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Abstract: The most important aspect of the gold foil figures is their iconography. That is why the main
objective of the workshop in Schleswig was to find answers to the following questions: do the gold foil
figures’ iconographical roots lie mainly in earlier Scandinavian imagery (and society/religion), or were
they triggered and/or affected by foreign influences? Whatever the answers are, they surely will offer
clues regarding the meaning and significance of the pieces and their general interpretation. Through
the workshop’s lectures and especially the discussions among the scholars from different fields of research, many aspects regarding the tiny foils were brought together and re-assessed. Further, intriguing
thoughts as well as some surprising answers to the main questions (and some other questions as well)
emerged. The overall results concerning imagery, material, political and religious relevance, use, and
function are summarised in this chapter.

At present about 50 find spots with gold foil figures have been recorded, all but one located in Scandinavia. The total number of these places is not easy to determine, due to the lack of information
about finds from as long ago as the 18th century, unprovenanced specimens in private collections, and
other uncertainties. Nevertheless, it is possible to list 21 find spots in Sweden, including famous sites
like Helgö, Uppåkra, and Västra Vång, about 20 places in Denmark, among them Sorte Muld on
Bornholm and Gudme and Lundeborg on Fyn, and about nine in Norway, such as Borg on Lofoten,
Mære in Trøndelag, and Hauge on the Tu hill in Rogaland, as well as, allegedly, one site in northern
Germany, “near Schleswig” (cf. Watt in this vol., with Tab. 1). Most of these places are settlement
sites, but some specimens are reported to have been found in grave mounds and other settings, too.
Because of their miniature size and extremely low weight, the gold foil figures were practically untraceable for standard metal detectors up to the second decade of the 21st century. Thus, the majority
of these artefacts known today come from archaeological investigations.
The first monograph on gold foil figures was published as early as 1725 by Jacob von M elle
(Melle 1725), one of the lesser-known German polymaths. With von Melle’s drawings of 20 examples from Bornholm and his suggestions regarding the interpretation of their images as depicting
gods and goddesses, the gold foil figures (by von Melle called simulacra aurea in Latin) entered the
stage of scholarly research. From then onwards, they played an albeit marginal role in archaeological
literature. This is not the place to give an overview of the research history (cf. the first section of
Behr, and the overview by Watt, both this vol.), but one year should be mentioned: since 1985, the
publication rate has increased considerably, when an incredibly large number of gold foil figures was
found in eastern Bornholm. Between 1985 and 1987, about 2.300 specimens have been discovered in
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one particular area, the fields of Sorte Muld, a Migration/Vendel Period central place, and that number has since grown to more than 2.700 pieces. Already in her first publications of these finds, the
excavator Margrethe Watt raised many relevant questions (see Watt 1986; 1992; 1999a; and passim).
Much has been written since, focusing on the gold foil figures’ function, that is, their role in the religious and social life of the communities in which they were used, and especially on the significance of
their imagery. However, there are several different directions in research and no scholarly agreements
on many of the main problems have yet been achieved. Many questions are still unresolved.
Nevertheless, throughout the workshop’s lectures and especially the discussions during the meeting which often went far beyond the primarily debated topics (for the workshop’s design in detail, see
chapter Setting the Stage), the scholars from various fields of research developed some surprisingly
clear answers to at least some research questions. This chapter summarises and assesses the main
results.

Nomenclature
To begin with, some aspects of nomenclature need to be mentioned. While the English term “gold
foil figures” is widely accepted and neutral in its implication, there are different terms and spellings
in other languages. Most common are designations close to “guldgubber” or simply “gubber” (Watt
1999a), which are derived from the Scandinavian languages: Swedish “guldgubbe” (plural “guldgubbar”), Danish singular also “guldgubbe”, but plural “guldgubber”, and Norwegian “gullgubbe” (plural
“gullgubber”). This is an historical determination for the foils – in fact, the first known one – dating
to the 18th century. Used by fishermen in Ravlunda, southeastern Scania (Sweden), for the tiny items
they found on their beach, the term was adopted and introduced into scholarship by Nils Henrik Sjöborg in 1791 (see Lamm 2004, 60; Watt in this vol.). Literally, “guldgubbe” means “old man of gold”.
Although the Scandinavian names for the gold foil figures sound nice and catchy, they are problematic when it comes to a scientifically satisfying description. The designation “gubbe” conveys notions of maleness. This is clearly not appropriate when talking about the gold foil figures in general,
because many of them depict females, be it as single figures or as part of the couple versions. The term
“gubbar”/“gubber” thus renders the females invisible.
Moreover, especially in German research, where the Scandinavian term has established itself with
surprising ease, it creates linguistic confusion, as problems with the grammatical gender and singular/
plural forms are frequent: expressions like “die/eine Gubbe” as a female noun and “der Gubber”
(masculine singular, but with wrong plural ending) abound, as do “die Gubben”1 and “die Gubber”
in the plural, and for the dative plural case, the construction “den Gubbern” can be found in literature, thus all attesting to the difficulties in adopting the foreign term. The most common designations today are “Goldblechfigürchen” (H auck 1976, 579; 1998), “Goldfolien” (H auck 1993), and
“Goldblechfiguren” (Watt 1992; Helmbrecht 2011, 258), but also other neologisms are in use, like
“Goldmännchen”, “Goldblattfiguren”, “Goldplättchen”, and even more experimental – and not quite
seriously – terms like “Goldgreise”.
The English terminology appears to be much more consistent, using almost exclusively “gold foil
figures”. In the summary of his bracteate catalogue, Mogens Mackeprang (1952, 228) translated the
Swedish term “guldgubbar” quite literally as “gold fogeys” (cf. German “Goldgreise”), but this seems
to have had no further impact on the English nomenclature.

1

Presumably, it was M ackeprang (1935) who introduced the term into German, using “Goldgubben” for the plural form;
see also Brøndsted 1969, 315.
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Technically, there is a difference between “foil” (German “Folie”) and “sheet metal” (German “Blech”),
the former being thinner (less than 60 µm = 0.06 mm). This distinction means that the majority of the
gold “foil” figures actually is situated somewhere in a grey area between “sheet” and “foil”, and that
on its own either term is inadequate to describe all of them. But as the objects usually are very fragile
and delicate, “foil” appears to be the better term in general.
It is obvious that there is also a difference between the gold foil figures and some slightly bigger
figurines, which are made of gold strips or cut out of thick sheet gold. The latter also have a rather
more three-dimensional appearance than the former. In the literature, the terms “gubbe” and “gold
foil figure” are often used for both types. Margrethe Watt proposed to talk about “gold foil figures”
only when the gold is less than 1 mm (= 0.04 inches) thick (see Watt in this vol.). But the distinction
remains difficult. Some of the three-dimensional figures have been found at the same sites as gold
foil figures (e.g. in Guldhullet, Bornholm), and appear to have been used in a similar way as and even
side by side with them. 2 That is why a rather humorous new overall term – to be taken with a pinch
of salt – has been proposed to cover all of them: “gold foil follies”.
In this book, we have chosen to keep the terminology consistent and have abandoned “gubber” in
favour of “gold foil figures” and “Goldblechfiguren”.

Gold: an exceptional material
The vast majority of the gold foil figures are made of pure gold, with just a few exceptions made of
gilded silver (Watt in this vol.).3 Therefore, we may assume that the material played a crucial role and
was not chosen randomly: otherwise, many more specimens made of silver or even of copper alloy
would have been produced (Torun Zachrisson, in discussion).
In the ancient societies and in Byzantium, gold was not only a marker of prosperity and power
(Hardt 2004; Mattern 2019), but also a symbol of light and divinity (Ute Verstegen, in discussion).
There are a lot of indications for the special role that gold played in the imagination and beliefs of ancient cultures all over the world (Petrina in this vol.; Janes 1998; Wamers 2005; Behr 2012; Hardt/
Heinrich-Tamaska 2013; Meier-Staubach 2014). Gold was the preferred material to establish communication with the other world (Zachrisson, in discussion). Additionally, there are many beliefs in
the “seeding” of gold in order to sanctify the land or to ensure a good harvest (Wilhelm Heizmann,
in discussion). Gold even was used as an efficacious remedy for sicknesses and evil. Similar concepts
existed in Germanic mythology and society (Helmbrecht 2011, 270–271; Sahm et al. 2019).
The late Roman Iron Age and the Migration Period in northern Europe are quite rightly called
a “golden age”: huge amounts of gold came to the North (Magnus 2001; Capelle 2001, 137), originating from soldiers’ pay, tributes, or booty. It was buried in the ground and today is known from
archaeological finds. Especially Roman coins (solidi) were used as raw material for the production
of Germanic precious objects (e.g. bracteates). Artefacts made of other valuable metal, such as the
eccentric silver brooches (see K ristoffersen in this vol.), were always gilded, as the play of light and
shadow was important (Siv K ristoffersen, in discussion). Shiny gold dominated the material culture
of the elites. But in the middle of the 6th century, gold suddenly became rare in the North, probably
due to climatic crises and political changes, such as the fall of the Western Roman Empire (see below,
sub-chapter Masters and users: a new social order). This is clearly visible in the archaeological record. Gold was still regarded as essential for the fabrication of certain images, but the amount of gold
2
3

However, there is one interesting difference: the figurines do not come as couple versions.

Some pendants resembling gold foil figures and their dies are made of copper alloy. There is evidence for some
debased foil figures which were given golden surfaces by depletion gilding (Margrethe Watt).
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used for the manufacture of any individual object was significantly reduced. Thus, more items could
be made out of the same quantity of raw material; the usage of the expensive gold was minimised,
whilst its positive effects could work all the same. The tiny and thin gold foil figures are possibly evidence of such attempts: they appeared shiny and precious, but their individual material value actually
was very much lower than that of a gold bracteate, for example.
However, even if the material value of a single specimen of the gold foil figures was insignificant,
it could have been valuable and “expensive” for the customers and users who cherished it: we do not
know the “retail price”, if there was one at all, for one or several gold foil figures resp. for a batch of
them.

