
t im^
.i \ iJ M — ^

i

'

1

I [

; ^;^
*
'.'cr "^l - \n-

p
yjI

.B)^)),
i

ijt.H i^
W
y.ftii

r 'T''''*.^"''^'''

=ir^

•CM









MANUAL
OF

M YTH O LOGY,
IN RELATION TO

GREEK ART

BY

MAXIME COLLIGNON,
Late Member of the Ecole Fran^aise, Athens.

TRANSLATED AND ENLARGED BY

JANE E. HARRISON,
Author of "Myths of the 'Odyssey,'" "Introductory Studies in Greek Art,'

"
Mythology and Monuments of Ancient Athens^' etc.

WITH ONE HUNDRED AND THIRTY-EIGHT ILLUSTRATIONS.

NEW AND CHEAPER EDITION, REVISED. i' >/ ^X^/„l'

LONDON:
H. GREVEL & CO.,

33, KING STREET, COVENT GARDEN, W.C.

1899.



PRINTED BY

HAZELL, WATSON, AND VINEY, LD.,

LONDON AND AYLESBURY.



PREFACE.

IN
bringing M. Collignon's admirable manual before

the notice of English readers, a word of explana-

tion is necessary as to its precise purport. The value of

the book to students of art and archaeology will best

be appreciated if its precise limits are clearly defined.

Its subject is not mythology in general, but strictly

and solely mythology as seen in art. Literature is

cited, but only in so far as it throws light upon the

conceptions of art. All questions dealing with the

origins of myths and their literary variations are of

necessity set aside. The book is intended, in fact, to

supplement, not to supersede, existing handbooks.

This study of the mythology of art is as yet so new in

England that we have not yet invented for it so much

as a convenient name. French writers use the happy
and expressive term ^^

Mythologiefigure'e" Germans have

adopted the more convenient word ^^

Mythography,''^ which

is already beginning to appear in technical English

writings on the subject. Mythography has in Germany
been for many years matter of assiduous study. The
results of the labours of German archaeologists are

embodied in the various large works of reference cited
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in the introductory bibliography. These are accessible

in the archaeological libraries of the British Museum,

Oxford, and Cambridge, but not easily available to the

elementary student. To them must be added a long

and ever-increasing series of monographs, chiefly in

German, but of late years also in French, Italian, and

English, published by the various periodicals of archae-

ological institutes and societies. As M. Col'.ignon

himself says, the difficulty of the subject is rather in the

variety and scattered abundance than in the lack of

material.

The plan of this book is as follows. A brief

summary is first given of the general principles that

govern the formation of types in art
;
the development

of the type of each god or goddess, genius or hero,

is historically considered. In a matter like this it is

essential that the method should be historical
; only so

can it appear that the development of art types is

subject to the same laws, follows the same inevitable

sequence of development and decay, as may be observed

in any other department of human civilization.

True to the historical method, M. Collignon has been

careful to select not only monuments in themselves

mature and beautiful, but also those which are the

outcome of the rudest archaism. Such early works are

indeed of special value
;
we stand at the present

moment much in need of a reaction against a habit of

mind resulting from certain educational conventions.

Most students are more familiar with the Graeco-
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Roman statues from which the Renaissance drew its

inspiration than with works of a pure Greek period;

they know their Apollo Belvidere and their Venus de

Medici better than their Parthenon marbles. These

Greeco-Roman marbles, inferior as they are from the

point of view of art, are still more valueless to

mythology ; they do but re-echo a theme already

hackneyed. If we would know the truth about the

origin of mythological types, it is to archaic art we

must look,
—to a time when the utterance of the

artist, if sometimes rude and inarticulate, was always

robust and sincere. Truth with the early artist comes

even before beauty ;
as yet he works for a people

whose faith is more developed than their senses.

The study of mythography is in England yet in its

infancy, but it may safely be prophesied that not many

years will elapse before it becomes not only part of the

advanced discipline of the classical scholar, but also an

indispensable and attractive element in classical school

teaching. M. Collignon's manual offers an admirable

introduction to the study, and as no English handbook

exists a translation was much needed.

