 0a3H AAHHH BMECTO HA ABYH3MEPHO
¢ororpadcko usobpaxenue. [Ipouecsr mosBoasiBa aa ObAAT ,KapTorpadupaHn AbAOOYMHUTE HA U3KYCT-
BECHUTE BPSI3BAHUSI [10 OBBPXHOCTTA, KAaTO 3a LieATa ¢ HeoOxoAuM 3D 00AaK OT TOUYKH € BUCOKA PE3OAIOLHS,
BBPXY KOHTO MOXe Aa ObAC MOHTHPaHA AOITPAHUTEAHA PABHUHA, KOSITO AQ CAY)KH KaTO peepeHTHA TOUKA 32
H3MEpBaHe Ha Pa3CTOSHH MEXAY ABETE IOBBPXHOCTH (Longo 2016, 30).

HoBure moApo6HOCTH OT HOCACAHOTO AOKYMEHTHpaHe Ha rpaduTa 61Xa MOTAH AA Ce PA3ACAST TaKa:
CAHA HAITPAHO HEU3BECTHA PUIYPA U ACTAHAM KbM BeYe U3BECTHHUTE IIEPCOHAXKH, KAKTO M OYKBEHH 3HALIH,
[IOBEYETO OT KOUTO Ca MPEA, HAA U 3aA $UrypaTa Ha e3aa4a.

Haﬁ—npo6AeMaTI/mHnTe U TPYAHH 32 HACHTHQHUKALIMSA ACTAMAU OT IIPEAXOAHHUTE 3acHeMaHUA oT 1955
1 1991 r. HSTAEKAAT 10 TO3H HAYMH, CpaBHEHH ¢ peayatarute or 3D ckanupanero u RTT - 06p. 3: 3, 06p.
12. MlurepnperupanuTe Kato Bropa $Urypa Ha ,KyMUp" BPsISBaHUS B ASIBATA [IOAOBHHA Ha OAOKA IPEACTAB-
ASIBAT BCBIIHOCT TAABA, KA U 4aCT OT I'bPAUTE Ha KOH. I IpaBaTa yoBemka gurypa — T. Hap. IbPBH KyMHP,
HPEACTABASIBA H300paXKEHHE Ha BOMH C IIPEAIIA3HO BhOPBKEHHE, IPEACTABEH aH(AC, C HEChPAa3MEPHHU IIPO-
nopuuu, ocobeHo Ha Topca. JacTu OT ropHaTa MOAOBHUHA HA TSAOTO MY Ca IIOKPUTH ¢ iaeM. Haunnsr, no
KOHTO TOM € IPEAAAEH, TPEATIOAATA, Y€ € OHA OT ABE YaCTH — TBBPAA U maacTudHa. HampaHO HOB AeTaiia ot
IIOCACAHOTO 3acHeMaHe ¢ KoAaHsT (06p. 3: 3, 06p. 9, 06p. 12). Toit 0o6xBawma MABTHO KPCTA U CE 3aKOMYaBa
C IPaBOBI'bAHA TOKA, 3HAYHTEAHO IIO-IIHPOKA OT peMbka. CHMETPHUYHO €AHH Ha APYT — BASICHO H BASIBO —
KbM KOAQHA €a 3aKpPEIICHH KaHHsA Ha Med (MAM cabs1) U €AHOAE3BHEH HOX, HO 6 6HAO pUOBP3aHO Aa ce
TBBPAU AAAU T€ BBH3IPOU3BEKAAT KOHKPETHO OPBHXKHE, 3A[OTO €A HAPUCYBaHU TBBPAC CXEMATHYHO U Oe3
HSKOU THITOOIIPEACASIIN XapaKTEPUCTHUKH, KAKBUTO Ca PPKOXBATKATA, IIPEAITA3UTEAST H BbPXBT Ha KAHHA.

bAoKBT cpABpIKA M TEKCTOBU IPadUTH B IET PASAMYHU 30HU HaA U MEeXAY pucynkure. [ Ipu yetupu or
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151X OyKBHUTE Ca BPSI3aHH € AcOEA OCTBP HHCTPYMCHT U €a II0-CAPH IO pa3Mep, B IeTata OyKBuTe ca oT uHn
AVIHHMH ¥ HedeTUMH. JeTHpuTe BUAMMU TEKCTA €a: TPBLKH HAATIUC B CAMH PEA B TOPHATA 9acT Ha GAOKA CbC
CACAM OT OTHYYIICH PCA HaA HETO U TPU CAMHUIHH AyMH. | [peAAOKEHOTO HOBO YETCHE Ha CAHOPEAOBHSI TEKCT
caea Busyasnsauusata upes RT1 u aaseproto ckanupane (06p. 14: 3, 4): [...]JAEKAKETTOAA[.T uan Y]
A[D uanI]O[Cuanl]C[...] - “[...] Accetn muoOTO... [...]”. [Topeannara HaanaHE OYKBU AQBa YUCAHUTECAHOTO
d¢xa (AcceT) MAM HETOBO IPOM3BOAHO; ChI03a K¢ — IIOTPELIHO H3IHUCAHO kol (K); HAPEIHETO TOAY, BMECTO
moMé (MHOTO). BB3MOXKHO, HO HECHTYPHO € pagdnTaHeTo Ha Tddog (rpOGHHILIA, TPO6 B MM. MAAEK, €A.4.) HAH
Tadolg (AaT. MAAEK, MH.U.).

Tpure eannmann aymu ce pasaurat, kakTo caeaBa: [IOYMIP / NET'YN / ITETPOC - Ilymup /
Herun / I'lerpoc. Auunoro ume I'lerpoc npeanoaara xpuctusHcko Bausuue. I lymup e xamake u BeposiTHO
IPEACTABASIBA AMMHO HMC C TIOPKCKU KOpeHH. TpeTara AyMa HAM MMe, OTHOBO XaIlakC M HaBSIPHO CBILO OT
TIOpKcKH Ipousxoa, ¢ Hernn. Caep Hest ce HabatopaBa ome eana 6yksa N (?), BB3MOXHO 9acT OT cAcABaIla
ayma. FImeto (?) e Bpsi3aaHO ¢ HHCTPYMEHT ¢ 10-Ac6ea BpbX. ABe paBu pMHU AUHUH ca AOGABEHH KbM raMa-
T2, 0$OPMSIIKHU IIPAaBOBI'bAHHK. Bppxy chimara GykBa ¢ AOGABEH U KPBCT C HO-TPYO HHCTPYMEHT.

Cranuo CraHueB (BaKAnHOB) AATHpa IaMETHHKA B II'bPBaTa MOAOBHHA Ha IX B., KATO MHEHHETO MY €
BB3IPHCTO U OT APYTH. 3ACHEMAHETO II0Ka32, 4¢ eNUrpadpcKUTE AAHHH HE O3BOASIBAT IPCLIU3HA AATHPOBKA,
a xpuctusHckute eaemeHTH (IIeTpoc, KpBCT) ce AaTHpaT HO-KBbCHO OT MpEeAAOKeHaTa enoxa. PucyHkure u
HAAIIMCUTE HE Ca HEIPEMEHHO CBBP3aHU. BB3MOXKHO € cueHara ¢ KOHHHMIUTE Aa ¢ mo-paHHa. Haanncure
OT CBOSI CTPaHa ca BPA3aHHU C Pa3ANIHH HHCTPYMEHTH, IO Pa3AMYHO BPEME U BEPOSITHO OT PA3ANIHH XOPa.

Karouosu aymu: Ilaucka, rpaduru, cbBpeMeHHH TEXHUKH HA AOKYMECHTHPAHE
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