Mass production versus individualisation
Stamped gold foil figures were made with patrix (‘male’) dies (see Watt in this vol., Fig. 4). The technique of stamping made it possible to produce many specimens in large series, simply by using the
same die over and over again. The large numbers of die-identical gold foils that have been found in
several places show that they have been made not as individual pieces but as mass-produced objects.
Instantly striking is the regularity of the gold foil figures’ overall design: it is limited in both size
(about 7–20 mm) and shape (rectangular, sometimes with an arched upper end, but never round, oval,
triangular, trapezoid, star-shaped or such). Most hand-cut and engraved figures, too, seem to follow
this system, albeit their shape is sometimes more irregular. Thus, whilst the gold foil figures at first
glance seem to be characterised by a great diversity of motifs and shapes, a certain standardisation
of them quickly becomes apparent. There are basically just three main motif variants of the stylised
figures, which are a) a single female, b) a single male, c) a couple of a female and a male. Other motifs
are extremely rare, albeit couples of male/male (e.g. from Lundeborg and Slöinge) and female/female
(pendant from Norsborg) do occur as well as figures with the shape of quadruped animals (only
from Bornholm), but these appear to be exceptions from the rule. Many gold foil figures, though,
cannot be sexed, either because of a conscious decision by the designer not to indicate the gender of
the persons depicted, or because any gender characteristics are not recognisable as such any more.
Within the three main groups, there is some diversity. Figures are represented either in profile or, less
frequently, en face, they are shown with hair, clothes, accessories, and objects or instead naked without any further details. Generally, however, they are lacking variety and individuality, and all appear
to conform to a very small number of prototypes. Beyond that, most of the dies can be recognised as
members of closely related motif groups, thus reducing the variety of images even more. Margrethe
Watt has defined such “die families” (Watt in this vol.), in order to use them as a basis for the analysis
of the gold foil figures’ significance and the study of their motifs.4
The uniformity of the foils’ appearance might suggest that they were made and used by a very
small number of people (Axel Chr. Gampp, in discussion). However, the wide spatial distribution and
the huge numbers of specimens from different sites may indicate a larger audience. Here it might again
be helpful to look at the gold bracteates and their standardised motif groups. Most of them appear
in wide areas throughout the North and in Britain as well as in other regions, implying at the likelihood that many people were involved in the processes of production and distribution (Heizmann,
in discussion). It remains unclear, however, who would in fact have been able to read the images, to
understand their precise meaning, and finally to use the pieces actively. It is quite possible that this
4

Such a standardisation of imagery is not a new phenomenon in the North. The earlier Migration Period gold bracteates
too can be classified in groups or families by their motifs (“Formularfamilien”), however, the iconographic variations
are much larger than those of the gold foil figures, P esch 2007.
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ability was limited to a small circle of persons (Morten A xboe and Sonja Marzinzik, in discussion)
and/or that only few people, as representatives of larger groups, ever were allowed to see the gold foil
figures at close range – for example in a capacity as cult specialists.
This raises the question whether figures produced in large numbers were in fact meant to be employed in batch quantities, or rather were intended to be used individually by individuals. In some
cases, gold foil figures show evidence of deliberate manipulation: for instance, some were dented,
perforated or scratched, others were folded. These foils may have been treated as special and their
uses differed from the majority. This also applies to those figures, which were made as individual
pieces, cut out of gold foil or small strips of metal. In conclusion, it seems that at least some of the gold
foil figures were handled by more than one person.
For the majority of the foils, however, the fact that they generally are rather too small and delicate
to handle and thus to be used for any practical purposes, suggests that a usage in bulk would be the
most reasonable conclusion. The huge number of finds from some settlement areas, especially from
Sorte Muld, provides the archaeological evidence. Only in large numbers the gold foil figures seem
to have been meaningful.

The northern way of imagery
An important point regarding the gold foil figures is that they serve no other purpose than to bear
– or rather, to be – the image. Helmets and other items of everyday use may or may not have borne
images, but there is no gold foil figure without an image. During the workshop, it became obvious
that the gold foil figures are deeply rooted in Germanic art of the first millennium AD. They share
many characteristics with anthropomorphic figures on embossed foils (repoussé) from the Migration
Period, for example on gold bracteates, brooches, sword mounts, or vessel fittings (see Magnus and
K ristoffersen in this vol.) as well as on small figurines (see Zachrisson in this vol.) and contemporary objects of the Vendel Period (Helmbrecht, Vendel Period, in this vol.). Although the slightly
older embossed figures of the Migration Period are not of exactly the same appearances because of
differences in body postures, attributes, and clothing, many individual elements of the shapes and the
variety of motifs are well established, such as the design of human eyes, noses, hair, hands (often with
just four or even fewer fingers), and feet as well as the proportions of the body with the comparatively
big heads. Another characteristic feature is the jutting chin of many human faces shown in profile,
known for example on gold bracteates, embossed fittings, and from many figurines. A large straight
nose, which links directly to the upper forehead, can be seen in many images, whether on gold foil
figures, bracteates, or other embossed anthropomorphic heads.5 From the variety of body postures,
one was investigated in detail at the workshop: the open hand held in front of the head of the figure,
sometimes with the thumb near or inside the mouth.6 Another posture, featuring a standing figure
with one hand raised and the other lying flat on the stomach or with both hands on the belly, is also
common in both periods. Long-lasting traditions with the continuity of standardised, highly specific
stylised forms are apparent in the design of figural art from the Migration Period to the time of the
gold foil figures and into the Viking Age. The complete absence of some artistic motifs during the
entire period – for example buildings, landscapes, or furniture –, which are common elements, for
example, in ancient or early Christian art, is another feature of that tradition.

5
6

See the examples in Watt in this vol., Figs. 7; 24; 27; Wamers in this vol., Figs. 1,1–8; K ristoffersen in this vol., Fig. 1;
M agnus in this vol., Figs. 16; 18–19.
Watt in this vol., Fig. 29; K ristoffersen in this vol., Fig. 1; cf. Wamers in this vol., Fig. 14; see also P esch 2017.
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Germanic art is non-naturalistic. Whilst many of the motifs were adopted from Roman images
that were known in the North, for example from coins and statuettes, these models instantly were
adapted and redesigned according to indigenous needs and likings. The result was a highly stylised
imagery with its own guidelines and manufacturing criteria. From the beginning, two separate sections developed: firstly, the so-called “animal styles” (Salin 1904), featuring animals and mythical
creatures as main elements, and secondly, an art form with predominantly anthropomorphic figures
(see K ristoffersen in this vol.). Whilst the animals in the images developed into more and more
stylised and interwoven features and thus became very complicated to ‘read’, the anthropomorphic
figures continued to be more easily recognisable, even if their stylisation also followed some of the
same fundamental rules that governed those of the animal styles. Sometimes both styles are combined
on the same object, for example on a helmet or a gold bracteate. The gold foil figures, however, are
never decorated in animal style. They also never feature runic inscriptions or additional characters or
symbols (like triskelion, swastika, looped square, triquetra), as can be found on the gold bracteates
(for that, see Behr /Heizmann 2005).7 Thus, the images on the tiny foils differ from both the older
embossed images and the design of the contemporary helmets (see Helmbrecht, Vendel Period, in
this vol.).
A typical feature of Germanic art is miniaturisation (P esch 2015, 508–509; cf. Back Danielsson 2007, 170–241), the tendency to depict both anthropomorphic and animal figures in diminutive
sizes. The small depictions on the central field of gold bracteates and the images on brooches, sword
mounts, belt fittings, and other items are so tiny that it is nearly impossible to recognise them from
a distance. In such an environment the small size of the gold foil figures does not come as a surprise.
Another general characteristic are the variations in the details of specific motifs and graphic elements as observed particularly on the gold bracteates: many of their motifs have been classified into
groups called “design families” (Pesch 2002, 56–65; 2007). The members of such a design family
are defined by the many shared traits of their images, concerning both motif and particular stylistic
features. They were not stamped with the same die, but with different dies; still motifs and stylistic
features were very similar. The most important point here is that they show details so alike that they
cannot have been designed independently, but must go back to a common template. Thus, the design
families can be seen as groups of bracteates that share many features with just small differences in
details of motif and style. The same phenomenon can be observed on the gold foil figures. Many of
them come in groups of closely related motifs with a pool of shared details. Margrethe Watt has defined and published several of such groups, for example her “princely group” (Watt 1992; cf. Watt in
this vol. with Fig. 7; Wamers in this vol., Fig. 1). The naming of these groups has changed throughout
research history, but today “die families” is the prevailing term (see Watt in this vol.; cf. Watt 1992,
with the term “Fürstengruppe”; 1999c, 177: “strings of die copies”; 2004, 173: “die family”). With a
comparatively large number of related specimens from one or more find spots, the overall production
of gold foil figures alternates somewhere between standardisation and variation, just like the production of gold bracteates.
The striking similarities between motif details from embossed sheets on Vendel Period helmet
panels from the grave fields of Vendel and Valsgärde in Sweden on the one hand and some of the
motifs on gold foil figures on the other have been noticed earlier (Watt 1986, 75–76; Helmbrecht,
Vendel Period, in this vol., with references; Wamers 2018). These similarities might be interpreted as
evidence for the degree to which the gold foil figures were rooted in the characteristic Northern art
and its styles. However, similar motif panels from helmets and other weaponry were found in other

7

In very rare cases circle-like ornaments, half-circles or dots occur on top of couple versions, see e.g. the specimens from
Helgö 255, 737, 1860, 2593, and 4010: Lamm 2004, 78; 80; 83–84.
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parts of Europe as well, in Britain and on the Continent (cf. Helmbrecht, Continent, Marzinzik and
Wamers, all this vol.). This is remarkable, because it confirms far-reaching connections of the people
who crafted and used those related motifs (see below, sub-chapter Masters and users: a new social
order). Thus, the iconography of the gold foil figures, which to date have exclusively been found in
Scandinavia, should be considered in a wider, supra-regional setting. The anthropomorphic figures
of both helmet panels and gold foil figures are stylised in the same way, regarding proportions and
posture, and the execution of elements such as heads, hairstyles, hands, or shoes, for example, is very
much alike. Especially a certain kind of dress, an open coat worn by the warriors depicted on the helmets commonly called a “kaftan”, is a strong connecting detail between the two categories (Wamers
in this vol.).8 The images on the famous Torslunda dies (for the manufacturing of embossed sheets)
from Öland also share the same feature. It can be assumed that it is the same social group that is depicted on these two object types, yet with some differences: on the helmets and Torslunda dies, only
male figures are shown, performing actions of combat and war. As horsemen and foot warriors, they
often wear helmets (with horns or animal masks) and weapons such as swords, spears, and shields.
In contrast, the gold foil figures do not portray any fighting scenes: weapons are extremely rare in
their imagery to begin with,9 and never do they include the remarkable horned helmets that feature
so prominently on the Swedish panels (for those, see Helmbrecht 2007–2008; 2011, 140–146) and are
associated with fighting and rituals connected to combat. A very small number of gold foil figures,
all of them from Sorte Muld, are shaped like animals (boars?), but none of the foils shows animals
together with anthropomorphic figures, as it can be seen on the helmet panels. The greatest difference may be discerned in the images of women on a large number of gold foil figures, both singly and
in the couple (female/male) versions. To conclude, the imagery of the gold foil figures was obviously
derived from a more peaceful setting than that of the helmets. Its range of expression, however, was
also strictly limited by the restricted diversity of the motifs (cf. above).
Considering this very special Northern way of creating figural art, the images of the gold foil
figures prove to be – in size, fabrication, style, and motifs – a home-grown, indigenous phenomenon
of the North. The absence of both animal art (style II) and runic inscriptions on the gold foil figures
is noticeable, since these could be expected. Moreover, the tiny foils are not direct derivatives or enhancements of other objects from slightly earlier times, such as the gold bracteates. With the end of
the Migration Period in the second half of the 6th century, a general change in the material culture
is noticeable (see below). New object types and motifs emerge at that time. The gold foil figures are
an important part of this modified visual culture. Therefore, questions arise about possible foreign
influences that may have triggered the invention of the gold foil figures.

