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Introduction

‘Some girls affect what is called the Grecian bend’ commented the
Daily Telegraph in 1869, and the Irish ballad applauds the ‘sort of
creature, boys, that nature did intend, to walk right through the
world’ without that affectation. It is a measure of the popular view of
Greek art and of ancient Greeks in general that ‘Grecian bend’ was
coined for the affected gait, leaning forward from the hips, seen in
nineteenth-century England. It is hard to see just what Classical poses
inspired the term, but it became current soon after the arrival in
England of the Elgin Marbles. They had recently been rescued from
the Acropolis in Athens and offered English artists and scholars their
first opportunity to appreciate a large complex of original Greek
statuary of the finest period. It need hardly be said that there were
many dissenters who preferred still the slick prettiness of Classical
artists like Canova (who himself appreciated the Elgin Marbles:
‘Oh! that I had but to begin again’) and derived their notion of
Greek art from them. The notion dies hard too, together with other
misconceptions about ancient Greece. The ‘Greek profiles’ of actors
of the silent film were admired, and even Schliemann expressed naive
surprise when he excavated the skeletons of the Greeks who died at
the Battle of Chaeronea and saw that they had not got ‘Classical’ noses.
Isadora Duncan dancing on the steps of the Parthenon would have
looked far odder to the ancient Athenian than the chorus of Hair. The
grammar of Greek architecture is now readily understood, however
transmuted, for we see it dimly still in all sorts of construction — from
the facades of banks to the dentils incongruously crowning a pillar-
box. There are even straight copies, and the Erechtheion in Athens has
contributed its Caryatid porch to the Church of St Pancras in London
and its north porch columns to many another church fagade.

This popular view of Greek art is so commonplace and the truth so
subtly different, that it is worth while considering for a moment how
we have come to know the art of the ancient Greeks. We have also to
distinguish it from that of Roman copyists and the Renaissance, for
these are the intermediaries who cherished the Classical tradition in
Western-art.




Some monuments of Greek antiquity remained visible in Italy and
Sicily in the Greek colonial sites, but Italian scholars and artists were
naturally first attracted to Roman remains, the clay relief bowls
(Arretine) and coins being collected already in the thirteenth and
fourteenth centuries. In the fifteenth century some of the big Italian
collections of sculpture were being formed, and not only from finds
in Italy, for scholars were visiting Greek lands and both Venetian and
Genoese families were trading freely in the Aegean. The young
Michelangelo was proud that his work could be mistaken for antique,
and artists like Piranesi ran studios in which incomplete statues, like
the pieces from Hadrian’s Villa at Tivoli, were repaired and completed.

Even earlier some Greek work had reached Italy. The great gilt-
bronze horses which today stand over the entrance to St Mark’s,
Venice, had been taken to the Hippodrome of Constantinople from
Chios in the fifth century A D, according to one account, and thence to
Venice, as part of the Crusader booty, in 1204. Others say they started
their career in Rome. In Venice they were threatened with being
melted down in the Arsenal, but the poet Petrarch and others recog-

1 Marble lion before the Arsenal
at Venice. The body is from
Delos, of the early sixth century
BC; the head is an eighteenth-
century A D addition
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2 One of the four gilt-bronze horses, above the entrance to St Mark’s, Venice.

Possibly original Greek works from the island of Chios, but their gilding and other
features might indicate Roman copies of a Hellenistic group

nized their value and beauty: “Works of Lysippus himself’, they said,
and they were possibly made not much after the lifetime of that
sculptor. To Venetians they showed the brilliant casting techniques
of the ancients, forgotten again until Donatello. The prizes have not
stood undisturbed on St Mark’s. Napoleon took them to Paris in 1798
and mounted them on the Arc du Carrousel in the Tuileries. They
were returned in 1815, despite the popular outcry for their retention.
And in the First World War they came down again under the threat of
Austrian bombardment. The two lions before Venice Arsenal also
came from Greece: one from Piraeus, port of Athens, the other a fine
Archaic creature from Delos, which was brought in the early eight-
eenth century and had to be provided with a new head in the con-
temporary manner.

II




The big Italian collections remain an important source for the study
of Greek statuary — in Roman copies — although the cult of the fig leaf
persists here and there, and the copy of Praxiteles’ Aphrodite in the
Vatican only lost the lead drapery swathed decently round her hips in
1932. Similar collections grew in France, where Louis XIV’s sculptor,
Girardon, was called upon to perform an early instance of plastic
surgery on the Venus of Arles (another Praxitelean copy) to reduce
her pose, dress and the contour of her breasts to something nearer the
contemporary fashion. In England the Earl of Arundel, much of
whose collection is in Oxford, had travelled in Greece and was able to
acquire several important Greek originals in the early seventeenth
century. One piece from his collection, now recognized as from the
Great Altar of Zeus at Pergamum, wandered as far as Worksop,
where it was built into the front of a Georgian red-brick house and
refused by a firm of masons for breaking into chips before it was
rescued and recognized in 1961.

But it was the really big finds of the late eighteenth and early nine-
teenth century that opened the eyes of western Europe to original

3 The Temporary Elgin Room in the British Museum in 1819. A painting by
A. Archer. Canvas, 1:32 X 0-94 m.
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4 The staircase in the Ashmolean Museum, Oxford, with a restored and partly
coloured cast of the frieze from the fifth-century Bc Temple of Apollo at Bassae
(see Ills. 127—9). Designed by C. R. Cockerell, 1845

L

Greek art. The sculptures of the Temple of Aphaea at Aegina went to
Munich. The Elgin Marbles from Athens were acquired for the
British Museum in 1816, and despite the condition of exhibition and 3
some strong expression of prejudice, came to be valued at their true
worth, and had a profound influence on artists, and on the more
popular and scholarly ideas about Greece. C.R.Cockerell explored
and drew the Temple of Apollo at Bassae, and its relief sculptures too  127-9
came to London. When he built the University Galleries at Oxford
(now the Ashmolean Museum) in 1845 he recalled the unusual column
types of Bassae in the exterior, and at the top of the staircase set a cast 4
of the sculpture frieze from the inner room of the temple, where, with
its painted background and in an architectural setting, it can give some
idea of the part such architectural sculpture can play in decoration.
Even the Great Exhibition of 1851 had its tribute to antiquity, although
when the historian of Greece, George Finlay, visited it with ‘Athenian’
Penrose, who had studied and elucidated the architectural refinements
of the Parthenon itself, he wrote afterwards in his diary, ‘Crystal
Palace with Penrose. The frieze of the Parthenon is fearful coloured
and the Egyptian figures not only men but lions and sphinxes look as
if they were drunk.’