The constant advance of archaeological discovery has

rendered considerable correction and addition necessary.

Some new illustrations have been added, and the

references and bibliography enlarged.

JANE E. HARRISON.
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GREEK MYTHOLOGY.

INTRODUCTION.

ORIGIN AND DEVELOPMENT OF
TYPES IN ART.

CHAPTER I.

REPRESENTATION OF THE GODS IN EARLY ART.

The First Cultus Images and Statues in Wood.

Ridgeway, The Early Age of Greece ; C. Bcetticher, Der Baumctiltus

der Hellenen ; Overbeck, Das Cnltttsobject bci den Griechen ;

Dictioniiaire des Antiqidtes Grecqties et Romaines, by Ch. Darem-

berg and E. Saglio, articles "Arbores Sacree,"
"
Baetylia," and

"Argoi Lithoi"; Fr. Lenormant, "Les Betyles," in the Revue

de VHistoire des Religions, year 2, t. iii.
; Percy Gardner, Types

of Greek Coins, and Head, Historia Nimmioriiyn, for the evidence

of coins.

Up to the time when epic poetry gave to the Greek

gods a moral aspect and a character that lent itself

to plastic treatment, and by so doing stimulated the

development of the representation of types in Greek

art, cultus images were merely the rudest likenesses

of human figures. In the earliest times, indeed, if we
are to believe the statements of the ancient writers,

I
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worship was directed towards natural objects sup-

posed to contain the divinity within them. Thus

the Artemis Soteira of Boiae was a myrtle/ and at

Orchomenus a statue of the goddess placed on the

bough of a cedar bestowed sanctity on the remains

of an earlier tree worship.^ A coin of Myra (fig. i)

shows the statue of the mother of the gods among
the branches of a tree, and will perhaps make this

early tendency more intelligible to the reader. The

tops of high mountains, frequently struck as they

are by lightning, were the seat

of the godhead of Zeus. An
allusion to this primitive worship

is perhaps to be found in the

coins of Cappadocia, where the

summit of Mount Argaeus on

an altar is represented. But it

would be rash to attempt an

accurate classification of the

first manifestations of religious

feeling, for they are only known to us by traditions

collected together at a comparatively late date. In one

point, however, all the traditions agree : primitive wor-

ship required no emblems fashioned by men's hands.

The faith of the believer found its inspiration in the

presence of natural objects, filled full with the power of

the divinity.

In the earliest times, one of the commonest forms of

worship was that of unhewn stones. In the days of

Pausanias the traveller was still shown by the guides

in the temples, rude stones which were supposed to be

'

Pausanias, iii., 22, 12.
"^

Ibid., viii., 13, 2.

Fig. I.—Coin of Myra.
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the oldest images of the gods. Thus at Thespi^ a

rough stone (dpyo'i Xi'^o?) was preserved as being an

archaic representation of Eros.^ Tradition often as-

signed a supernatural origin to such stones
; they were

said to have fallen from heaven, like the three stones at

Orchomenus which represented the Charites. Such

traditions probably preserve a reminiscence of the

Semitic worship of Baetyli/ or meteoric stones, whose

strange form, black colour, and unexplained origin

seem to have made a vivid impression on the imagi-
nation of early civilisations, with the result that a

supernatural character was readily assigned to such

stones as by some distinctive mark lent themselves to

the illustration of a sacred story. The haetyl of

eastern nations explains the dpyb<; \ido<i of the Greeks.

This form of worship was very common in Syria and

Phoenicia, and may easily have been introduced into

Greece from Crete. On the other hand, the cult of

rude stones seems to have been common to primitive

man in many lands, and is not even now extinct

among savages. It was long before it died out in

those Greek countries which were most profoundly

penetrated by Oriental religions. At Antibes, in the

south of France, an egg-shaped stone has been found

with the inscription :
"

I am Terpon, a servant of the

goddess, the most ancient Aphrodite." The stone must

have been a bsetyl, or something of the kind, dedicated

by an inhabitant of Antipolis to one of the lesser

divinities that attend upon the Cyprian Aphrodite.^

'

Pausanias, ix., 27, i.