Sources of inspiration and parallels from other cultures
Ancient and Christian cultures in Europe predating or being contemporary with the gold foil figures, provide a lot of material that has been compared to the tiny foils. As their emergence has always
been understood as an indication of some kind of change in religion and ritual, there might have been
external stimuli that prompted the invention, design, and usage of the tiny metal foils. If specific
foreign influences could be identified, that is, if concrete details were recognised as adoptions from

8
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The kaftan is a coat customarily worn in Asia. For more about this point, see below in sub-chapter Sources of inspiration and parallels from other cultures , section Figural motifs.
One sword is known from Sorte Muld (see H elmbrecht, Vendel Period, in this vol., Fig. 26) and presumably some
daggers from Uppåkra and Sorte Muld (see Watt 2004, 172). Daggers, however, are not primarily combat weapons, but
might have been used in rituals, e.g. for carving the meat of sacrificial animals.
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other cultures, the interpretation of at least some of the pictorial elements of the gold foil figures and
their overall function may receive some helpful clues.
Generally, adoptions would not come as a surprise: during the Iron Age and especially in the
Migration Period, Germanic art seems to have been a truly synthetic phenomenon (P esch 2012,
687), that used several types of objects as models, particularly from Imperial Roman and Early Byzantine imagery, and developed them into the characteristic animal styles and specific figural art of
the North (see K ristoffersen, Magnus, and Zachrisson, all in this vol.). A related issue is whether
such a transfer can be interpreted as a merely artistic synthesis or rather as evidence for some foreign
political influence or some kind of religious mission (cf. Pesch 2003, 120; Watt 2015; see also Fabech
1991; 1994; Hultgård 2003; Padberg 2011).
During the workshop, the specialists each examined their respective material, evaluating pictorial
features (e.g. motifs, details, variations, framing) and other characteristics (e.g. shape, usage, tininess)
as well as technical aspects such as sheet metal and embossing technique (repoussé), in order to either
detect or reject possible models for and parallels to the gold foil figures.
Gold foil/sheet metal
Metal sheet or foil has been produced in many different ancient cultures. Using foil or sheet metal is a
way of working precious material, while minimising its consumption and wastage. As an additional
benefit, foils can easily be decorated with (figural) ornamentation by stamping and embossing. The
products, however, were very fragile, and as a rule, they were used as parts of composite objects,
either affixed to the surface of supporting mounts, or at least framed with gold wires – unlike votive
plaques, which were not handled in everyday life and practice, but in religious contexts.
Roman votive plaques have been discussed as possible archetypes/sources of inspiration of the gold
foil figures from an early date, as noticed by Karl Hauck (cf. Oehrl in this vol.; Hauck 1998, 318). In
the Roman world, offering rituals frequently were conducted using objects made of thin embossed
and/or cut sheet metal (see Flecker in this vol.; Marzinzik in this vol., Figs. 1–2; Petrina in this vol.,
with Fig. 7). Could the idea of using sheet metal in sanctuaries have been transferred to the Germanic
areas during the Roman Iron Age? Since many Germanic art phenomena are modelled on Roman
objects and images, this would hardly be surprising. However, the majority of these finds is not contemporary with the gold foil figures, but considerably older. What is more, about 80 % of the Roman
votive plaques are made of silver, not gold, and they are slightly thicker and usually much larger than
the tiny gold foils of the North. This is also true for Celtic and Etruscan votive plaques (Bagley in
this vol.). Hence, a direct adoption is not apparent.
Especially interesting as parallel phenomena are the gold foil crosses of the 6th to 8th centuries, which
are thus roughly contemporaneous with the gold foil figures (see Helmbrecht, Continent, in this vol.;
Terp-Schunter 2017). In southern Germany and Italy, these gold foil crosses were obviously made
for and used in funerary contexts. The purpose of using thin foil surely lay in saving on the precious
material, which became a rare commodity after the fall of the Roman Empire. However, the gold foil
crosses from Italy, southern Germany, and the neighbouring areas were larger than the gold foils of
the North. Their purpose was clear: they were used in burial rites, sewed onto the dead person’s clothing or shroud, or at least deposited in the grave, in order to help the deceased to enter the afterlife.
It seems that they were made exclusively for this function. In conclusion, a direct impact of the crosses
on the gold foil figures cannot be determined: both phenomena appear to have developed independently.
As argued above, a unique feature of the Scandinavian gold foils is their astonishing tininess. All
other plaques and related objects from other cultures are larger, and therefore not only visible even
from a distance, but also much easier to handle. Another interesting quality that distinguishes the
gold foil figures from the other sheet objects is the fabrication of nearly identical pieces in remarkably
large numbers (see above, sub-chapter Mass production versus individualisation).
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Figural motifs
The question about Roman, Celtic, Byzantine or other (votive) plaques and other metalwork as
possible sources of inspiration or models for the figural motifs on the gold foil figures was addressed
several times during the workshop. Actually, it is a well-known fact that a Roman or Late Antique
“legacy” can be found in many features of Germanic art and imagery. Roman models have also been
discussed in connection with the small Scandinavian figurines of bronze or precious metal (Zachrisson in this vol.; M ackeprang 1935; Thrane 1990; 2005; Voss 1990).
As a rule, Roman votive plaques feature images of offerings and religious rites. Often goddesses
and gods are depicted (Flecker in this vol.; Marzinzik in this vol., with Fig. 1 and 2; see also Oehrl
in this vol., Figs. 16–17; 20; 64; 66–67), either in divine nakedness and characteristic postures, or
equipped with their conventional attributes, occasionally including clothing, which make them identifiable. Interestingly, many of the plaques show the divinities in roles of ideal offerants (cf. Simon
1953), exemplarily performing religious rites: gods worshipping gods, with the devices needed for
that, such as offering bowls, altars, or other paraphernalia (see Oehrl in this vol., Fig. 67). The other
main group of votive plaques depicts humans performing offerings, sometimes equipped with the
same devices as the divinities (see Flecker in this vol., Fig. 1). The images on the votive plaques, the
persons depicted, and the actions they perform can be identified either with the help of inscriptions
on the sheets themselves or by using parallels from other Roman pictorial sources (stone sculptures
on altars, building ornaments, sarcophagi, and metal objects such as statuettes, coins, and jewellery).
Roman written sources provide basic background information as well as detailed stories and contexts. On the gold foil figures, some objects can be identified that match the attributes of the Roman
plaques and sculptures: for example, long staffs (Jupiter and Mars), drinking vessels (offering gods),
and clubs (Hercules) may be interpreted as direct parallels (Oehrl in this vol.) and thus as descendants of Roman archetypes. On the other hand, there are no parallels for the couple versions on the
gold foil figures, after all a major motif group.
In the course of the workshop, another class of Roman sacrificial objects was discussed as possible
comparison (Oehrl in this vol.; Witteyer 1999; 2004): small clay figures, which had been produced
in large numbers that were deposited as offerings in temples or sanctuaries, for example in the Rhine
region. Their motifs exhibit an astonishing similarity to those of the gold foil figures. There are single
men and women, in each case with only few attributes (among them cornucopias and staffs), as well
as couples of humans. Many of the objects depict humans in festive or formal dress, representing
probably the sponsors themselves and thus portraying humans who made the sacrifice. This very
notion could be a key for the interpretation and understanding of the figures shown on the gold foils
of the North (see Oehrl in this vol.; see also below, sub-chapter Function and purpose).
Celtic figural art from the Continent must be understood as one of the sources of inspiration
of early Germanic art in the Roman Iron Age. But although there are some intriguing parallels
concerning individual pictorial elements on the gold foil figures, Celtic art can have had no direct
impact on the much later images of the Vendel Period foils (Bagley in this vol.). The parallels may
rather be explained with general characteristics in the imageries of the western world during the
first millennium. The same applies to early Christian art and motifs (Verstegen, in discussion;
cf. also Watt 2015). An example for such a general trait may be seen in the framing of important
images. The Roman emperor, Christian saints, and other important persons are often depicted as
standing under an arch or within a frame, sometimes more specifically under an arched architectural element, which emphasise their dignity and power but also intensified the impression the image was intended to make on the beholder (see Behr in this vol.). The same can be observed in the
case of some gold foil figures (see e.g. Watt in this vol., Figs. 4d; 28; Wamers in this vol., Fig. 1,6).
In this light, their rounded frames can hardly be interpreted as doors (Back Danielsson 1999,
13–14; H edeager 2015, 139–141). Instead, they simply are a variation of similar images without
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this kind of framing (cf. Wamers in this vol., Fig. 1) and a way of highlighting the image within, to
increase its visual impact.
An intriguing and yet relatively unknown find material from the 3rd to 7th centuries AD are anthropomorphic figures and foil pendants from southeastern Europe (R ácz 2012). Among them are
rectangular pendants with anthropomorphic ornaments from the Ukraine, which are reminiscent of
the gold foil figures, some of them even featuring embossed frames (see Myzgin in this vol., Fig. 4).
The majority of these objects date from the 3rd to 5th centuries, clearly predating the gold foil figures,
and therefore could be considered as possible templates. However, from the more contemporaneous
Avar finds, a direct link between the find categories could not be established. Further connecting factors can be discussed between elements of the material cultures of the Continent, the Ukraine, and
the North at that time (see e.g. Anke 1998; Böhner 1968). The Ukrainian finds can be discussed as
possible templates of the gold foil figures (see Myzgin in this vol.; Marzena Przybyła, in discussion).
Yet the artefacts known today – mostly detector finds – seem to represent only the tip of an iceberg,
and the links and cultural as well as trading relations between the early Germanic, Slavic, Gothic,
Roman, steppe-nomadic, or other groups are issues for further research.
The early Christian gold foil crosses (Hübener 1975; Terp-Schunter 2017) may be considered as
an extremely important comparison group from the southern regions of Europe (see Helmbrecht,
Continent, in this vol.). Their embossed images are linked to the contemporaneous objects of the
North primarily by their use of animal style. In the Langobardic and Alamannic areas, the gold foil
crosses were an integral part of the burial custom, as they were sewed onto a shroud, which was
then placed on the deceased person’s body. In other regions – in the eastern Mediterranean – gold
foil crosses might have served as votive offerings (Vierck 1975): an interesting parallel, which could
provide clues to the purpose of the gold foil figures (see below, sub-chapter Function and purpose).
Also from the eastern Mediterranean originate early Byzantine objects made of gold foil with
embossed figural depictions (repoussé), which can be classified into two categories: jewellery made of
framed or perforated coins or medallions and unframed votive plaques (Petrina in this vol.). Among
the coin jewellery, especially those examples are of particular interest, which depict the dextrarum
iunctio, a marriage scene, as this motif is well suited for a comparison with the couple versions of the
gold foil figures, while the unframed votive plaques might possibly provide clues to the function of
gold foil figures (see below, sub-chapter Function and Purpose).
During the workshop as well as in the contributions to this volume, it became apparent that
the images of the gold foil figures were part of an overall occidental imagery, a common style of
constructing pictorial art. Many of their elements can be traced back to the Roman Period, which
functioned as a stimulus for many of the imageries of later times and cultures. But no direct roots or
links could be identified, not even reliable templates or prototypes, neither in Celtic, Roman or Late
Roman, and Byzantine art, nor in early Christian or medieval art, nor in Frankish objects or those
from the Merovingian Period. Drawing on their expertise in figural art, our specialists all agreed that
in their fields of research they never had encountered images or tiny objects of sheet metal really alike
the gold foil figures. It is only in a more general way that the small foils can be compared with foreign
artefacts, object classes, and motifs, and that some hints for the assessment of this special object type
can be deduced. The tiny foils are a Scandinavian invention, emerging from Scandinavian traditions
of motifs and styles in the first millennium AD.
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On dresses, gestures, and postures
Dresses and dress accessories do not feature on many gold foil figures, but where clothing details are
present, they occasionally can give interesting hints for the overall interpretation of the find category.
First, a type of male coat was studied.
The gold foil figures of the so-called “princely group” (“Fürstengruppe”) (Watt 1992, 209–211; see
Wamers in this vol., Fig. 1) – comprising more than 225 examples – not only form the largest, but also
the best-known die family. It is generally assumed that the long capes or braided coats (“Bortenmäntel”) of the male figures of this group should be interpreted as “kaftans” (see Fischer, Wamers
and Helmbrecht, Continent, in this vol.; Holmqvist 1977, 202; Almgren 1980, 165–166; Watt 2004,
171–172; Mannering 2017, 56–58; Böhner 1968). The kaftan is considered as indicative of cultural
influences from the southeast, as coats of this kind were fashionable in large areas of Asia (see
Kubarev 2017, 54–71). Frequently, they were made of particularly valuable materials (such as silk and
gold thread), with magnificent woven patterns and the hems were adorned with furs or trimmings,
as is demonstrated by both excavated examples and pictures. Usually, they are knee-length and tied
either in the middle of the body (symmetrical type) or to one side (asymmetrical type). If the identification as kaftans is accurate, then the gold foil figures clearly depict examples of the asymmetrical
type (cf. the figures in Stepanov 2010, Fig. 24; 26; Heinrich-Tamaska /Winger 2018, 222 fig. 5/21a).
The side of the overlapping front cannot be determined, due to many mirror-image variants of the
motif. Identical garments are known from depictions on Vendel Period helmet panels and other pieces
of weaponry in Sweden, Britain, and central Europe (Helmbrecht, Vendel Period, in this vol.). It will
hardly be possible to reconstruct how or why an originally Asian dress came to the North. Its link
to the triumphal trabea of Roman rulers has already been pointed out (Fischer in this vol.; Schramm
1954). At any rate, kaftans are not suited as indicators of a direct Hunnic or Avar influence in Scandinavia, as the transfer of the new garment may well have happened through third parties: especially
groups of horse-warriors, who served as mercenaries in the Frankish army and comprised members
of different origins, could have introduced the kaftan as functional clothing for horsemen. From
there it may have caught on and became a hallmark of an “international” warrior elite (cf. Wamers in
this vol.). This scenario is not improbable, because it is remarkable that the women’s dress on the gold
foil figures does not betray a similar influence, even though in Asia, kaftans were worn by women as
well. The women’s clothing – with an ankle-length dress and a cape-like open cloak – appears to have
followed another, probably Nordic tradition, as it is depicted on contemporaneous picture stones as
well as on small figurines and brooches and continued to be worn in an identical style well into the
Viking Age. As an aside, it should be mentioned that the baggy trousers known from various media
as part of male clothing do not occur on the gold foil figures.
The biggest surprise during the workshop involves the question of interpreting the gestures and
postures of the depicted figures. We all agreed that the frequently recurring hand gestures and body
positions on the gold foil figures must have borne a strong semantic meaning in their time (especially
Heizmann and Verstegen, in discussion): obviously, it was essential to show the hands in specific
positions. Also, the hands are often pictured in a remarkably exaggerated size, which may underline
their significance as cipher-like pictorial elements. What is more, the images seem not to have been
designed freely and individually, but within a standardised and codified system. They are limited
in the overall variety of motifs: the majority of them represent, as Margrethe Watt has thoroughly
demonstrated, just a few die families or motif groups, which may vary only in detail (Watt in this
vol.). Limitation and standardising, however, indicate that the images must have had a definite meaning, which must have been understood within the whole distribution area of the foils in more or
less the same way (Zachrisson, in discussion). They were designed for a greater audience and bore
a meaning of universal importance, a message within. Therefore, several questions concerning the
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deciphering of those codes emerged: do the specific gestures, postures, dresses, and attributes create
a readable code? Is there, for example, a “grammar of gestures”? Are the hand gestures comparable to
the mudras in India or to the hand gestures of medieval saints, the significance of which is relatively
well known to us due to contemporary written sources? And can we find a key to the successful interpretation of the ciphers of the gold foil figures?
At the beginning of our project, we thought that it would be possible to understand at least some
of these ciphers with the help of gestures known from other cultures and objects. Illuminations in
(late) medieval manuscripts and legal codices, for example, have been used as a basis for the interpretation of some of the gestures of the gold foil figures (Watt 2004, 210–211; 2015, 162–163; R atke/
Simek 2006a; 2006b). This method seemed reasonable, because long continuities in pictorial motifs
have been studied previously and with excellent results – for instance when Karl Hauck focussed his
interest on the gold bracteates (cf. Oehrl in this vol.). During the workshop, we considered several
gestures which came up in the North during the Migration Period and occured on the gold foil figures, for example the hand raised in front of the mouth (see K ristoffersen and Magnus in this vol.),
and we hoped that we would be able to detect a continuity of significant gestures from Antiquity to
the Middle Ages and persuasively identify at least some of them.
One of the scholars at our workshop was an expert for medieval hand gestures, Axel Chr. Gampp
from Switzerland. To our surprise, he pointed out that no codified gestures existed over lengthy periods
of time at all (see also Gampp 2008). On the contrary, they always seem to be limited to a very short
timeframe and to be quite regional, too. And thirdly, they are exclusively linked to particular object
classes which thus each encompass their own “cosmos” of hand gestures and body language. This
assessment was confirmed by the scholars of Roman, Byzantine, and early Christian art (Manuel
Flecker, Yvonne Petrina, and Ute Verstegen, in discussion): here, too, no generally valid codes
for hand gestures exist. Actually, not a single gesture can be identified and traced through the ages,
not even the dextrarum iunctio (see Petrina in this vol.) or the gestures of speech. Thus, illuminations in manuscripts of the high medieval period cannot be used for the interpretation of depictions
of gestures on any other objects, whether they were older, younger, or even contemporaneous. This
methodological problem was underlined by the results of the comparison between the gestures of the
gold foil figures and examples from the Viking Age. Not even here any continuities can be observed:
only very few motifs and gestures of the gold foil figures continued to be used in later periods (Helmbrecht, Vendel Period, in this vol.).
With this realisation, our hopes of being able to ‘read’ the gestures on the gold foil figures by
comparing them with better-known gestures depicted in other media and especially medieval manuscripts were crushed painfully and completely.