Greek vases were being found in quantity in the cemeteries of
Eturia and south Italy from the eighteenth century on. At first called
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‘Etruscan’, their Greek character was eventually recognized, although
the earlier vases of Greece, when they first appeared in Greek lands,
were dismissed as Phoenician or Egyptian, so unlike were they to the
Classical statues and vase-paintings. Greek and Roman gems had
remained in use as decoration through the Middle Ages, and had been
copied freely. The nineteenth-century excavations in Greece itself
revealed new treasures, both of major statuary like the Olympia
sculptures and the Archaic marbles of the Athenian Acropolis, and the
host of other works on which scholars can now base a reasoned history
of the whole development of Greek art, the summary of which is
attempted in these chapters.

The problems which attend the understanding of the history of
Greek art are no fewer now that so much more evidence is available,
but they have reached the point at which discussion can concern
matters of attribution to individual artists, and the sequence of styles
can be taken as well established. There is still much to be gleaned from
the accounts of ancient authors, in the identification of famous Greek
works in copies of the Roman period, and, for example, in the identi-
fication of portraits. Some results come from a happy combination of
excavation, observation and brilliant detective work. A good example
is the demonstration that the originals of a well-known series of four
reliefs, known in several late copies, stood in the balustrade round the
Altar of the Twelve Gods in the market-place of Classical Athens.

New excavations provide both new works of art and fresh evidence
for the understanding and dating of works already known. Not all the
finds are quite deliberate. Wrecked ships carrying statues, probably en
route for Roman palaces or villas, have yielded some of the finest major
bronzes of the Classical period. The Roman General Sulla sacked the
port of Piraeus in 86 BC, and seems to have surprised a shipment of
statuary which never got away but was burned in its warehouse. The
statues were rediscovered in 1959 while a sewer was being dug in the
streets of Piraeus. It might well be thought that the major sites likely
to yield notable works have by now been all discovered and exhausted.
This seems far from true. In the first place there are the many un-
expected finds far from Greece which sometimes produce works
unrivalled in Greece itself: I think of the tomb at Vix, little over one
hundred miles south-east of Paris, which in 1953 yielded the largest
and finest of all Archaic bronze craters yet known; or Panagurishte in
Bulgaria where in 1949 a spectacular hoard of Hellenistic gold vases
was uncovered. There are new sites in Greece too, like the Classical
sanctuary at Brauron in Attica and the Hellenistic palaces of north
Greece. Meanwhile, the old sites are far from exhausted and the lower
levels of great sites like Delphi and the Heraion on Samos still surprise

14




s Copy of a relief showing Hermes, Orpheus and Eurydice; one of the four from
the Altar of the Twelve Gods set up in the Athenian market-place in the later fifth
century BC

us with their treasures. At Olympia it was too late by nearly two
ﬁ millennia to rescue the gold and ivory statue of Zeus, made by
% Phidias, and one of the Seven Wonders of the Ancient World. But in
. 195458 Phidias’ workshop, in which the statue was made, was
excavated, with its tools, scraps of ivory, moulds for the glass inlays
and matrices on which the sheet-gold was beaten out; and in the
corner the great artist’s own tea-mug with his name incised on the
base, ‘I belong to Phidias’. These finds may not take us much closer to 6
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6 Base of an Athenian black cup with graffito, bearing the
signature of the sculptor Phidias, found in the studio at
Olympia where he made the cult statue of Zeus

the great statue, but they teach us a lot about how it was made, as well
as offering a rather poignant relic of the greatest of all Classical artists.

One further problem of supply for the art historian is that of copies
and forgeries. Ancient copies of earlier, famous works, are often our
only evidence for the appearance of masterpieces, yet expertise with
ancient descriptions and Roman copies, whatever its intrinsic merit,
can bring us but little closer to the originals, and in a brief history such
as this these studies can be largely ignored in favour of the many
original works surviving. The Neo-Classical copyist or forger can
seldom deceive us — but the modern can, and so hard does he press on
the heels of the scientist that it is better now to ignore any work
(especially a painted vase) which has no pedigree and exhibits any
peculiarities of style, plausible or not. It is sometimes hard to decide
who is working the faster — the forger or the illicit excavator. Neither
deserve continuing success.

The perplexity with which scholars faced the evidence of those
works of Greek art which are earlier than the Classical has already
been remarked. Certainly, a Geometric vase is as different as it can be
from a red-figure one, and there is little in seventh-century sculpture
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7 Bronzestatue of Athena, over life-size. Perhapsa cult statue made by Cephisodotus,
father of Praxiteles, for a sanctuary in the Piraeus




to suggest that within two centuries Greek artists were to carve
statuary of the quality and type which appeared on the Parthenon. In
a way this is the most remarkable lesson of any history of Greek art —
its rapid development from strict geometry admitting hardly any
figure decoration, to full realism of anatomy and expression. We shall
see how the geometry broke before the influence of Near Eastern art,
and how the Greek artists absorbed these foreign elements and welded
them into an art form in which the best formal qualities of their
native tradition remained dominant. And then, at about the time of
the Persian Wars, a break with Archaic conventions and a steady
progress, centred in the study of representation of the human body,
towards the unrivalled competence of the fourth century and
Hellenistic Greece.

‘When we have to contrast one style with another and we use words
like ‘the Archaic’ and ‘the Classical’, ‘the Geometric’ and ‘the Orien-
talizing’, this is simply a matter of convenient terminology, for the
development from one style to another is smooth, only accelerated by
outside influence or the brilliance of particular schools. And, of course,
it is easy to fall into errors of talking about the ‘sixth-century style’ —
another sheer convenience — utterly meaningless, of course, to the
ancients who did not know what century Bc they were living in,
although they could readily recognize what was primitive in their
own art. We can talk with only a little more conviction about the
different spirit of Quattrocento and Cinquecento Italy. The passage
into a new century or decade in modem times is more readily felt to be
significant in some way: ‘the nineties’, ‘the twenties’ are to a fair
degree valid individual periods.

Finally, the pictures in this book. The finest vase-painting styles are
essentially linear, black and white (or rather red). Greek sculpture was
coloured, but the colour has seldom lasted even in slight traces. There
were fine wall-paintings, but none have survived, except in late
copies. So if in picture-books Greek art looks colourless beside, say,
Egyptian, or the arts of more recent periods, we must make allowances
for the problems of survival. In these chapters the theme is one of
change and development with an emphasis on the less well-known
arts which are too readily forgotten, and special emphasis on original
works rather than copies. Histories of art tend to be written around the
few stock masterpieces. It is well to realize how much more there is
and the fulness of the evidence. In choosing the pictures no conscious
effort has been made to include all the old favourites, any more than
to seek out the unknown deliberately. To omit a picture of the Delphi
charioteer from such a book is no more serious than to omit a host of
other equally or more important, though less popular, works.