^ The Greek word (8ai-);/Xo» is a simple transcription of the Phoe-

nician "Beth-ul." "
Heuzey, Acad, des luscrip., 1874.
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To give to these unhewn stones a regular symme-
trical form, though of a very rudimentary kind, was a

natural step in primitive development. The conical-

shaped stone would seem to be a modification of the

baetyl. On the coins of Ceos, Zeus and Hera are

represented in the form of conical stones, and the coins

of Cyprus, where Aphrodite Astarte (Ashtharth) of

Paphos is similarly represented, show that the Greeks

ma}' have been indebted to the Syro-Phcenicians also

for this form of idol. In some cases a pyramidal

shape is given to the stone, or its length and narrow-

ness are increased, and we have a column or a

pillar ;
the different modifications do not, so far as

has been ascertained, follow in any chronological

order. At Sicyon the oldest form of Zeus Meilichios

was a pyramid, while that of Artemis Patroa was a

column. The oldest form of Hera at Argos was

also a column. An allusion to these ancient forms

of the goddess has been found by some writers in

a Pompeian painting, which represents some Loves

and a Psyche sacrificing before a column, to which are

fastened a fillet (or perhaps a wreath) and a sceptre.

In some places, as for instance in Arcadia, the sacred

stones often took the shape of four-sided pillars or cubes.

In a sacrificial scene on a vase painting, Zeus is repre-

sented by a square pillar resting on a basis and

inscribed as "of Zeus" (AIO^), and Pausanias saw a

figure of Zeus Teleios in a similar form at Tegea.^

'

Pausanias, viii., 48, 4. On several occasions blocks of calcareous

stone have been found in Greece, showing very slight traces of work-

manship, and bearing in archaic letters the names of gods : Aibs

Kepavvovj'Epfiavos, etc. {Bulletin dc Corresp. Hell., 1878 p. 515). M. Fr,
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As art advanced these pillars received distinguishing

attributes, such as a head or arms, and in this way was

produced the herm, a sort of square pillar surmounted

by one or more heads and placed at the entrance of a

street or at a cross road. These herms had a reli-

gious character, but the close connection in later times

between them and the worship of Hermes arose from

an accidental resemblance between the name of the

god and the name of these boundaries (ep/xa). This

form of monument was preserved throughout the classi-

cal period of art, allowing as it

did of great elaboration in the

treatment of the head on the

top of the herm. In the early

centuries of the Christian era |'

it was the practice for ephebi

to dedicate to their masters

(^Koa/xTjTai) herms surmounted

by busts of these persons. Fig. 2.—Com of Gordus

Whatever their shape, whether

that of a cone, a column, or a square pillar, these

ancient figures long remained the object of the be-

liever's worship. They were surrounded with fillets

and anointed with scented oil
; sometimes even they

were dressed, and covered with long draperies, pre-

sented rudely the appearance of the human figure.

A coin of Gordus Julia in Lydia (fig. 2) shows one

of these idols in the shape of a stele clothed in a

woman's garments ;
the high head-dress, known as

Lenormant (Rev. de VHist. dcs Religions, art. cit.) is inclined to see in

them objects of worship, but this view is opposed by M. Foucart,

who with more probability explains them as sacred boundary marks.
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the modtus, is worn on the upper part of the figure,

as if the column ended in a head. The remote

origin of the worship of sacred stones gave it a

pecLiHarly firm hold on the religious feelings of the

Greeks. Such ancient idols still had their worshippers
in the days of Lucian, and the rhetorician of Samosata

scoffs at the blind superstition of those who pray to

stones drenched with oil and decked with wreaths.^

When art first attempts to reproduce the human

figure, the formless images above described begin to be

less rude. The first idols which have ceased to be mere

fetiches and which begin to show a trace of resemblance

to the human figure are the xoana (^oava). Usually

carved in wood, these rude, coarse figures, for the most

part, at first hardly deserve the name of statues; they

trace their origin to the pillar, on which an inexperienced

hand has tried to indicate the main outlines of the

human form.