Excursus on semantic meaning: mortals or divine beings?
During the workshop, we chose not to discuss the iconographical interpretations of specific images
in depth, leaving this task for future research. Still, some thoughts on iconography were brought
forward and should briefly be mentioned here.
From the beginning, interpretations of the gold foil figures have been divided between two main
strands: while some scholars saw depictions of human figures, others spoke of gods and goddesses.
For the latter, Norse or Germanic gods were suggested, mainly from the Vanir family (e.g. Olsen
1909; Steinsland 1991; Hauck 1993; 1994), but also some other supernatural beings like the giantess
Gerðr. The couple versions, for example, were interpreted as the scene of her marriage to the god
Freyr (de Vries 1956/57, 2; 192; Steinsland 1991). Proposals for mortal beings included predominantly rulers and founders of dynasties (Gustafson 1900) as well as the dead and their ghosts (R atke
438

2009, 212–214). References to scenes from legal practice have also been considered (R atke/Simek
2006a; 2006b).
No decision can be made straightaway because there are no clear criteria for any identification.
As inscriptions or other unequivocal designations or references and any written evidence about the
gold foil figures are lacking completely, the question can only be answered indirectly, if at all. Thus,
a comprehensive and detailed evaluation of the images is a fundamental requirement, before any
conclusions can be drawn.
On many gold foil figures the clothing of the male figures (kaftan) appears to follow the same
conventions as that of the men on the helmet panels (see above; Helmbrecht, Continent, in this vol.).
As argued above, the warriors on these panels belonged to the same social group as those on the gold
foil figures. Especially the horsemen on the helmets replicate ancient patterns of portraying fallen
warriors (Wamers in this vol.). Karl Hauck pointed to the fact that the helmet panels are known from
exactly the same distribution area as the Germanic heroic tales and sagas and thus may very well be
representing such heroes (Hauck 1976, 593). In light of this material, we may conclude that in fact
humans are shown in both find categories, likely members of the elites. They were depicting themselves – on different types of objects and in the act of performing different actions. While the helmet
panels invariably show scenes from military settings, such as combat, fighting horsemen, and perhaps
weapon parades and weapon dances, the vast majority of the gold foil figures feature no weapons,10
no helmets (including horned helmets), no horsemen, at all. Instead, some of them show more peaceful, domestic objects, such as drinking vessels or jewellery, which are also found as archaeological
finds and belonged to the upper stratum of elite material culture. This underpins the notion that most
probably humans were depicted on both the panels and the foils – supporting the conclusion derived
from the comparative discussion of the Roman clay votive figurines (see Oehrl in this vol.).
However, it might be conceivable that gods as well as humans are represented on the images, as
gods of old cultures frequently were portrayed in the same style of clothing as high-status humans
(Olof Sundqvist, in discussion; R atke/Simek 2006b, 189; 313; R atke 2009, 206–210). From Antiquity,
pictures of gods engaging in exemplary ceremonies of sacrifice are well known (Simon 1953). The
underlying assumption is that gods in human shape elevated a ritual that was usually performed by
humans but transferred into a divine sphere. This might also be an interesting approach for the interpretation of the gold foil figures (see Behr in this vol. for one possible way of distinguishing between
humans and gods). Furthermore, deified humans – beings in-between humans and gods – may have
existed in the religion of the Old North, as tradition tells us in respect of Óláfr Geirstaðaálfr, a king
who turned into an elf (Sundqvist, in discussion; Sundqvist 2015).
Without doubt, it would be useful for the identification of the figures shown on the gold foil
figures, if we could identify the acts they are engaged in. As mentioned above, their images appear
to derive from a more peaceful background than those on the helmet panels, but beyond this, it is
hard to tell what exactly the figures are doing, because unfortunately there are no actions, scenes, or
processes that could easily be identified. The figures appear static, and only are characterised by their
dress and attributes (if any) and/or their body postures – but not by performing any kind of distinguishing actions.11 This probably also applies to the couple versions, being just as static as the single

10 With very few exceptions: see above.
11 Some of the anthropomorphic figures on the gold foils are shown with the tips of their feet pointing downwards. This
pose has been used in ancient art as a cipher for dancing (ecstatic dance of the maenads, dancing priestesses, and similar
scenes), and is also known from Egyptian tapestries of the 5th to 7th centuries. It remains unclear, however, whether this
interpretation holds true in the case of the gold foil figures or whether they – analogous to Migration Period figurines
with neck-ring – ought to be interpreted as hanged or hanging men (regarding the ciphers for running and flying, see
Schmidt 1909).
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figures. Thus, no promising approaches for an interpretation may be expected here (see also below,
sub-chapter Masters and users: a new social order).
It may be a small consolation to remember that even in Greek or Roman Antiquity it is rarely possible to identify unequivocally the figures depicted and to differentiate between images of humans
and gods unless inscriptions or distinctive attributes exist (Flecker , in discussion), and identical
motifs had different meanings in different contexts (Jennifer Bagley, in discussion).
In future research it may be fruitful to delve even deeper into questions of iconography and semantic meaning of the gold foil figures, in order to read and understand their messages and significance. We hope to do this in Schleswig.