18




CHAPTER ONE

The Beginnings and Geometric Greece

There is no difficulty in tracing the development of the Classical tradi-
tion in Western art from Greece of the fifth century Bc, through
Rome, the Renaissance, to the modem world. Working backwards,
to its origins, the story is no less clear, but it is extraordinarily varied
and there are two views about what should be regarded as its starting-
point. Once the Geometric art of Greece was recognized for what it
was, the steps by which it was linked to the Classical period were
quickly discovered. This was the work of scholars of the end of the
nineteenth century, who were at last able to show that Classical art
was not a sudden apparition, like Athena springing fully armed from
the head of Zeus, nor a brilliant amalgam of the arts of Assyria and
Egypt, but independently evolved by Greeks in Greece, and its course
only superficially conditioned by the influence and instruction of other
cultures.

But even while the importance of Geometric Greece was being
recognized, excavators like Schliemann and Evans were probing
deeper into Greece’s past. The arts of Minoan Crete and of Mycenae
had to be added to the sum of the achievements of peoples in Greek
lands, and now that it has been proved that the Mycenaeans were
themselves Greek-speakers the question naturally arises whether the
origins of Classical Greek art are not to be sought yet further back,
in the centuries which saw the supremacy of the Mycenaean Empire.

The trouble has been to find a link across the Dark Ages which
followed the violent overthrow of the Mycenaean world in the
twelfth century B c. It would be idle to pretend that there is none, but
the fact remains that Mycenaean art, which is itself but a provincial
version of the arts of the non-Greek Minoans, is utterly different, both
at first sight and in many of its principles, to that of Geometric Greece.
For this reason our story begins after the Dark Ages, with Greek artists
working out afresh, and without the overwhelming incubus of the
Minoan tradition to stifle them, art forms which satisfied their peculiar
temperament, and out of which the Classical tradition was born.

For this reason our only picture of Bronze Age, Mycenaean Greece
here is probably the most familiar one — the Lion Gate at the main
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entrance to the castle at Mycenae. There is more, however, than its
familiarity which suggests its inclusion. It was one of the few monu-
ments of Mycenaean Greece which must have remained visible to
Greeks in the Classical period, beside massive walls which they attri-
buted to the work of giants. And it illustrates two features of Myce-
naean art which were not learnt from the Minoans, and which the
Minoans had never appreciated. Firstly, the monumental quality of
the architecture, massive blocks and lintels piled fearlessly to make the
stout castle walls which the life of Mycenaean royalty found necessary.
Secondly, the monumental quality of the statuary, impressive here for
its sheer size rather than anything else, since the art form derived
directly from the Minoan tradition which was essentially miniaturist
and decorative. More than five hundred years were to pass before
Greek sculptors could command an idiom which would satisfy these
aspirations in sculpture and architecture.

The revival, or rather the rebirth of Greek art after the fall of the
Mycenaean world introduces a city which seems to have become
important only at the end of the Bronze Age, but which is to dominate
the story from now on— Athens. To some degree the Acropolis citadel
of Athens had survived the disasters attendant on the destruction of
other Mycenaean centres, and her countryside was to serve as a refuge
for other Greeks dispossessed by the invaders from the north. It is on
painted clay vases that we can best observe the change that takes place,
and since about one-quarter of the pictures illustrating this book will
be of decorated pottery — nowadays a somewhat recherché art form —
it will be as well to explain why this is. Virtually all that we know
about the art of these early centuries has been won from the soil, and
the rigours of survival have determined what our evidence shall be.
No textiles, embroidery or woodwork, for one thing. Only by good
fortune marble or bronze statuary, since the materials were only too
readily appreciated by later generations as raw material for their lime-
kilns or furnaces. But a fired-clay vase, with its painted decoration
fired hard upon it, is almost indestructible. It can be broken, of course,
but short of grinding the pieces to powder something will remain. In
an age in which metal was expensive, and glass, cardboard and plastics
unknown, clay vessels served more purposes than they do today, and
in Greece at least the artist found on them a suitable field for the exercise
of his draughtsmanship.

On the vases made in Athens in the tenth century BC, we see the
simplest of the Mycenaean patterns, arcs and circles, which are them-
selves debased floral patterns, translated into a new decorative form by
the use of compasses and multiple comb-like brushes which rendered
with a sharp precision the loosely hand-drawn patterns of the older
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8 The Lion Gate at Mycenae. Two lions, their heads mi
cither side of an altar supporting a column. The triangular gap, filled by the slab,

helps to relieve the weight of masonry on the great lintel. Thirteenth century B¢




9 style. A few other simple Geometric patterns are admitted, but
because we have yet to reach the full Geometric style of Greece, this
period is called ‘Protogeometric’. The vases themselves are better
made, better proportioned, and the painted decoration on neck or belly
is skilfully suited to the simple, effective shape. The painters had not
forgotten how to produce the fine black gloss paint of the best Bronze
Age vases, and as the Protogeometric style developed we see more of
the surface of the vase covered by the black paint.

The vases that we have come mostly from tombs and there is little
enough to set beside them, except for simple bronze safety-pins
(fibulae) and some primitive clay figures, especially from Crete where,

10 again, some of the Minoan forms and techniques seem to have sur-
vived. Of the domestic architecture and temples we know nothing,
and have no reason to believe that they were anything more than the
very simplest constructions — of rubble or mud brick. This was true of
all parts of Greece at this time, and the Protogeometric style of
Athens’ pottery was soon accepted as the standard for vase decoration
far from its place of origin. But this cannot mean that Athens enjoyed
also any sort of political supremacy in a Greece of small independent
cities and kingdoms.
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10 A janiform clay head from Crete,
which may have fitted into a roughly
carved wooden body and served as a cult
idol. The two faces (one male —at the back,
one female?) were painted. Tenth-ninth
century BC. 28 X 19 cm

9 A Protogeometric amphora from Athens, with
the characteristic concentric semicircles on the
neck, and wavy lines at the belly. Vases of this
shape, with belly handles, were used for women'’s
graves. Early tenth century Bc. Height 41 cm
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11 An Athenian Geometric crater
with meander, zigzags and early
representations of horses. The knob
of the lid is finished as a small jug.
c. 800 BC. Height §7 cm; diam.
between handles 26 cm

GEOMETRIC VASES

The full Geometric period belongs to the ninth and eighth centuries
BC. It begins, or rather slowly develops from the relative obscurity of
the Protogeometric, and ends with a new, prosperous Greece of
strong city-states, whose merchants and families were already
travelling far from the home waters of the Aegean to trade and settle
and whose nobles were already looking for something of the luxury
and the trappings of Court life as it was known in the older civiliza-
tions of the Near East and Egypt, and as it had been known in Greece’s
own Golden Age of Heroes, the Bronze Age.

On the Geometric vases we soon begin to see a new repertory of
patterns as well as the decorative development of the old ones. The
vases are girt by continuous bands of meanders, zigzags and triangles,
to name only the most popular patterns. The circles and semicircles
are seen less often. These zones are divided from each other by neat
triple lines, and the patterns themselves are drawn in outline and
hatched. Much of this is strongly reminiscent of ordinary basketry

23
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designs, and while it is clear that there was some influence from this
craft, even in some vase shapes (pyxides like knitting-baskets) it still
does not explain the whole phenomenon of Geometric decoration.
Several new vase shapes are introduced, as well as refinements of the
old, to suit the more varied needs of a more prosperous and sophisti-
cated community.