It is easy to see that the technique of wood-carving
has helped in these early attempts. From the first

rude shaping of a block of wood, from an idol hewn

with the axe out of the thickness of a plank, like the

primitive Hera of Samos, the transition is easy to the

xoanon
;
the plank was an easier object for the un-

skilled workman than marble,^ and offered the timid

artist a less stubborn material for the fashioning of

the flattened head, where the closed eyes were repre-

sented by mere lines, the arms were closely glued to

the body, the feet were hardly separated one from

'

Lucian, Psetidom. Ant., 30.
^
According to tradition marble was first carved about the 20th

Olympiad (b,c. 700 circ).
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the other—such are the charac-

teristic marks, according to

ancient writers, of the xoanon.

Ancient authorities dwell with

great emphasis on the strange

appearance of these archaic

statues and their absolute life-

lessness
; they are "

handless,

footless, eyeless."
^ There are

numerous representations of

xoana on vases, even on those

of the best period ;
which show

that in the fifth century b.c. they

were still held in honour. The

xoana on vase paintings are,

perhaps, embellished and adorned

by the fancy of the painter, but

we can get a more accurate im-

pression of them from the statue

of Artemis, found at Delos, by
M. Homolle^ (fig. 3). The statue

is a very ancient copy of a

xoanon
; the forms are flattened,

and the thinness of the body
shows that the object copied was

a statue carved out of a plank.

The arms are like two upright

supports, and the head is like

'

Tzetzes, ChiL,\., 538: "&xeipo.s-S.voSas,

dofi/JLciTOVs ."

'^

Bulletin de Corr. Hellentque, t. iii.,

pi. I.

uasFiU^-rst^^^itoa^ i

:\'^%

m f'h
- h'.l

Fig. 3.
—Copy of Artemis

xoanon (Central Mu-

seum, Athens),
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a " truncated pyramid with the ridges rubbed off and

smoothed away."^ The character of the deity repre-
sented would be undiscoverable but for the inscription

engraved on the statue.

It is difficult to determine for how long xoana

continued to be made by carvers of wood, but there

is no doubt that the Greeks themselves recognised

degrees of antiquity in the statues. The most

ancient were supposed to be earlier than the fabulous

Daedalus, and were to be recognised by their stiff-

ness and rigidity ; priestly tradition attributed to

them a supernatural origin ; they had fallen from

heaven, or, like the xoanon of Heracles at Erythrae,
had come over the sea and, after strange adventures,
landed of their own accord on the shore. It was
Daedalus who first invested wooden statues with some

appearance of life
;

after him, they have their eyes

open and the arms and legs separated from the body ;

often their attitude is that of a person walking. This

type was long maintained by Greek artists in the

representation of the gods. Within historic times,

Theodorus and Telecles made a xoanon of Apollo

Pythios for the people of Samos
;
and Diodorus tells

us that these Samian artists observed in their art a

canon, as the Egyptian statuaries did, and so were able

to execute the two halves of the statue separately.^ It

is easy to see that an art bound by such narrow rules,

and deeply inspired with reverence for religious tradi-

tion, would be slow in working out its freedom. Thus
the oldest marble statues, which probably represent

gods, such as the probable Apollos of Orchomenus and
'

Homolle, loc. n't.
^ Diodorus Sic, i., 98
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the Apollo of Thera, and the quite certain Apollo of

Ptoos, still show traces of the awkward stiffness of

wooden statues. It was only by the study of nature

in the representation of athletes, that art attained the

command over material necessary for the embodiment

of the manifold types of the gods of Hellas.

The figures created by a more fully developed art,

never effaced from the memory of the believer the

recollection of the shapeless xoana, and these wooden

statues were still, through the whole period of classical

antiquity, the images most devoutly reverenced in the

temples. Writers and inscriptions alike tell us of the

respect that was paid to them;^ they were gilt, they

were painted in bright colours, they were dressed in

rich stuffs. The wardrobe of the Hera of Samos, of

which the inventory has been preserved in an inscrip-

tion, contained jewels, fillets, and tunics.^ The Arte-

mis Brauronia at Athens possessed mantles, tunics of

fine stuff from Amorgus, veils of the richest hues,'
—all

offerings of the faithful. Sometimes the offerings con-

sisted of flowers and wreaths which completely hid the

statue. The xoanon of Eilithyia was entirely covered

with myrtle boughs brought by the women of Athens.