Function and purpose
A crucial question concerns the original function of the gold foil figures: what were those tiny,
delicate objects used for? During the workshop, we discarded ideas of any – in modern terms –
practical usage as the original purpose of the objects: they were too small and fragile and easily
damaged, obviously not made to be handled. The very rare cases of holes or perforations are not
enough to sustain the notion that they were made to be sewn onto clothing (Brøndsted 1969,
315), and the idea that they had been glued to a more solid carrier (Gustafson 1900) also is unreasonable, as no remains of any kind of adhesive have ever been found. The gold foil figures could
not possibly have been used as personal adornments, fittings, pendants, or similar decoration,
and they are also not suited as documents or certificates, pilgrim badges, invitation tickets, or
festival listels, as has been suggested in recent research (see e.g. Baastrup 2015). All this is rather
implausible, just as the idea of imagining them stuck individually to the posts of great hall buildings (although we did not reach a consensus on this latter issue during the workshop).12 Even the
transport of the pieces seems quite difficult without spoiling or compromising them. If at all,
individual foils would have been carried in small boxes or cases, while in bigger numbers, they
might have been distributed from special containers, if they were needed for usage at different
places at the same time.
Though rare examples of the gold foil figures appear to have been modified for permanent use,
for example by fastening them to metal plates and attaching a loop for usage as pendants or amulets (approximately 1 % of the total at the most: see Margrethe Watt, in discussion), their normal
and most common condition would have been characterised by their diminutive size and their
fragility, both severely limiting any practical handling. In fact, it seems that the foils have not been
made for any permanent purpose, but rather for a transient one. Most likely, they were used in a
single specific process or event, like in a temporary performance or action (see Ute Verstegen, in
discussion).
It is an interesting fact that the carefully executed images on the gold foil figures are not discernible
even from a relatively short distance. They are virtually hidden, demonstrating that no value was
attached to conspicuousness (Heizmann and Pesch, in discussion). They were clearly not made for
public display, nor for a greater audience to see the details. If so, why were they made in the first
place? This leads to the old question of to whom the images were addressed. As a possible answer, we
agreed that the intended recipients were probably divine beings (Helmbrecht, in discussion). It is a
common enough device to use hidden messages for communications with the other world (cf. Sund12 From other contexts it is well known, however, that the believers buy gold leaf, for example, and attach it to the surfaces
of pillars, walls, or statues in the temple (cf. the temple of Buddha in Angkor Wat). In classical Antiquity, it was customary in some places that sacrificial money was glued to pillars, according to Verstegen (in discussion).
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in this vol.). As metal foil objects were often used in sanctuaries as votive plaques this seems to
be, in combination with the superior material gold, the most reasonable conclusion.
The idea of communicating with the other world or the gods by means of ornamented and more or
less fragile metal sheets is a long-lasting and ongoing tradition in the Western world (cf. Behr, Flecker,
Petrina, and Sundqvist in this vol.). Even today, for instance in Catholic and Orthodox environments, metal plaques are still in use: as devotional articles, they often can be found in churches deposited as tokens of gratitude (ex voto), for example after the recovery from an illness (Sundqvist in
this vol.). They are made in the shapes of legs, arms, noses, eyes, ears, and other body parts, and they
can be bought in specialised shops or even in the very churches. The function of such “non-utilitarian
votive offerings” (Weinryb 2016, 5) lies solely in their nature as donated objects (Sundqvist in this
vol.). Hence, it was suggested that the gold foil figures might have been representations of specific
pleas or requests to the gods, for example wishes for wealth, fortune, and protection against evil,
or – the double versions – for a good marriage and fertility (for more details, see the discussion in
Sundqvist in this vol., sub-chapter Hieros gamos). However, the majority of the foils seem not to
have been used individually, but in larger numbers (see above), and this could be considered as
evidence against individual pleas directly linked to single gold foil figures, and in favour of rather
more collective performances in which many people were involved (see below).
The interpretation of the gold foil figures as objects with a religious function is supported by the
fact that they usually have been found at places with sacral functions (Watt 1992, 221–224), such as
the great central places of Sorte Muld, Gudme/Lundeborg, Helgö, or Uppåkra (Hårdh/Larsson
2002; Pesch 2011), but also at places that later attracted attention by being the building sites of the
earliest Christian churches, such as Mære or Vingrom in Norway. Frequently, they were discovered
within or in close proximity to the great stately halls that also are considered to have been the settings
of ritual activity (Herschend 1997; 1999; Hedeager 2015, 141–143; Sundqvist 2016). At find spots
such as these, however, other uses are by no means precluded. We are not going to go any deeper into
this issue here, as it is planned to be one of the subjects of a second workshop of our project.
Nevertheless, it must be mentioned that especially at places such as Sorte Muld, with its numerous
deposits of gold foil figures, a comparison with great cult centres of the ancient world may be suggested: cult centres, being central places, were visited by many people und exerted widespread appeal.
Here, a specialised cult was able to develop, which provided a livelihood to those serving it: on the
one hand, as priestesses and priests or cult specialists (Sundqvist in this vol.; 2005; 2007), or as cult
masters or offerants (Hauck 1992a, 558; cf. 1994), and on the other hand, as breeders and purveyors
of sacrificial animals, manufacturers of materials for sacrifices – among them gold foil figures – as
well as in the procurement of raw materials or the delivery of provisions and other everyday items
required by all participants. Possibly, even accommodation and food for pilgrims and other visitors
were taken care of, as obviously this was an official and organised cult (Hauck 1992a). This supraregional concentration of religious functions appears to have led to both a standardisation of rites and
the sacrificial materials. The standardisation of the gold foil figures, produced in bulk, may well be a
manifestation of this process. Centralisation can cause a local economic upsurge, but may also often
lead to the commercialisation of the cult (Pesch, in discussion; cf. Pesch 2003, 120).
Margrethe Watt in her publications compared the small foils with sacred temple monies, as they
were (and are) common in many religions, such as Judaism in Antiquity (Watt 1992, 221–224; passim;
Watt in this vol.; see also Sundqvist in this vol., sub-chapter Temple money). These particular and
often specially made media could only be acquired in the temple district. They were the only means
qvist
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to buy adequate (e.g. kosher) sacrificial animals or other services or pay the temple fee.13 However,
due to their smallness and fragility, the gold foil figures cannot have been a practical substitute for the
exchange of coinage or bullion. Thus, Margrethe Watt, Karl Hauck, and others reasoned that they
might have been a sacral currency after all, “but not in the context of a normal trade in goods” (Watt
1992, 224; cf. also Hauck 1992a, 529; 1998, 318; Veit 1982). Instead, it could have been a kind of sacrificial money that at the sacred places was employed either directly by the visitors (after they had
bought the foils) or by the cult specialists or priestesses and priests, for example during central feasts
of sacrifices. The details of this cult practice cannot be determined at the current state of research –
the discussion of this issue also is one of the aims of the second workshop.
For the images on the gold foil figures in particular, some fitting external parallels can be consulted,
which also originate from the context of sanctuaries and temples. The Roman and Byzantine votive
plaques have already been mentioned. It is important to notice that the depictions often are quite stereotypical or even artless, probably to allow access to their visual language also to the non-initiated.
This could explain the development of local “dialects” in the motifs (Flecker, in discussion).
Terracotta figurines from Roman sanctuaries, made in huge numbers for the sale to pilgrims, often
depict people performing offerings (see above; Oehrl in this vol.), and this might be a useful parallel
to the gold foil figures.
Most gold foil figures bear no direct traces of manipulation or any intentional change of the
images once they had been stamped with the die. This observation makes the ones that have been
found crumpled up or folded all the more interesting. Unlike those foils that may have been accidently
wrinkled by the plough or otherwise damaged while they lay in the soil, these examples are meticulously folded over once or twice, which indicates deliberate handling. What are the reasons for these
actions?
We may consider the golden plaques from ancient Rome: these were folded and subsequently
inserted into amulet pendants (Verstegen, in discussion). Curse tablets from Antiquity to early
modern periods, which often were available in sanctuaries, were said to be “activated” by folding
(M arzinzik, in discussion), and liturgical objects and vessels were ritually destroyed and buried
after they had been used, a practice known from ancient Egypt to the Christian world of modern
times (Petrina, in discussion). The ritualistic bending of weapons and other objects before they were
consigned to the ground as a sacrifice was performed in the North especially in the course of the
great weapon and equipment deposits as well as in burials. A further example for deliberately folded
objects are gold bracteates (Behr /Pestell 2014, 58). These parallels offer further indications for a
religious function of the gold foil figures.
Based on the evidence from the various find spots and their surrounding areas it is not possible
to identify any particular single use of the gold foil figures (cf. Helmbrecht 2011, 272). Still, some
relationship with religion and sacrifice is obvious. Performing rituals and sacrifices was probably another aspect of the warrior culture that is reflected in both the helmet panels and the gold foil figures,
and perhaps even constituted a prerequisite for these societies to function properly (see below, next
sub-chapter).
Even if resorting to this kind of conclusion is often an expression of helplessness, we cannot find a
better explanation for the gold foil figures than their interpretation as cult objects, made as media for
the communication between humans and “the other world”, the supernatural spheres.

13 Temple money has repeatedly been brought into discredit, as it created the opportunity to increase the price for offered
services twice over, as it were: often, it had a lower material value than the (secular) monies paid for it, and the price of
the services in the temple was hard to compare with similar services (purchase of sacrificial animals, for example) outside
of the temple district.
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Masters and users: a new social order
The gold foil figures were produced at few, special sites, mainly the multifunctional so-called “central places” where they have also been found in large numbers. Transfer from one area into another
appears to have existed, but to have been limited, as only few figures that were made by the same die
have been found at different places (Watt, in discussion; cf. Watt 1999a, 138; Hölscher 1982, 16–17).
This, however, is probably the result of the dies being transported rather than the figures (Helmbrecht, in discussion). Yet, the question remains who exactly produced the gold foil figures and on
whose behalf. There can be no doubt that the majority of the gold foil figures were made by experienced craftspersons who on the one hand were skilled in the necessary techniques, on the other had
profound knowledge of the formalised and standardised imagery. They can be compared with the
so-called “bracteate masters” who were responsible for the design and manufacture of the Migration
Period gold bracteates with their images and (in some instances) runic inscriptions (Heizmann and
Pesch, in discussion; cf. IK 1, Einleitung; Pesch 2007, 13). This term might refer to a highly specialised and highly qualified individual, but also to a complete workshop, where labour was divided. The
masters of the dies for gold foil figures (the actual stamping could have been done by untrained workers) appear to have had their workshops in central places, especially Sorte Muld, Gudme/Lundeborg,
Uppåkra, Slöinge, Ravlunda, and Helgö. These sites not only were the main areas of utilisation of
the small foils, but through the presence of the rulers and the armed retainers, they also provided the
necessary protection for the goldsmiths. Elites and their well-organised trade links probably enabled
the access to gold and other imported metals. This applies especially to the southern Scandinavian
gold foil figures, which represent the majority of the material. By contrast, the Norwegian examples,
all of them couple versions, seem to be slightly younger and to originate in a different milieu. They
were often found at places that were connected to Viking Age seats of power. Some of those seats
appear to have had a long cult tradition, as the gold foil finds at early churches (e.g. Mære or Vingrom)
indicate. The impressive Tu hill in southwest Norway with its “tunanlegg” and several grave mounds
is known to have been a supra-regional gathering place.
It is rather surprising, however, that so far no gold foil figures have been found in those important
centres that are known historically as the seats of high kings and their dynasties: there none from
Gamla Uppsala in Sweden, for example, nor from Gamle Lejre in Denmark or Avaldsnes and Borre
in Norway (Zachrisson, in discussion). This situation may change with new finds, of course (Watt,
in discussion), but at present, it appears symptomatic. The heyday of historically known royal seats
tends to have been in the late Vendel Period and the Viking Age, thus during an age when – at least in
southern Scandinavia – gold foil figures already had gone out of fashion to some extent. At the current state of research, the tiny foils belong to a political phase in which the three great Scandinavian
kingdoms had not yet begun to emerge.
Gold foil figures are linked especially to petty kings and local warlords (Zachrisson, in discussion).14 We have repeatedly commented on the proximity of the postholes in which several foils were
discovered to the high seats in the stately halls (cf. Zachrisson and Sundqvist in this vol.; Hedeager
2015, 141–143). It is possible that they had been glued to posts of the high seat or the hall itself (Larsson/Lenntorp 2004, 23; Hedeager 2015, 143) and either fell down to the ground or were ritually
deposited. The interpretation of these contexts is still difficult (Watt, in discussion).15