While in the Protogeometric period the artist confined his decora-
tion to clearly defined areas of the vase, the Geometric painter soon let
zones of zigzags and meanders cover the whole vessel, filling in the
blank spaces of the earlier vases with strips of simple pattern. The
over-all effect is fussy, but precise, and the shape is still well enough
expressed by setting the emphatic patterns at the neck, shoulder or
between the handles. But it looks as though the artist soon became
absorbed with the patterns themselves, and variants upon them, to the
detriment of the general effect of the vase as an expression of the
wedded crafts of potter and painter. The zones are broken into panels
with individual motifs of circles, swastikas or diamonds, and the
resultant chequered appearance has a depressingly rhythmic effect.

However, by the time these changes were being made, in the early
eighth century, the artist had already begun to admit figure decoration
to his vases, and this marks the introduction of the most fundamental
element in the later tradition of Classical art — the representation of
men, gods and animals. It also introduces problems about the character
of Geometric Greek art, best considered after we have observed its
expression on the pottery. At first there are isolated studies of animals,
even a human mourner, rather lost in the Geometric patterning; but
soon the animals are repeated with identical pose to fill a frieze where
before a meander or zigzag ran. And the effect is still of a Geometric
frieze, with the grazing or reclining animals presenting a repetitive
pattern of limbs and bodies, rather than individual studies. By the
mid century human figures were admitted too in scenes of some com-
plexity. The finest appear in the main panels on the big funeral vases
which stood (some over five feet high) marking graves in an Athens
cemetery. Here we can best observe the way the artist treated his
figure studies. It was an idiom which appears to have sprung from the
discipline of the Geometric patterns, which were all he knew, and it
owes nothing immediately to the influence or example of other
cultures, although similar conventions have been adopted in different
parts of the world at different times. The parts of the body are ren-
dered in angular sticks and triangles, blobs for the heads, bulging
sausage-like thighs and calves. The whole figure is thus reduced to a
Geometric pattern. All is rendered in plain silhouette and only later is
an eye reserved within the head, and strands of hair are shown, as well
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12 This large amphora stood over a grave in
Athens. The centre panel shows the dead laid out
on a bier, with mourners at either side. On the
neck two of the friezes are of repeated animal
figures. ¢. 750 BC. Height 155 m

14 Detail from a grave crater with funeral scenes.
The mourning women (breasts shown by strokes
at either side of the triangle torsos) tear their hair.
The charioteers’ helmets are reduced to a crest
only, but of their chariots we see both wheels and
rails, and of their horses all legs, tails and necks.
They. carry Dipylon shields which cover their
bodies. ¢. 750 BC.

13 Athenian Geometric amphora with encircling
bands of Geometric patterns interrupted by rows
of grazing deer, recumbent goats and geese. .
750 BC. Height 41 cm
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as chins, noses, fingers and breasts. The artist paints what he knows of
the figures, not what he sees, and though he did not show both eyes in
a profile head, still, in chariot groups, all legs, tails and necks of all
horses would be shown, and the two wheels put side by side. On the
funeral bier the chequered shroud, lifted over the corpse, is cut away
to show clearly the body beneath. Action, like fighting, is shown easily
enough with these stick figures and their spears, swords and bows; and
emotion is translated into action — like the mourners tearing their
hair. On the grave vases we see the body laid out for burial (prothesis),
or the bier carried by carts to the cemetery (ekphora): the centrepiece
flanked by rows of mourners so that the whole still forms a sym-
metrical, Geometric composition, although it is also telling a story.
Sea fights are shown on some vases, vivid illustration of days in which
Greek merchants and colonists were probing the shores of the Mediter-
ranean, and Athens herself, though no colonizer, was sending her
wares into distant waters.

On the smaller vases too these figure scenes become more and more
common. Here we are offered the earliest and clearest expression of
that interest in narrative art which is an essential part of the Classical
tradition. In literature it is expressed first in the Homeric Poems, and
it is no accident that it is just at this time that Homer must have been
moulding the lays about the Age of Heroes into the epic poems from
which artists — poets, dramatists, sculptors and painters — were to draw
inspiration for centuries to come. Some of the protagonists on the vase




15 (left) Athenian Late Geo-
metric drinking-cup (kantharos)
showing, in the main frieze, a
warrior leading away a woman,
a duel, two lions tearing a
warrior, and a lyre-player talk-
ing to two water-girls. Late
eighth century B c. Height 17 cm

16 (right) An Athenian Late
Geometric  amphora  from
Attica. The Geometric orna-
ment is now wholly subordi-
nated to figure scenes: a lion
pulling down a doe, grazing
horses and chariots shown in a
reasonable profile view. Re-
served areas admit details of
eyes and manes. ¢. 700 BC.
Height 60 cm

scenes might be identified as heroes of popular Greek myths in
characteristic exploits — like Heracles’ encounter with the lion. Others
might illustrate heroic episodes — duels at Troy, the shipwreck of
Odysseus, but on this threshhold of full narrative art in Greece it is
easy to be over-optimistic and over-anxious to identify myth in what
may be scenes of every day, of cult or of foreign inspiration.
Already foreign goods and foreign craftsmen had reached Greek
shores after centuries of virtual isolation. We may judge their effect
more readily in arts other than vase-painting, never a favourite in the
East, but the lions on Athenian vases are heralds of the new age,
borrowed and translated from the arts of the Near East. It is likely
enough that this whole phenomenon of a figure art was inspired by
Eastern example. There are scenes and groups which echo the
Easterner’s reliefs, even the Egyptian’s painting, but the translation to
a wholly different idiom is total, and the idiom itself may not be
completely explained as a simple application of geometry to the
problems of the figure. The last of the Mycenaean Greeks practised a
stylized figure art which is superficially similar, and it might be wise
not to underestimate the debt of Geometric Greek art to a past which
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17 A crater (mixing-bowl) found in a grave at Argos. It shows men with horses, with
devices beneath them recalling the yokes of carts or chariots. The central meander
panel and row of birds seem to suggest a duck pond! Late eighth century B c. Height
47 cm

was increasingly occupying poets and priests, just as it is certainly
unwise to underestimate its sophistication.