But deep as was the reverence for these ancient

statues, there was no feeling to prevent the application

to them of the principles demanded by the development

of art. The introduction of acrolith statues was the

' See J. Martha, Les Sacerdoce.s Atlie'iiicns, ch. iv., § 2,
" Fonctions

Diaconales des Pretres."
^ C. Curtius, Inschrijtcn mid Sfudicn stir GescJuchfe von Samos,

p. 10, No. 6.

*
Corp. Inscr. Grcec-, 1 55; and Ancioit Greek Inscr. in ihe Brit.

Mus., i., No. 34.
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result of this feeling. The xoanon received the addi-

tion of a head, hands, and feet in marble, while the

wooden body remained hidden under its garments ;
in

this way the statue presented a more agreeable appear-

ance without losing, in the eyes of the devout, any of

its respectable an-

tiquity. The xoana

of the Charites in

Elis had been re-

novated by a process

of this kind. But

occasionally the god

opposed such in-

judicious restora-

tion. Pausanias

relates that the

priestess of Hilaira

and Phoebe at

Sparta, having had

the head of one of

the statues altered,

was warned in a

dream to leave the

other untouched.^

Xoana were the

objects of public worship, but private religion also

had its idols, numerous specimens of which have

been preserved for us in the earliest Greek tombs.

The holy images which accompanied the dead man

to his grave are little terra-cotta figures of rude

workmanship, in which the characteristic features

'

Pausanias, iii., i6, i.

Fig. 4.
—Terra-cotta idol.
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of the xoanon are to be seen. The workmanship

is coarse
;

the figure is cut out of a piece of clay,

and the arms are represented by pieces added on

(figs. 4, 5).^ The workman has sometimes made no

further attempt to represent

the face than by pinching the

moist clay in his fingers ;
in

other instances the head has

been added after the com-

pletion of the figure. Rosettes,

palm leaves, necklaces, painted

by the brush, recall the decora-

tions of the xoanon. Some-

times the figure is seated
;

occasionally, thanks to a sup-

port, it can be made to stand.

It is impossible to do more

than conjecture who is the

god represented, and it seems

probable that the person who

dedicated the figure in a holy

place himself assigned it to

some particular god. We may,

however, observe that the deity

is almost always feminine, and

the most common attribute is

the polos used as a head cover- ^ig. s—Terra-cotta idol.

ing. Primitive idols of this type are found throughout

the East
;
the descent of the types may be traced from

'

Gerhard, Akadcmische AbhandUmgen, pi. 61, Dsedalische

Idolen ; Heuzey, Les Figxirines Antiques dc Tore Quite du Musee

dii Louvre, pi. 17.

M C
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Assyria and Phoenicia to Greco-Asiatic countries, such

as Cyprus and Rhodes, and finally to Greece herself.

The name of Daedal images, which has sometimes

been given to them, must not mislead us as to the

date of these odd figures, which may have long retained

their popularity among some classes of Greek society,

supplying, as they did, cheap specimens of religious

art. They are interesting to us, as showing the earliest

form of the cultus image, to be followed in subsequent

times by conceptions more worthy of Greek genius.



CHAPTER II.

DEVELOPMENT OF PLASTIC TYPES.

The means of expression used during the obscure

period when art was only beginning are altogether

inadequate to embody the many-sided characters of

the gods. But they do show the anthropomorphistic

tendency which arose the moment that Greek genius

recognised its own existence. With the final settlement

of the Hellenic race in Hellas begins a period of

gradual development, during which Greek art was

constantly endeavouring to create its own individual

types, to eliminate such elements as were borrowed

from foreign worships, or to alter their character by

adapting them to its own spirit. This period was of

considerable length, for religious art is conservative

and shy of innovations
;

it lives upon tradition, and

is satisfied with a small number of types which are

repeated in the naivest fashion, till the development
of plastic art in other branches brings into prominence
the clumsiness and deficiencies of early efforts.