14 In Helgö, gold foil figures occur around the year 600, when the other workshops had already left and Helgö had been
reduced to the harbour, but apparently with some cultic functions (Kristina Lamm, in discussion).
15 These questions are going to be studied as a research subject at the next workshop, which intends to examine and compare the respective feature contexts in detail.
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In a dynasty the marriage of a ruler is an important issue. The couple versions of the gold foil figures
have repeatedly been interpreted in a dynastic context, as both portrayal and evidence of marriage
alliances (cf. Zachrisson and Sundqvist, both in this vol.; Steinsland 1991). It has been suggested
that the image depicts either an ideal couple as model spouses or rather divine beings believed to be
the dynasty’s earliest ancestors – or in fact the actual bridal couple. Especially the last suggestion
raises the question, however, why the pictures should be so very small: they are hardly suited to
function as a kind of ostentatious “announcement”, which surely would have required a much larger
picture, easily noticeable for the larger public. The general standardisation of the motifs as well as the
presence of examples made with the same die but found at different places do not support this interpretation either. If the images, in fact, referred to ancestors, a question about different variants of the
couple version at the same place arises: should not rather each dynasty have had their own particular
imagery with very specific characteristics that exclusively occurred in their specific home areas? The
supra-regional scheme of gold foil figures argues against this idea. Rather, it appears that the images
are rooted in a common cult. They were fabricated by specialised, well-trained, and widely interconnected craftspersons, and therefore feature images that were of supra-regional relevance. Most
probably, they were used in large numbers, by cult specialists as representatives of the local/regional
community.
Relatively little is known about Vendel Period society, in which the gold foil figures were produced. Their imagery suggests that like the standardised depictions on weapon panels they too reflect
the martial culture of a prominent class of warriors.
Some other artefacts that are known from Scandinavia and Britain, especially the helmet panels
with cognate motifs from Vendel and Valsgärde in Uppland and Sutton Hoo in East Anglia are relevant in this context (see Helmbrecht, Vendel Period, in this vol.; cf. Quast 2002). They represent,
as Egon Wamers argued, an “international” warrior elite with their own philosophy and view of life
(Wamers in this vol.; Wamers 2018). Thus, the iconography of the gold foil figures that show the same
social group, but were found exclusively (with one single possible exception) in Scandinavia – can
be considered in a more supra-regional context. But what was the role of the Northern people: were
they just following a foreign custom or fashion, or were they a driving force behind it? As the objects
depicted on gold foil figures and helmet panels, such as jewellery, drinking vessels, weapons, horse
fittings, dresses, or helmets, are also well known from the Scandinavian archaeological find material
and thus derive from a Scandinavian environment, it can be argued that the images create an entirely
native Nordic cosmos, which absorbed only few inspiration from the South and the Mediterranean
world.
In contrast to the helmet panels and their imagery of war and combat, which represented an explicitly male setting, the gold foil figures derived from very different and apparently more domestic
and peaceful contexts, most probably connected to some religious event(s) (see above, sub-chapter
Function and purpose) or festive act(s) that needed spiritual sanctioning (such as marriages, shown
on the couple versions [?]). Even the dagger-like weapons in the hands of male figures on some of
the foils can be interpreted as sacrificial knives. Women are involved in the performances to a large
extent, be it in the couple versions or as single figures. Unlike the preceding Migration Period, when
images of women were very rare indeed, during the Vendel Period, many depictions of women existed, on objects such as pendants, as figurines, or gold foil figures – a new feature in the imagery in the
North. This observation possibly reflects new roles that women adopted in Vendel Period society.16

16 There are some pendants and figurines dating to the Viking Age featuring women with weapons (for the pendants, see
Helmbrecht 2011, 306, with fig. 26; for the Hårby figurine, see Henriksen/P etersen 2013), but images of armed women
do not occur on the gold foil figures, nor during the Vendel/Merovingian Period in general.
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While the Migration Period seems to have been a relatively stable, peaceful, and wealthy era in the
North, the Vendel/Merovingian Period was a time of riots and turbulence not only in the North
but in Europe more generally. In Continental and English textual sources, frequent wars, massacres,
and lootings are recorded. Interdisciplinary research has investigated a climatic crisis between
AD 536 and around 660, the “Late Antique Little Ice Age” (LALIA) (Büntgen et al. 2016; see also
Axboe 2001; Høilund Nielsen 2005; Gräslund/Price 2012; Löwenborg 2012). Triggered by massive
volcanic activity, the sky of the northern hemisphere was covered by a heavy dust veil and became
dark, the summers were cold and dry, the crops could not grow properly. This caused severe famine,
plagues and pandemics, wars, and even the decline and fall of entire empires in Europe and Asia. The
affected people and regions found different ways to cope with these challenges. In the North they
pursued their own path: one of the archaeological clues indicating change is the overall decline in the
number of gold objects (cf. above, sub-chapter Gold: an exceptional material): while during the
Migration Period, solidi were imported and used in large numbers as raw material, the last recorded
solidi found in the North had been minted for the emperors Theodebert I of Austrasia (534–548) and
Justinian I (527–565) (cf. Fischer in this vol.). It appears that at the same time the well-established and
well-functioning long-distance connections broke down, disrupting political and social structures in
Scandinavia and elsewhere. The production of gold bracteates came to an abrupt end, and many of
them were buried in the ground (A xboe 2001). It seems that modified or entirely new religious beliefs
emerged that were accompanied by centralisation and standardisation of cult practices and cult objects. In times of fear, darkness, and starvation, people were engaged with mainly two things: praying
and offering sacrifices to ask for better days and fertility and fighting for the last remaining resources.
The helmet panels with the depictions of warriors and combat may be seen as evidence of the latter
aspect, while the former is mirrored by the images on the tiny golden foils. All things considered,
the concept, manufacture, and usage of gold foil figures must be regarded as a result of supra-regional
crises. However, they also are evidence of cultural survival and social reorganisation.

Literature
A lmgren 1980: Bertil A lmgren , Hjälmar, kronor och
stridsrockar – från kejsargardets Rom till Upplands
hövdingar. In: Ann Sandwall (red.), Vendeltid. Statens
Historiska Museum, Historia i Fickformat (Stockholm
1980) 158–166.
A nke 1998: Bodo A nke , Studien zur reiternomadischen
Kultur des 4. bis 5. Jahrhunderts. Band 1: Text & Karten.
Band 2: Katalog. Beiträge zur Ur- und Frühgeschichte
Mitteleuropas 8 (Weissbach 1998).
A xboe 2001: Morten A xboe , Amulet pendants and a darkened sun. In: M agnus 2001, 119–135.
Baastrup 2015: Maria Panum Baastrup, Invitation systems and identification in Late Iron Age southern Scandinavia? The gold foil figures from a new perspective.
Danish Journal of Archaeology 4, 2015, 64–74. DOI:
10.1080/21662282.2016.1151692.
Back Danielsson 1999: Ing-Marie Back Danielsson, Engendering Performance in the Late Iron Age. Current
Swedish Archaeology 7, 1999, 7–20.
Back Danielsson 2007: Ing-Marie Back Danielsson ,
Masking Moments. The Transitions of Bodies and Beings in Late Iron Age Scandinavia. Stockholm Studies in
Archaeology 10 (Stockholm 2007).

Back Danielsson 2013: Ing-Marie Back Danielsson, Materials of Affect. Gold foil miniatures in the Scandinavian
Late Iron Age. In: Benjamin Alberti/Andrew Meirion
Jones/Joshua Pollard (eds.), Archaeology after interpretation. Returning materials to archaeological theory
(Walnut Creek, California 2013) 325–344.
Behr 2012: Charlotte Behr , The working of gold and its
symbolic significance. In: Alexandra Pesch/Ruth Blankenfeldt (eds.), Goldsmith Mysteries. Archaeological,
pictorial and documentary evidence from the first millennium AD in northern Europe. Papers presented at a
workshop organized by the Centre for Baltic and Scandinavian Archaeology (ZBSA), Schleswig, October 20th
and 21th, 2011. Schriften des Archäologischen Landesmuseums, Ergänzungsreihe 8 (Neumünster 2012) 51–58.
Behr /Heizmann 2005: Charlotte Behr /Wilhelm Heizmann,
Sinnbilder und Heilswörter. In: Reallexikon der Germanischen Altertumskunde 28 (Berlin, New York 2005)
467–473.
Behr /P estell 2014: Charlotte Behr /Tim P estell , The
Bracteate Hoard from Binham – An Early Anglo-Saxon
Central Place? Medieval Archaeology 58, 2014, 44–77.
Böhner 1968: Kurt Böhner , Beziehungen zwischen dem
Norden und dem Kontinent zur Merowingerzeit. In:

445

Sveagold und Wikingerschmuck. Ausstellung von Statens
historiska Museum Stockholm vom 12. Juli bis 15. Oktober 1968 im Römisch-Germanischen Zentralmuseum
Mainz. RGZM Ausstellungskataloge 3 (Mainz 1968)
168–198.
Brøndsted 1969: Johannes Brøndsted, Danmarks oldtid.
Band III: Jernalderen (København 1969).
Büntgen et al. 2016: Ulf Büntgen/Vladimir S. Myglan/
Fredrik Charpentier Ljungqvist/Michael McCormick /
Nicola di Cosmo/Michael Sigl/Johann Jungclaus/Sebastian Wagner /Paul J. K rusic/Jan Esper /Jed O. K aplan/Michiel A. C. de Vaan/Jürg Luterbacher /Lukas
Wacker /Willy Tegel/Alexander V. K irdyanov, Cooling
and societal change during the Late Antique Little Ice
Age from 536 to around 660 AD. Nature Geoscience
9/3, 2016, 231–236.
Capelle 2001: Torsten Capelle , Vom römischen Gold zum
germanischen Würdezeichen – ein Diskussionsbeitrag.
In: M agnus 2001, 137–142.
de

Vries 1956/57: Jan de Vries , Altgermanische Religionsgeschichte2 (Berlin 1956/57).

Fabech 1991: Charlotte Fabech , Samfundsorganisation,
religiøse ceremonier og regional variation. In: Charlotte
Fabech/Jytte Ringtved (eds.), Samfundsorganisation og
Regional Variation. Norden i romersk jernalder og folkevandringstid. Jysk Arkæologisk Selskabs Skrifter 27
(Aarhus 1991) 283–300.
Fabech 1994: Charlotte Fabech, Society and Landscape.
From collective manifestations to ceremonies of an new
ruling class. In: Hagen Keller/Nikolas Staubach, Iconologia Sacra. Mythos, Bildkunst und Dichtung in der
Religions- und Sozialgeschichte Alteuropas. Festschrift
für Karl Hauck zum 75. Geburtstag. Arbeiten zur Frühmittelalterforschung 23 (Berlin, New York 1994) 132–143.
Gampp 2008: Axel Gampp, Antikendämmerung: Vom eingeschränkten Gebrauch der Gesten als Bildsprache im
frühen Mittelalter. In: Edgar Bierende/Sven Bretfeld/
Klaus Oschema (eds.), Riten, Gesten, Zeremonien.
Gesellschaftliche Symbolik in Mittelalter und früher
Neuzeit. Trends in Medieval Philology 14 (Berlin, New
York 2008) 5–20.
Gräslund/P rice 2012: Bo Gräslund/Neil P rice , Twilight
of the Gods? The ‘Dust Veil Event’ of AD 536 in critical
perspective. Antiquity 2012, 420–442.
Gustafson 1900: Gabriel Gustafson, Et fund af figurerede
guldplader. Foreningen til Norske Fortidsmindesmerkers
Bevaring. Aarsberetning for 1899, 1900, 87–95.
H ardt 2004: Matthias H ardt, Gold und Herrschaft. Die
Schätze europäischer Könige und Fürsten im ersten Jahrtausend. Abhandlungen und Beiträge zur historischen
Komparatistik 6 (Berlin 2004).
Hardt/Heinrich-Tamaska 2013: Matthias Hardt/Orsolya
Heinrich-Tamaska, Macht des Goldes, Gold der Macht.
Herrschafts- und Jenseitsrepräsentation zwischen Antike
und Frühmittelalter im mittleren Donauraum. Forschungen zu Spätantike und Mittelalter 2 (Weinstadt 2013).
H auck 1976: Karl H auck, Bilddenkmäler. § 8: Bilddenkmäler zur Religion; § 9: Bilddenkmäler zur Heldensage.