At the end of the Geometric period the rigid silhouette drawing is
loosened, detail is admitted, the lavish and intricate patterns of frieze
and panel are subdued. In other parts of Greece local schools had
followed Athens’ lead, and some evolved styles of some independence
and merit. Argos (in the Peloponnese) is prominent, with a range of
rustic figure scenes and pattern panels, often ill-composed on the
architecture of the vase. Crete and the islands have distinctive styles in
Geometric painting, and in some parts of Greece (as the eastern
Aegean) such styles died hard. In the next chapter we shall see what
replaced the Geometric decoration on pottery, but it is worth
remembering that the patterns long remained popular, and that the
basic, architectonic, principle of Geometric decoration was never
forgotten; indeed it is one of the underlying factors in Greek art of all
periods.
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18 Impression of a Late Geometric stone seal
showing a centaur (man-horse) attacked by a
bowman, possibly Heracles. Compare the
figuresdrawn on vases, as Ill. 15. Width 2-2 cm

OTHER ARTS

The figure style of the Geometric vases reappears on the many other
objects, of other materials, which were being made in the eighth
century BC. We know about these from the richer gifts which now
accompany burials, and from their appearance as offerings in sanc-
tuaries — both the national sanctuaries like Delphi and Olympia which
attracted dedications from all over the Greek world and sometimes
outside it, and the local shrines.

Figures like the more elaborate painted examples are found incised
on the flat catch-plates or bows of safety-pins (fibulae) found in Athens
and Euboea as early as the ninth century, and made in a more elaborate
form in Boeotia towards the end of our period. There are simpler
figures impressed on gold bands found on the bodies of the dead, but
these succeed a more thoroughgoing Orientalizing type with animal
friezes. Another early intimation of the influence of the Near East is
the resumption of seal-engraving in Greece. There are ninth-century
seals of ivory and in the eighth century stone ones made in the islands,
simple square stamps with designs which are wholly Geometric and
not Eastern n spirit.

19 Decorative bronze safety-pin (fibula), its pin missing, of a type made in Boeotia
about 700 B . One side of the catch-plate shows a duel between bowmen above a
ship; the other a hero fighting twin warriors, perhaps the Molione. Length 21 cm
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20 (left) Bronze group of a deer with a fawn,
the bodies decorated with groups of circles. A
bird is perched on the deer’s rump. Late
eighth century 8c. Height 7 cm

21 (right) Bronze group showing a hunter
and his dog attacking a lion, its prey in its
mouth. The hunter wears a helmet and is
perhaps a hero. The group is from Samos.
Late eighth century B c. Height 9 cm

When we come to bronze figures in the round the picture is some-
what different. On the one hand we have some rather stylish figures
of horses and stags, which, although they are cast in the round,
strongly resemble the cut-out or flat hammered figurines from which
they probably derive. Occasionally more elaborate groups are com-
posed of such figures — mares or deer with their young, a centaur-like
monster fighting a god. Other bronze figurines, cast solid from an
individual mould, are rendered in a much freer, plastic style and reflect
the easy modelling of the soft clay or wax from which their moulds
were made. Still, their broad shoulders and elongated bodies closely
match painted figures on vases. The bronzes are generally of naked
men, perhaps intended to represent a god — Zeus at Olympia — and
may be equipped with helmet, spear and shield. Rarely we find
groups, like the lion-hunt, or action figures, like a helmet-maker
squatting at his work, or a charioteer. In the lion-hunt from Samos
the artist has given the monster (which he has never seen) elephantine
legs, but appropriately massive jaws and shoulders. Many figurines of
men and horses were intended as decorative attachments to the rims
of bronze cauldrons. These magnificent vessels were valuable offer-
ings standing on slender tripod legs which are at first cast, with simple
decorative patterns; and later worked with figure scenes in relief, or
hammered and impressed with Geometric patterns. There are com-
paratively few small bronze vases. The metal was still somewhat
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22 (below) Bronze warrior from Karditsa in north Greece.
His spear is missing but he wears a light shield of Dipylon
shape at his back; otherwise only a belt and cap-helmet.
¢. 700 BC. Height 28 cm

23 Bronze figure, from the rim of a
bronze cauldron dedicated at Olympia
soon after 700 BC. With a companion
he would have supported an upright
ring handle. Height 37 cm
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25 Clay head from a temple site,
Amyclae, near Sparta. Presumably a
warrior, wearing a conical helmet.
¢. 700 BC. Height 11 cm

24 Clay figure of a woman. The legs
were made separately and suspended
inside. The painted decoration re-
sembles that on vases and shows a
line of women dancing. Made in
Boeotia. ¢. 700 Bc. Height 33 cm




26 Restored clay model of a shrine or house
found in a sanctuary at Perachora, and probably
made in Corinth. It has an apse and a thatched
roof was intended. The painted meander need
not represent house decoration but is a motif
borrowed from pottery for the model. Late
eighth century Bc. Height (as restored) 33 cm

scarce, and had to meet a growing demand for dedications and, later,
the new types of all-bronze armour.

In clay, apart from the simplest figures which show little sophis-
tication, there are oddities like the bell-shaped idols of Boeotia which
were painted up, like vases, and some far more elaborate works in
which the features are picked out in paint while the whole heads are
careful geometricized studies, far more detailed than the most
elaborate of the bronzes.

Already in the eighth century Bc Greece offers an assemblage of
arts and techniques which begins to recall the variety of Mycenaean
art, even if not the riches of Mycenae itself. Only its architecture
remains completely unpretentious, with, at the best, one-roomed
houses of mud brick with columned porches, and rare examples of
larger complexes which just recall the simplest plans of Mycenaean
‘palaces’ (as in eighth-century Andros). There are some clay models
made in Corinth, Argos and Crete, which give an idea of the upper
works of the one-roomed houses: apsidal or rectangular in plan with
steep thatched roofs or, in Crete, like a cube with a flat roof; a central
chimney and a bench or sleeping-platform at the back.

Several features of the Geometric Age are clearly more than a
matter of natural, local evolution from Protogeometric. We have
speculated already on the debt Geometric art itself owed to the East
and remarked other tokens of new influences which invited the artist
to exercise new crafts and new forms. His response and the resultant
revolution in the physical appearance of the arts in Greece are the
subjects for our next chapter.
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CHAPTER TWO

Greece and the Arts of the East and Egypt

Greece is a poor country. Its mineral resources are slight and its farm-
land neither extensive nor very fertile. In the eighth century Bc the
growing population had to look overseas for the materials to satisfy
the new appetite, and eventually even for new homes for the families
whose own lands had become too small or uncomfortable for them.
Already in the ninth century merchant-adventurers from Euboea and
the Greek islands had sailed to the eastern shores of the Mediterranean,
along routes already well travelled by the Phoenicians. At the mouth
of the River Orontes in north Syria (now part of Turkey) they found
the natural outlet for the goods and raw materials from the richer
valleys of Mesopotamia, one of the earliest seats of civilization. In a
small village (the site is known as Al Mina) they established a trading
post beside Cypriots, who were also trading there. As time passed the
Cypriot' and native elements were swamped by the Greek and the
town flourished as a staging post for East—West trade for nearly five
hundred years, while in near-by Cilicia, and farther down the coast,
other Greeks came in smaller groups to live and trade.