There is another reason for the slowness with which

the divine type develops in art. Before the perso-

nality of divine beings can be clearly expressed by the

sculptor under the limitations imposed by the human

figure, a certain process of analysis must have distin-

guished the moral and physical qualities of each
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individual god. This analysis is the work of religious

feeling and poetry, and it is the popular imagination
and the popular conscience which create the type

subsequently embodied by the artist. It was probably
towards the end of the twelfth century, when the

Greek race had obtained the mastery of the soil, that

epic poetry began to arise among the lonians. From
that moment Greek imagination had at its command
a means of expression at once subtle and powerful,
which enabled it to invest its creations with colour and

life. In the Homeric poems the gods begin to have

types suggestive of plastic art. Athena, with "
fair

hair and eyes that flash with awful brightness" ; Zeus,
"
dark-browed, shaking his ambrosial locks

"
; Aphro-

dite,
" with gleaming white arms, holding up the

folds of her dazzling veil";—in these phrases we
have touches that call up brilliant pictures. The gods
are no longer awful and mysterious forces

;
still less

are they of the nature of primitive fetiches
; they are

tangible beings, like unto men, sharing men's passions,

but stronger and more beautiful.-^ Thus art, if it is to

be in sympathy with religion, must needs clothe the

gods with the human form in its utmost perfection ;

and so it is that when the task of epic poetry is over,

the art of the sculptor sets itself to embody the glorious

conceptions of the poet. The movement in art which

began about the seventh century before Christ was full

of promise for the future and the study of nature;
this study, necessitated by a demand for the statues of

athletes, increased the sculptor's store of material, and

at the same time made his knowledge more precise.

' See J. Girard, Le Sentiment Religieuse en Grece, p. 5 1, and foil.
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The limitations imposed upon his art by forcing him
to draw only upon the human figure for his material,

was an advantage to him
;

he found himself obliged

to seek for delicate shades of expression, and to

develop and train to their utmost his powers of

analysis and accuracy. The whole period of what is

called archaic art is occupied with conscientious work

of this kind, and it is to such work that is due the

versatility and fertility of Greek art.

This process of differentiation cannot be traced in

all its phases in the works of Greek art. Vase paint-

ings, however, of the fifth century show the first

attempts in the direction of the creation of distinct and

expressive types. In the vases of Melos the gods
are already represented in the form familiar to Greek

art, as is shown in the curious painting of Apollo and

Artemis on a chariot. Art, though naive, is original ;

it no longer owes anything essential to foreign in-

fluences, but is entirely Greek. So doubtless were the

figures of ivory, gold, and ebony which decorated the

chest of Cypselus (Olym. xxx., B.C. 656 circ), and

which show a remarkable attempt at symbolism. The

engraver who executed these reliefs, known to us only

from the description of Pausanias, has tried to repre-

sent in visible form such abstract conceptions as Sleep
and Death. The former is a white child, the other a

black child
;
both are carried in the arms of Night.

Other symbolic figures are Fate (K?}/?), Justice and

Injustice, one fair, the other foul. Though the method

of expression is far from perfect, the power of analysis

displayed is characteristic of the Greek nation.

'

Conze, Melische Thoiigefcesse, pi. 4.
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When once the types of the gods have been deter-

mined, an infinite variety is given to them by art.

Art, even when it ceases to be religious, does not lose

its mythological character. Legend and myth provide a

rich store of material for the decoration of vases, jewels,

small bronzes, and all the countless objects which serve

sacred and secular purpose ;
coins are frequently en-

graved with reproductions of images of gods and heroes.

Thus there is no lack of matter for a history of Greek

mythology as shown in art. The number of sides on

which the subject may be studied will be seen if the

immense variety of local legends is remembered, and

the consequent variation in the attributes and types of

the gods. The most accurate method to pursue would

be to follow the geographical divisions without losing

sight of the chronological sequence, but the size of the

present book makes that method impossible.

We may, however, remark that beneath many
apparent differences there is a fundamental likeness.