446

In: Reallexikon der Germanischen Altertumskunde 2
(Berlin, New York 1976) 577–598.
H auck 1992a: Karl H auck (ed.), Der historische Horizont
der Götterbild-Amulette aus der Übergangsepoche von
der Spätantike zum frühen Mittelalter. Abhandlungen der
Akademie der Wissenschaften in Göttingen, PhilologischHistorische Klasse, Dritte Folge 200 (Göttingen 1992).
H auck 1992b: Karl H auck, Frühmittelalterliche Bildüberlieferung und der organisierte Kult. In: H auck 1992a,
433–574.
Hauck 1993: Karl Hauck, Die bremische Überlieferung zur
Götter-Dreiheit Altuppsalas und die bornholmischen
Goldfolien aus Sorte Muld. Zur Ikonologie der Goldbrakteaten LII. Frühmittelalterliche Studien 27, 1993,
409–479.
Hauck 1994: Karl Hauck, Altuppsalas Polytheismus exemplarisch erhellt mit Bildzeugnissen des 5.–7. Jahrhunderts.
Zur Ikonologie der Goldbrakteaten LIII. In: Heiko Uecker (ed.), Studien zum Altgermanischen. Festschrift für
Heinrich Beck. Ergänzungsbände zum Reallexikon der
Germanischen Altertumskunde 11 (Berlin, New York
1994) 197–302.
H auck 1998: Karl H auck, Goldblechfigürchen. In: Reallexikon der Germanischen Altertumskunde 12 (Berlin,
New York 1998) 318–323.
Hedeager 2015: Lotte Hedeager , For the Blind Eye Only?
Scandinavian Gold Foils and the Power of Small Things.
Norwegian Archaeological Review 48/2, 2015, 129–151.
Heinrich-Tamaska /Winger 2018: Orsolya Heinrich-Tamaska /Daniel Winger , 7000 Jahre Geschichte. Einblicke
in die Archäologie Ungarns (Remshalden 2018).
Heizmann/Axboe 2011: Wilhelm Heizmann/Morten Axboe
(eds.), Die Goldbrakteaten der Völkerwanderungszeit
– Auswertung und Neufunde. Ergänzungsbände zum
Reallexikon der Germanischen Altertumskunde 40 (Berlin, New York 2011).
H elmbrecht 2007–2008: Michaela H elmbrecht, Figures
with Horned Headgear. A Case Study of Context Analysis and Social Significance of Pictures in Vendel and
Viking Age Scandinavia. Lund Archaeological Review
13–14, 2007–2008, 31–54.
H elmbrecht 2011: Michaela H elmbrecht, Wirkmächtige
Kommunikationsmedien. Menschenbilder der Vendelund Wikingerzeit und ihre Kontexte. Acta Archaeologica
Lundensia Series prima in 4º 30 (Lund 2011).
Henriksen/Vang P etersen 2013: Mogens Bo Henriksen/
Peter Vang Petersen, Valkyriefund. Skalk 2013/2, 3–10.
Herschend 1997: Frands Herschend, Livet i hallen. Occasional Papers in Archaeology 14 (Uppsala 1997).
Herschend 1999: Frands Herschend, Halle. In: Reallexikon der Germanischen Altertumskunde 13 (Berlin, New
York 1999) 414–425.
Holmqvist 1977: Wilhelm Holmqvist, Figürliche Darstellungen aus frühgeschichtlicher Zeit. Studien zur Sachsenforschung 1, 1977, 197–203.
Hölscher 1982: Wilhelm Hölscher , Die Probleme des
historischen Katalogs der Guldgubber. [Ungedruckte
Staatsexamensarbeit für Gymnasien, Münster 1982;
Nachlass K. Hauck, ZBSA, Schleswig].
Hübener 1975: Wolfgang Hübener (ed.), Die Goldblattkreuze des frühen Mittelalters. Veröffentlichungen des
Alemannischen Instituts Freiburg i. Br. 37 (Bühl/Baden
1975).

Hultgård 2003: Anders Hultgård, Religion. In: Reallexikon der Germanischen Altertumskunde 24 (Berlin, New
York 2003) 429–457.
Høilund Nielsen 2005: Karen Høilund Nielsen, “The sun
was darkened by day and the moon by night … there was
distress among men …” In: Hans-Jürgen Häßler (ed.),
Neue Forschungsergebnisse zur nordwesteuropäischen
Frühgeschichte. Studien zur Sachsenforschung 15 (Oldenburg 2005) 247–286.
Hårdh/Larsson 2002: Birgitta Hårdh/Lars Larsson, Central Places in the Migration and Merovingian Periods.
Papers from the 52nd Sachsensymposium Lund, August
2001. Uppåkrastudier 6 = Acta Archaeologica Lundensia,
Series in 8° 39 (Lund 2002).
IK = H auck et al. 1985–1989: Karl H auck /Morten A xboe/
Klaus Düwel et al., Die Goldbrakteaten der Völkerwanderungszeit. Ikonographischer Katalog 1–3. Münstersche
Mittelalter-Schriften 24, 1,1–3,2 (München 1985–1989).
Janes 1998: Dominic Janes , God and Gold in Late Antiquity
(Cambridge 1998).
Kubarev 2017: Gleb V. Kubarev, Alttürkische Gräber des
Altaj (Bonn 2017).
Lamm 2004: Jan Peder Lamm, Figural Gold Foils found in Sweden: a study based on the discoveries from Helgö. In: Helen
Clarke/Kristina Lamm (eds.), Excavations at Helgö XVI.
Exotic and Sacral Finds from Helgö. Kungl. Vitterhets Historie och Antikvitets Akademien (Stockholm 2004) 41–142.
Larsson 2004: Lars Larsson (ed.), Continuity for Centuries. A Ceremonial Building and its context at Uppåkra,
Southern Sweden. Uppåkrastudier 10 = Acta Archaeologica Lundensia, Series in 8° 48 (Lund 2004).
Larsson/Lenntorp 2004: Lars Larsson/Karl-Magnus Lenntorp, The Enigmatic House. In: Larsson 2004, 3–48.
Löwenborg 2012: Daniel Löwenborg, An Iron Age Doctrine: Did the 536–7 event trigger large-scale social
changes in the Mälaren valley area? Journal of Archaeology and Ancient History (JAAH) 2012/4.
Lyngstrøm 2016: Henriette Lyngstrøm , Comments on
Maria Panum Baastrup’s: Invitation systems and identification in Late Iron Age southern Scandinavia? The
gold foil figures from a new perspective. Danish Journal
of Archaeology 5, 2016, 89–90.
M ackeprang 1935: Mogens B. M ackeprang, Menschendarstellungen aus der Eisenzeit Dänemarks. Acta Archaeologica 6, 1935, 228–249.
M ackeprang 1952: Mogens B. M ackeprang, De nordiske
Guldbrakteater. Jysk Arkæologisk Selskabs Skrifter II
(Aarhus 1952).
M agnus 2001: Bente M agnus (ed.), Roman Gold and the
Development of the Early Germanic Kingdoms. Aspects
of technical, socio-political, socio-economic, artistic and
intellectual development, A.D. 1–550. Symposium in
Stockholm 1997 (Stockholm 2001).
M aguire 1997: Henry M aguire , Magic and Money in the
Early Middle Ages. Speculum 72, 1997, 1037–1054.
Mannering 2017: Ulla Mannering, Iconic Costumes. Scandinavian Late Iron Age Costume Iconography. Ancient
Textiles Series 25 (Oxford, Philadelphia 2017).

M attern 2019: Tanja M attern, Held und Gold. Zu Stellenwert und Funktion von Metallen im Heldenepos. In:
Sahm et al. 2019, 142–173.
Meier-Staubach 2014: Christel Meier-Staubach, Schönheit
– Wert – Bedeutung. Zur Materialität und Symbolik von
Gold und Edelsteinen im Mittelalter. In: Petra Marx (ed.),
Geschichte, Funktion und Bedeutung mittelalterlicher
Goldschmiedekunst. Interdisziplinäre Forschungsbeiträge zur Ausstellung “Goldene Pracht. Mittelalterliche
Schatzkunst in Westfalen” 2012 (Münster 2014) 29–55.
Melle 1725 (1997): Jacob von Melle, Commentatiuncula de
Simvlachris Avreis, quæ in Boringholmia, Maris Balthici
Insvla, Agris ervvntvr. Lubecae 1725 [Kommentierter
Nachdruck: Jacob von Melle og de Bornholmske guldgubber. Gengivet i faksimile med dansk oversættelse ved
lektor Else Thykier. Jubilæumsskrift 125 år. Rønne 1997].
O ldtidens A nsigt 1990: Det kongelige Nordiske Oldskriftselskab (ed.), Oldtidens Ansigt. Faces of the Past.
Til Hendes Majestæt Dronning Margrethe II 16. april
1990 (København 1990).
Olsen 1909: Magnus Olsen, Fra gammelnorsk myte og kultus. Maal og minne 1909, 17–36.
Padberg 2011: Lutz E. von Padberg, Reaktionsformen des
Polytheismus im Norden auf die Expansion des Christentums im Spiegel der Goldbrakteaten. In: Heizmann/
A xboe 2011, 603–634.
P esch 2002: Alexandra P esch, Uppåkra im Licht der Formular-Familien der völkerwanderungszeitlichen Goldbrakteaten. In: H årdh /Larsson 2002, 55–78.
Pesch 2003: Alexandra Pesch, Opfer. § 4: Bild- und Textbelege zu skandinavischen Opferritualen. In: Reallexikon
der Germanischen Altertumskunde 22 (Berlin, New
York 2003) 118–127.
P esch 2007: Alexandra P esch , Die Goldbrakteaten der
Völkerwanderungszeit – Thema und Variation. Ergänzungsbände zum Reallexikon der Germanischen Altertumskunde 36 (Berlin, New York 2007).
P esch 2011: Alexandra P esch, Netzwerk der Zentralplätze.
Elitenkontakte und Zusammenarbeit frühmittelalterlicher Reichtumszentren im Spiegel der Goldbrakteaten.
In: Heizmann/A xboe 2011, 231–277.
P esch 2012: Alexandra P esch , Fallstricke und Glatteis:
Die germanische Tierornamentik. In: Heinrich Beck/
Dieter Geuenich/Heiko Steuer (eds.), Altertumskunde –
Altertumswissenschaft – Kulturwissenschaft: Erträge
und Perspektiven nach 40 Jahren Reallexikon der Germanischen Altertumskunde. Ergänzungsbände zum Reallexikon der Germanischen Altertumskunde 77 (Berlin,
Boston 2012) 633–687.
P esch 2015: Alexandra P esch, Die Kraft der Tiere. Völkerwanderungszeitliche Goldhalskragen und die Grundsätze germanischer Kunst. Unter Mitarbeit von Jan Peder
Lamm, Maiken Fecht und Barbara Armbruster. Kataloge
Vor- und Frühgeschichtlicher Altertümer 47 = Schriften
des Archäologischen Landesmuseums, Monographien
12 (Mainz 2015).
P esch 2019: Alexandra P esch, Drachengold. Schatzfunde
des Nordens im ersten Jahrtausend. In: Sahm et al. 2019,
13–34.