27 Gold crescent pendant from
near Knossos, with human heads
and four birds attached. The cyes of
the cable pattern were once filled
with amber paste. Late ninth cen-
tury BC. Width § cm




28 Ear-ring pendants of gold, with patterns in wire and granulation, and settings
for inlays of glass or amber. Eighth century Bc. Diameter 3 cm

At the same time as this enterprise which broughta trickle of Eastern
bronzes and jewellery into the Greek world even before 800 B c, there
were other arrivals of even greater potential. These were troubled
times in the Near East and it seems that it was not only goods but
craftsmen that were attracted westwards into Greek lands. In Cretan
Knossos it appears that a group of Eastern artists had established a
workshop for jewellery and the working of hard stones and decorative
bronzes, whose distinctive style can be recognized here and elsewhere
in the island for over a century. But although Cretan vase-painters
copied their patterns they did not learn their techniques, which died
with them. A similar group reached Attica, shorter-lived, while in
another part of Crete Eastern bronzesmiths inaugurated an important
school best known for the votive shields with animal-head bosses it
fashioned for the Idaean Cave. But it is not the immigrants, or at least
not those whom we can detect, that had the most profound effect.

BRONZE AND IVORY

The Greeks brought back with them from the East metals, and con-
sumer goods, including works decorated in styles utterly foreign to
the conventions of Greek Geometric art. We find especially bronze
bowls decorated in low relief with animals and figure scenes, and ivory
plaques carved in low relief as fittings to furniture or toilet articles.
Several of these have survived on Greek sites, and there is no doubt
much, like textiles or embroidery, which has not. All these things
had their effect on both the style of Greek artists’ work and the range
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29 Cast-bronze siren attachment for
the shoulder of a cauldron, the head
facing into the bowl. These were
usually fixed in pairs, with an iron
ring through the loop at their backs.
Early seventh century B c. Width 15 cm
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30 Three or six bronze griffin heads of
this type were fastened below the rims
of many Orientalizing bronze cauldrons.
The eyes were inlaid, the scales and curls
on the neck incised. Late seventh century
BC. Height 36 cm

of their repertory of figures and animals. We can study this most
easily in the changes which took place in decorated pottery, but there
were other studios, not obviously initiated by immigrant craftsmen
but dependent at first on Eastern forms and techniques, soon mastered
and translated into what we can recognize as a purely Greek form.
Hammered work in bronze is prominent, especially for the griffin
heads which project like lugs or handles on the deeper cauldrons of
Eastern type which are coming to replace the open tripod cauldrons
of Geometric Greece. There are soon several Greek workshops pro-
ducing these fine decorative attachments, the later examples being
cast and not hammered. The motif is Eastern but the treatment is
Greek, and Greek artists soon elaborate the monster’s high ears, fore-
head knob, gaping beak and sinuous neck into an entirely new decora-
tive form. The same happened to the solid cast siren attachments for
cauldrons, which are quickly naturalized Greek, translating the puffy
Eastern features into angular Greek ones. In these, as in all other
instances of borrowing or inspiration from the East, the Greek artist
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31 Anivory lion from Old Smyrna, of Assyrian type, with folded ear, pointed nose
and heavy mane, but probably Greek work. Late seventh century B c. Length 55 cm

was discriminate in what he took, and he very soon adapted it accord-
ing to his own sense of composition or pattern into forms which went
far beyond the banal, repetitive designs on the Eastern bronzes or
ivories which had prompted them. In this respect the East acted as
little more than a catalyst on the development of Greek art, for all the
physical changes that it wrought or inspired.

Ivory too was brought from the East. Already in a Geometric
grave in Athens we find a group of ivory maidens, naked as the
Eastern odalisques or goddesses who inspired them, but slimly buile,
sharp featured — the Geometric artist’s interpretation of an Eastern
form. There were various schools of Orientalizing ivory-workshops
in Greece. Those in the eastern Greek islands and on the shore of Asia
Minor (Ionia), which was an area which the Greeks had settled in the
Dark Ages, produced work closer to the Eastern prototypes. This is
observed both in the subjects and in the treatment of the human figure
— fuller and rounder — a persistent feature of east Greek art. From east
Greece (on Samos) also we have a few examples of small wooden
figures carved in a manner very like the ivories. Small carvings
travelled far in the Greek world: a clear east Greek type of god and
lion was found at Delphi, and on Samos the kneeling youth may
resemble more closely works of mainland Greece, but is the figure
attachment to an instrument of a type which is certainly east Greek.
It is still difficult to locate the workshops for many of the ivories of
this period. In mainland Greece too the Geometric stone seals were
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32 (left) The kneeling youth in ivory from Samos may be part of the fitting to a
lyre. His eyes and pubic hair had been inlaid in other material. The artist has carefully
exploited the grain of the ivory. Later seventh century Bc. Height 14:5 cm

33 (right) The two girls with their clothes slipping from them may be the daughters
of Proitos. They had been sent mad by Hera and ranged over the land of Argos
attacking wayfarers. Later seventh century Bc. The ivory group is 135 cm high




being replaced by ivory seals. Some of these took the form of recum-
bent animals, with the intaglio devices on the base — an Eastern form
but a Greek usage. Others — the majority — are discs with simple
animal patterns on one or both sides. The wealth of ivory-work in
Greece in this century is not to be matched in any later period.

VASE-PAINTING

The most obvious effects of the Orientalizing wave are observed on
painted pottery — a field largely ignored by the Easterner but which,
as we have already seen, meant much to the Greeks. In Eastern figure
drawing and carving the Greeks found an art which was as conven-
tional as their own Geometric, but far more realistic. The strictly
profile or frontal were the rule but the masses of the body were more
accurately observed, and anatomical detail stylized into more realistic
patterns. They also found a variety of floral devices such as Geometric
art had shunned, both as the principal subject of a pattern and as sub-
sidiary decoration. These new styles had their effect in different ways
in the various pottery-producing centres of Greece.

34 A Protocorinthian perfume-
flask (aryballos) showing the new
technique of outline drawing and
the new animal and floral reper-
tory with a stylized Eastern Tree
of Life. c. 720 Bc. Height 6-8 cm




35 A Protocorinthian jug (olpe) with friezes
of sphinxes and animals, including dogs
chasing a hare, in the black-figure technique
and the characteristic dot rosettes. . Third
quarter of the seventh century Bc. Height
32 cm

In Corinth, a powerful State guarding the landward approach to
the Peloponnese from the north, the Geometric styles of Athens had
been copied, as by other Greek States, but the figure scenes were
generally avoided and instead we see a fondness for most precise
drawing of simple Geometric patterns. This meant that without a
strong tradition in figure drawing, like Athens’, Corinthian artists
were more prepared to accept the new figure styles, and the intricate
floral friezes. These they adapted in various ways. The silhouette style 34
of Geometric figure painting was also inadequate when it came to the
detailing of eyes, manes and muscles and to showing overlapping
figures in vigorous action. The Corinthian painters invented a new
technique in which the figures are drawn still n silhouette but details
are incised, to show the pale clay beneath in thin clear lines. Red and 35
white paint came to be used also to pick out odd features, like ribs or
hair. This new technique we call ‘black-figure’ and it is practised first
on vases called ‘Protocorinthian’ by archaeologists (to distinguish
them from the later Archaic ‘Corinthian’ series). At its very best the
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36 A Protocorinthian per-
fume-flask (the ‘Macmillan
aryballos’) with its neck and
mouth moulded as a lion’s
head. The painted friezes
show florals, a fight, horse-
men, a hare-hunt and rays —
all on a vase barely 7 cm high.
Mid seventh century BC.

style is miniaturist, and tiny figures barely one inch high are painted —
etched, rather — on the smail perfume-flasks (aryballoi) which seem to
have been one of the most important products of Corinth’s potters’
quarter. Larger figures are rarely attempted. The decoration is set in
friezes round the vase, as it had been in the preceding period. Animals
are the main subjects (lions, goats, bulls and birds)— but there are some
new monsters too, taken from the East — sphinxes, griffins and similar
creatures. These, and the lions, had already appeared on some
Geometric vases but then their forms had been geometricized by the
artists. Now the new conventions are observed; their bodies fill out,
jaws gape, tongues loll, ribs and muscles bulge. The background is
filled with small dot rosettes or abstract motifs just as on the Geometric
vases where massed zigzags were used to fill the gaps which the painter
dared not leave empty. The creatures generally pace aimlessly round
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37 A detail from the Protocorinthian ‘Chigi vase’ in Rome, showing hoplite warriors
closing in battle. On the left a piper plays to help the ranks to keep step. There is freer
use of colour here (red, browns and white) and on this vase the ordinary animal
friezes are suppressed. Mid seventh century B¢, by the same painter as of Ill. 36.
Height of frieze 5 cm

38 Part of a Protoattic clay plaque, dedicated to Athena at Sunium, showing
marines on a ship, with a steersman. ¢. 700 BcC. Length 16 cm
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39 The one-cyed giant Polyphemus (Cyclops) is blinded by Odysseus and his com-
panions in his cave, having been reduced to a drunken stupor (notice the cup). From
the neck of a Protoattic grave vase, found at Eleusis. Odysseus is differentiated from
his companions by the colour of his body. There is some incision (as in black-figure)
for the hair, beards and fingers. Mid seventh century Bc. Height of frieze c. 42 cm




the vase, but sometimes they are posed heraldically facing each other
over a floral, itself a version of the Eastern Tree of Life. There are very
few scenes with human figures but towards the middle of the seventh
century we find more of the heroic episodes as well as a number of
battle scenes showing the latest hoplite tactics with disciplined ranks
of bronze-clad soldiers. Floral friezes — the Eastern lotus and bud or
palmette — appear on the shoulders of the vases, while below the main
frieze there may often be a smaller one with a row of animals or a
hare-hunt. At the base upward-pointing rays recall the spiky blossoms
which decorate the rounded bases of many Eastern and Egyptian
vases.

The Orientalizing vase-painting of Athens presents far less of a
break and contrast with what went before than does that of Corinth.
The new patterns and subjects are admitted, but more slowly. A
black-figure technique is not adopted, and instead the details of figures
are rendered by line drawing instead of silhouette for heads, and
eventually for whole figures. White paint is sometimes used for details
(Corinth at this time preferred red) and even a spot of incision here
and there. The figures themselves — even of the Eastern sphinxes and
the Greek centaur — are still rendered very much in the Geometric
manner with angular features and bodies. The filling ornament is
still largely Geometric and the floral patterns are translated into
geometrical constructions rather than simply copied as was usual at
Corinth.

At first sight these Athenian vases (called ‘Protoattic’) simply look
more primitive and outdated beside the Protocorinthian, and they
certainly did not travel so far in the Greek world or have the same
influence. But they have significant and important redeeming features.
Firstly, the monumental character of the Geometric grave-marking
vases is not forgotten. On the new vases the figures sometimes stand
over halfa metre tall and they present problems of drawing which the
miniaturist Protocorinthian painters never had to face. Secondly, the
tradition of human figure drawing ensured the continued appearance
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of narrative or genre scenes as well as the inevitable incursions of 39

Orientalizing animals and monsters. Thirdly, the technique allowed
a far more pictorial treatment and balance of the dark and light masses
both in the general composition and the individual figures. This is
enhanced by the mid seventh century by the use of white paint in the
so-called ‘black and white style’. It leads naturally to experiments with
broad masses of other colours, or colour washes to cover flesh parts or
drapery. This attempt at polychromy is something new on Greek
vases. Itis also short-lived since it presented technical difficulties. In the
seventh and early sixth centuries it was exploited less by Athens than
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by the Greek islands, where vases of a style and technique analogous
to the Athenian were being made. In Crete and occasionally in the
islands there was a vogue for vases modelled partly as animals or as
human heads. The griffin top to the jug from Aegina follows a type
more familiar to us in bronzes. The outline style was practised also in
parts of the Peloponnese, despite the proximity of Corinth, as at
Argos. It may have been emigrant Argive artists who introduced the
style to the Greek colonies in Sicily. On the vases of Melos (?) we can
follow the outline, polychrome style until well into the sixth century.
The simpler outline drawn styles were affected by the east Greek cities,
who were even slower to abandon Geometric patterns and figures. In
Rhodes and Ionia a decorative animal frieze style (called the “Wild
Goat style’ after its most popular beast) is adopted in about the middle
of the century. It is unpretentious, but in general effect very different
from the styles of mainland Greece and has been thought to owe some-
thing to Eastern tapestry patterns. It too survives into the sixth century.

40 A plate from Thasos, probably made in Naxos. Bellerophon, on the winged
horse Pegasus, attacks the Chimaera, which has a lion’s body, a goat’s head in the
small of the back and a serpent tail. Mid seventh century B c. Diameter 28 cm




| 41 Polyphemus and Odys-
i seus, as in IIl. 39, but treated in
a rather different manner. The
| fragment is from Argos, from

a vase of Argive shape. The
| drawing is like Attic work and
I the washes of paint on the
human bodies recall island
vases. Mid seventh century BC

42 (below) The upper part of an island ‘Melian’ vase. On the neck women watch a
duel over armour. From the body we see part of a lyre-playing Apollo with two
Muses in a chariot drawn by winged horses. A brown wash is used on the men’s
flesh. ¢. 630 BC. Height of neck 22 cm
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43 A ‘Wild Goat’ vase, made in Rhodes. The lotus and bud frieze is
typical of this class but there is more colour on the animals than usual
and no goat frieze. ¢. s80 BC
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44 The griffin jug from Aegina was
painted on one of the Cyclades islands.
The lion with its prey is an Eastern motif
but the grazing horses go back to the
Geometric tradition. Notice the floral
attachments to the Geometric triangles
at the base. Earlier seventh century Bc.
Height 39 cm .