447

Quast 2002: Dieter Quast, Kriegerdarstellungen der Merowingerzeit aus der Alamannia. Archäologisches Korrespondenzblatt 32/2, 2002, 267–280.
R ácz 2012: Zsófia R ácz , Emberalakos Kistárgyakaz Avar
Korból. Anthropomorphe Kleinfunde aus der Awarenzeit. In: Tivadar Vida (ed.), Thesaurus Avarorum. Régészetitanulmányok Garam Évatiszteletére (Budapest
2012) 409–436.
R atke 2009: Sharon R atke , Guldgubber – Einblicke in die
Völkerwanderungszeit (Dissertation Universität Bonn
2009). Available online: http://hss.ulb.uni-bonn.de/
2009/1909/1909.htm
R atke 2009–2010: Sharon R atke , Guldgubber – a Glimpse
into the Vendel Period. Lund Archaeological Review
15–16, 2009–2010, 129–160.
R atke/Simek 2006a: Sharon R atke/Rudolf Simek, Guldgubber – Relics of Pre-Christian Law Rituals? In: Anders
Andrén/Kristina Jennbert/Catharina Raudvere (eds.),
Old Norse Religion in long-term perspectives: origins,
changes, and interactions. An international conference
in Lund, Sweden, June 3–7, 2004. Vägar till Midgaård 8
(Lund 2006) 259–264.
R atke/Simek 2006b: Sharon R atke/Rudolf Simek, Lagarnas
gester och ritualer – nya tolkningar av guldgubbarna. In:
Anders Andrén/Peter Carelli (eds.), Odens Öga – mellan
människor och makter i det förkristna Norden (Värnamo
2006) 184–189.
Sahm et al. 2019: Heike Sahm /Wilhelm Heizmann/Victor
M illet (eds.), Gold in der europäischen Heldensage.
Ergänzungsbände zum Reallexikon der Germanischen
Altertumskunde 109 (Berlin, Boston 2019).
Salin 1904: Bernhard Salin, Die altgermanische Thierornamentik. Typologische Studie über germanische Metallgegenstände aus dem IV. bis IX. Jahrhundert, nebst einer
Studie über irische Ornamentik. Aus dem schwedischen
Manuskript übersetzt von Johanna Mestorf (Stockholm,
Berlin 1904).
S chmidt 1909: Eduard S chmidt, Der Knielauf und die
Darstellung des Laufens und Fliegens in der älteren griechischen Kunst. In: Münchner Archäologische Studien
dem Andenken Adolf Furtwänglers gewidmet (München
1909) 253–397.
Schramm 1954: Percy Ernst Schramm, Von der Trabea triumphalis des römischen Kaisers über das byzantinische
Lorum zur Stola der abendländischen Herrscher. Ein
Beispiel für den Wandel von Form und Bedeutung im
Laufe der Jahrhunderte und bei der Übertragung von
einem Land in das andere. In: Percy Ernst Schramm (ed.),
Herrschaftszeichen und Staatssymbolik. Bd. 1 (Stuttgart
1954) 26–30.
Simon 1953: Erika Simon, Opfernde Götter (Berlin 1953).
Steinsland 1990: Gro Steinsland, De nordiske gullblekk
med parmotiv og norrøn fyrsteideologi. Et tolkningsforslag. Collegium Medievale 1990/1, 73–87.
Steinsland 1991: Gro Steinsland, Det hellige bryllup og
norrøn kongeideologi. En analyse av hierogami-myten
i Skírnismál, Ynglingatal, Háleygjatal og Hyndluljóð
(Oslo 1991).
Steinsland 1992: Gro Steinsland , Die mythologische
Grundlage für die nordische Königs-Ideologie. In: Heinrich Beck/Detlev Ellmers/Kurt Schier (eds.), Germani-

448

sche Religionsgeschichte. Ergänzungsbände zum Reallexikon der Germanischen Altertumskunde 5 (Berlin,
New York 1992) 736–751.
Stepanov 2010: Tsvetelin Stepanov, The Bulgars and the
Steppe Empire in the Early Middle Ages. The Problem
of the Others. East Central and Eastern Europe in the
Middle Ages, 450–1450 8 (Leiden, Boston 2010).
Sundqvist 2001: Olof Sundqvist, Features of Pre-Christian
Inauguration Rituals in the Medieval Swedish Laws. In:
Michael Stausberg (ed.), Kontinuitäten und Brüche in der
Religionsgeschichte. Festschrift für Anders Hultgård zu
seinem 65. Geburtstag am 23.12.2001. Ergänzungsbände
zum Reallexikon der Germanischen Altertumskunde 31
(Berlin, New York 2001) 620–650.
Sundqvist 2005: Olof Sundqvist, Tempel. In: Reallexikon
der Germanischen Altertumskunde 30 (Berlin, New
York 2005) 327–338.
Sundqvist 2007: Olof Sundqvist, Kultledare i fornskandinavisk religion. OPIA 41 (Uppsala 2007).
Sundqvist 2015: Olof Sundqvist, The Pre-Christian Cult of
Dead Royalty in Old Norse Sources: Medieval Speculations or Ancient Traditions? Scripta Islandica 66, 2015,
177–212.
Sundqvist 2016: Olof Sundqvist, An Arena for Higher
Powers: Ceremonial buildings and religious strategies.
Numen book series: studies in the history of religions
150 (Leiden, Boston 2016).
Terp-S chunter 2017: Martina Terp-S chunter , In signo
crucis. Eine vergleichende Studie zu den alamannischen
und langobardischen Goldblattkreuzen. Bd. 1: Text.
Bd. 2: Katalog. Tübinger Forschungen zur historischen
Archäologie 8 (Büchenbach 2017).
Thrane 1990: Henrik Thrane , Fynske mænd – Men from
Funen. In: Oldtidens A nsigt 1990 134; 201.
Thrane 2005: Henrik Thrane , Romerske og germanske
småfigurer. In: Torsten Capelle/Christian Fischer (eds.),
Ragnarok. Odins Verden. Udstillingskatalog Silkeborg
2005 (Silkeborg 2005) 33–40.
Veit 1982: Ludwig Veit, Geheiligtes Geld – Münzvotive.
In: Hermann Maué/Ludwig Veit (eds.), Münzen in
Brauch und Aberglauben. Schmuck und Dekor – Votiv
und Amulett – politische und religiöse Selbstdarstellung.
Katalog und Ausstellung 11.9.–10.11.1982, Germanisches
Nationalmuseum Nürnberg. Zur 100-Jahrfeier des Vereins für Münzkunde Nürnberg (Mainz 1982) 51–64.
Vierck 1975: Hayo Vierck, Folienkreuze als Votivgaben. In:
Hübener 1975, 125–143.
Vierck 1978: Hayo Vierck, Religion, Rang und Herrschaft
im Spiegel der Tracht. In: Claus Ahrens (ed.), Sachsen und
Angelsachsen. Begleitbuch zur Ausstellung im HelmsMuseum für Ur- und Frühgeschichte, 18. November 1978
bis 28. Februar 1979 (Hamburg 1978) 271–283.
Voss 1990: Olfert Voss , Hjemlige bronzemænd – Locallymade bronzemen. In: Oldtidens A nsigt 1990, 138; 201.
Wamers 2005: Egon Wamers , Gold – Epiphanie des Göttlichen und weltliche Macht. In: Egon Wamers/Michael
Brandt (eds.), Die Macht des Silbers. Karolingische Schätze im Norden. Katalog zur Ausstellung im Archäologischen Museum Frankfurt und im Dom-Museum Hildesheim (Regensburg 2005) 73–82.

Wamers 2018: Egon Wamers , Warlords oder Vasallen? Zur
Semiotik der merowingerzeitlichen Bootsbestattungen
von Vendel und Valsgärde in Mittelschweden. In: Sebastian Brather/Claudia Merthen/Tobias Springer (eds.),
Warlords oder Amtsträger? Herausragende Bestattungen der späten Merowingerzeit. Beiträge der Tagung im
Germanischen Nationalmuseum in Zusammenarbeit mit
dem Institut für Archäologische Wissenschaften (IAW)
der Albert-Ludwigs-Universität Freiburg, Abt. Frühgeschichtliche Archäologie und Archäologie des Mittelalters, 21.–23.10.2013. Wissenschaftliche Beibände
zum Anzeiger des Germanischen Nationalmuseums 41
(Nürnberg 2018) 212–237.
Watt 1986: Margrethe Watt, Guldmændenes parade. Fra
Bornholms Museum 1986, 67–78.
Watt 1991: Margrethe Watt, Sorte Muld – Høvdingesæde
og kultcentrum fra Bornholms yngre jernalder. In: Peder
Mortensen/Birgit M. Rasmussen (eds.), Høvdingesamfund og Kongemagt. Fra Stamme til Stat i Danmark 2.
Jysk Arkæologisk Selskabs Skrifter XXII,2 (Højbjerg
1991) 89–107.
Watt 1992: Margrethe Watt, Die Goldblechfiguren (“guldgubber”) aus Sorte Muld, Bornholm. In: Karl Hauck (ed.),
Der historische Horizont der Götterbild-Amulette aus
der Übergangsepoche von der Spätantike zum Frühmittelalter. Bericht über das Colloquium vom 28.11.–
1.12.1988 in der Werner-Reimers-Stiftung, Bad Homburg. Abhandlungen der Akademie der Wissenschaften
in Göttingen, Philologisch-Historische Klasse, Dritte
Folge, Nr. 200 (Göttingen 1992) 195–227.
Watt 1999a: Margrethe Watt, Gubber. In: Reallexikon der
Germanischen Altertumskunde 13 (Berlin, New York
1999) 132–142.

Watt 1999b: Margrethe Watt, Guldgubber og patricer til
guldgubber fra Uppåkra. In: Birgitta Hårdh (ed.), Fynden
i Centrum. Keramik, glas och metall från Uppåkra. Acta
Archaeologica Lundensia Series in 8° 30 = Uppåkrastudier 2 (Stockholm 1999) 177–190.
Watt 1999c: Margrethe Watt, Kings or gods? Iconographic
evidence from Scandinavian gold foil figures. In: Tania
Dickinson/David Griffiths (eds.), The Making of Kingdoms. Papers from the 47th Sachsensymposium York,
September 1996. Anglo-Saxon Studies in Archaeology
and History 10 (Oxford 1999) 173–183.
Watt 2004: Margrethe Watt, The Gold-Figure Foils (“Guldgubbar”) from Uppåkra. In: Larsson 2004, 167–221.
Watt 2007: Margrethe Watt, Kan man tyde guldgubbernes gestussprog? Gold foil figures and gesture language.
In: Ingemar Nordgren (ed.), Kult, Guld och Makt. Ett
tvärvetenskapligt symposium i Götene. Serie B: Vetenskapliga rapporter och småskrifter 4 (Skara 2007) 133–148.
Watt 2015: Margrethe Watt, A Christian “fingerprint” on
6th century south Scandinavian iconography? In: Wilhelm
Heizmann/Sigmund Oehrl (ed.), Bilddenkmäler zur germanischen Götter- und Heldensage. Ergänzungsbände
zum Reallexikon der Germanischen Altertumskunde 91
(Berlin, Boston 2015) 153–180.
Weinryb 2016: Ittai Weinryb, Introduction. In: Ittai Weinryb (ed.), Ex Voto: Votive Giving Across Culture (New
York 2016) 1–22.
Witteyer 1999: Marion Witteyer , Mißratene Götter. Der
Terrakottafund aus Mainz. Dokumentation der Ausstellung. 2. Februar bis 26. März 1999, Commerzbank Mainz
(Mainz 1999).
Witteyer 2004: Marion Witteyer , Das Heiligtum für Isis
und Mater Magna. Texte und Bilder (Mainz 2004).

449