45 A Protoattic vase with sphinxes (con-
trast Jll. 35), a pipes player with dancers,
and chariots. For patterning the Athenian
artist used stippling and scales, with out-
line drawing and a very little incision
(the horses). By the Analatos Painter (as
also Il 38). c. 690 BC. Height 80 cm
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OTHER ARTS

The conventions of Greek Orientalizing art, which we best observe
on the painted vases, determine also the decoration of other objects
and other materials. Besides the painted vases there are large clay jars
with decoration in low relief. These are best known in Crete, Boeotia
and in the Greek islands, and the scenes on them, freely modelled or
impressed, introduce us to some new subjects in the artist’s repertory,
including the Trojan Horse. Engaging small vases in the shape of
animals or heads were made as perfume-flasks, and we have already
seen the necks of vases moulded as griffins’ or lions’ heads. Clay and
bronze figurines reflect the styles of larger works in stone, and painted
clay revetments begin to appear, to protect the wooden parts of
buildings, or as decoration on temples and altars. Sheet-bronze is often

46 The neck of a clay relief vase found in Mykonos in 1961. The Trojan Horse,
on wheels. The Greeks within it are shown, as through windows out of which they
hold their weapons and armour. Others have ‘dismounted’ already. Later seventh
century BC
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47 Cut-out bronze plaque, decorated in very low relief with incised details, from
Crete, and of a type peculiar to Crete. It shows two huntsmen, one with a wild goat
(ibex) on his shoulders. Third quarter of the seventh century B c. Height 18 cm
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used for the sheathing of parts of furniture or weapons. On it we find
the early technique of hammering with beaten details, for floral or
figure scenes. A different technique involves incision of detail lines and
appears at its best on the decorative cut-out plaques made in Crete
and a number of shield blazons found at Olympia. One offers a
characteristic Greek treatment of an Eastern monster, tamed and
domesticated: a mother griffin suckling her young.

The stone seals which were being cut at the end of the Geometric
period were replaced in the Peloponnese by ivory. In the islands, how-
ever, an unexpected source inspired an important new school of
stone-seal engravers. Fine Mycenaean and Minoan seals found in
plundered tombs or in fields were studied by artists on Melos, who
copied the shapes of the stones and, as soon as they had mastered the
technique, some of the distinctive motifs. For the most part, however,
they used the Orientalizing animal and monster devices which we see

48 Cut-out bronze plaque from Olympia with incised details showing a mother
griffin with her young. This was probably the blazon of a wooden shield. Late
seventh century Bc. Height 77 cm




49 The monstrous Gorgon with her child, the winged horse Pegasus, is the subject
of this clay relief which may have decorated the end or side of an altar at Syracuse.

Her kneeling posture is the Archaic convention for running or flying. Later seventh
century B C. Height 55 cm
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50 An Island Gem showing a lion
and dolphin. ¢. 600 Bc. Length 2:2 cm

on island vases. These ‘Island Gems’ — they were once mistaken for
prehistoric stones — provide a continuous tradition of engraving until
well into the sixth century, when a new source introduces new shapes
and initiates a more fruitful tradition. In the islands again, and east
Greece, goldsmiths exploit to the full their newly mastered techniques
in some of the finest decorative jewellery we have from antiquity.

SCULPTURE

Of larger works of art in this early period we know very little. Wall-
paintings there may have been, but we can only guess about them
from their hypothetical influence upon vase-painting (the influence
more likely passed the other way). Wooden sculpture there must have
been and there are literary references to early cult statues of wood
(xoana), but they were probably very primitive in appearance, and
nothing wooden has been preserved except for a few statuettes from
the waterlogged temple site on Samos. The hammered bronze
sheathing of wooden statuettes at Dreros, in Crete, shows forms akin
to other early Orientalizing hammered work in bronze and gold, of
eighth-century date.

Soft limestone can be carved almost as easily as wood, and there are
stray examples of relief work in an early Orientalizing style, again
from Crete. One of the new techniques introduced from the East
had been the use of the mould for clay plaques and figures. This means
of mass production helped to canonize and stereotype proportions for
figures and, especially, the features of a facing head. The type is close
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to that of the Eastern naked goddess (Astarte) plaques, some of which
reached the Greek world and were copied there, although the whole
figure of the goddess was soon given clothes and called Aphrodite.
But the face is still thoroughly Greek, alert and angular unlike the
podgy Easterner. The type — it is called ‘Dedalic’ — is most commonly
met on the mould-made clay figures and plaques, but it is found also
on other objects — bronzes, ivories, gold jewellery, stone lamps — and,
more important, it is used for limestone statuettes. These are either
independent figures, or they appear in the round, standing or seated,
as the sculptural embellishment of temple buildings (as later at Prinias,
in Crete) which at about this time began to attract such decoration.

This is the fashion after the mid seventh century, but even the
largest examples of figures carved in the Dedalic style are little more
than decorative statuettes, until a new influence promotes a new
scale. The monumental quality which we look for in Greek sculpture
needed a more lively source of inspiration than anything the Near
East could offer — and it was found in Egypt. Greek mercenaries had
been allowed to settle in the Nile Delta after the mid seventh century
and a trading town was soon established by the east Greeks and
Aeginetans at Naucratis. This brought Greeks and Greek artists into
close contact with Egypt for the first time since the Bronze Age. They

51 A gold roundel. On the petals
are pairs of golden flies, human
(Dedalic) heads and bulls’ heads.
Probably made in one of the Greek
islands (?Melos) in the second half
of the seventh century B c. Width
4cm
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52 Limestone statuette (the ‘Auxerre
goddess’) of typical Dedalic type, with
the usual wig-like hair. The incised lines
on the dress outlined the areas of different
colours picking out the pattern. The
shawl, covering both shoulders

Cretan garment. ¢. 630 B C. Height 62 cm

cated to Poseidon at Sunium in Attica. The
marble is from one of the Greek islands.
¢. 600 BC. Height ¢. 3 m

53 Marble kouros (part of the face, including
the nose, the left arm and leg restored) dedi-




s4 Bronze statuette of a man carry-
ing a ram on his shoulders, from
Crete. The head is Dedalic, the dress
Cretan. Later seventh century BC.
Height 18 cm

were impressed by what was least familiar to them — the massive
stone statuary and architecture, and it was from this inspiration that
the beginnings of Greek monumental sculpture and architecture stem.
They had to face the challenge of both size and material, for the
Egyptian figures were often of the hardest stones — porphyry and
granite. The Greeks looked to the fine white marble which could be
so easily quarried on their islands, and which could be worked with
iron tools and the emery which these same islands (notably Naxos)
could supply. The style of the new figures — of white marble and life-
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