The freedom and fertility of the Greek imagination

has impressed upon the types of the gods plastic

characters of such precision that no very marked

divergence is possible among the various local tradi-

tions. Every effort of art up to the epoch of its

perfect development has been in the direction of

creating an ideal type for each god ; the Zeus of

Pheidias, the Hera of Polycleitus, are not isolated

masterpieces : they sum up the work of several genera-

tions. In later times, even after the creations of

the great masters, although art is not a slave to

formularies, and preserves considerable freedom, it yet

observes a species of canon, which remains unaltered
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for each god. Thus it is possible to learn from art the

general characteristics of the Greek gods, if we look

on the variations introduced by local legends as so many

exceptions. This is what we shall endeavour to do in

the following chapters, taking in order the chief regions

in which the power of the gods was exercised. We
shall group together round the gods of the heavens, of

the sea, of the earth, and of the underworld, the lesser

gods who form, as it were, their court, and belong to

different cycles in art.



BOOK I.

THE GODS OF HEAVEN.

CHAPTER I.

ZEUS (JUPITER).

Overbeck, Griichis h: Kunstiuvlhologic, 1S71, part i., book i., "Zeus."

For the evidence of coins as to the type of Zeus and the

subsequent gods see throughout: "Numismatic Commentary on

Pausanias," by Imhoof Bhimner and P. Gardner, Journal Hell!

Stud., vi., p. 50; vii., p. 59; viii. p. 6.

§ T. Type of Zeus in Art.

Thc worship of Zeus does not seem to have at first

required any statues. High mountain tops were suffi-

cient to evoke the image of the god who sees every-

thing, of " the Hmitless ether which holds the earth in

its moist clasp."
- We need not here dwell upon the

first cultus images, which are mere symbols, such as

the stone of Zeus Kappotas, near Gythium, or that of

Zeus Sthenios, near Hermione. Sometimes the symbol
is a square stele, as on the coins of Ceos. When the

hand of the workman sets itself first to embody the

' See also the chapter on the representation of Zeus in art in

Mvtbologte de la Grece Antique, by M. P. Decharme.
^
Euripides, Fr. : yy/v irlpi^ t^ovB' vypcug fi/ uyKuXati;.
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conception of a god who permeates everything, whose

power is felt in earth, sea, and sk}^, the simphcity of

early art suggests childish ideas, as in the ex-voto of

Zeus Triopas, dedicated in the temple of Athena at

Argos. This was a xoanon, in human shape, with a

third eye wide open in the middle of the forehead. The

stiff and awkward attitude of these xoana of Zeus can

be realized with the help of the Asiatic coins repre-

senting a barbarian god identified with the Hellenic

type. A coin of Mylasa undoubtedly reproduces the

ancient image of Zeus Labrandeus, worshipped by the

Carians, and noted by Strabo,

There are no monuments to enable us to learn how»

in the earliest historical times, art set to work to pro-

duce the type of Zeus proper to sculpture. The first

statue of the god known from ancient texts is that

made by the Laconian Dontas, a pupil of the Cretan

masters. He executed for the Megarians an ex-voto,

which was dedicated at Olympia. Zeus was repre-

sented in a group made of cedar wood, inlaid with gold.

The metal statues of this period show a great want

of technical knowledge. Thus the Zeus Hypatos of

Clearchus of Rhegium, set up in a temple at Sparta,

was made of plates of brass joined together with nails,

and the same process was employed for the colossal

figure of the god in beaten gold, dedicated by the

Cypselidae at Olympia about the thirty-third Olympiad

(b.c. 644). A youthful type of Zeus comes into existence

with Ageladas of Argos, one of whose statues, exe-

cuted for JEgion, represented Zeus as a child. Possibly

the same type appeared in the Zeus Ithomatas, dedi-

cated at Naupactus by the Mcssenians who had been
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driven from Ithome.^ The statue of Zeus Panhellenios,

made by Anaxagoras of -^gina, as well as those by

Kalamis, Myron, and Aristonoos of iEgina, are only

known to us by description. The names of the sculp-

tors prove at any rate that before the days of Pheidias

art had represented Zeus more than once. In the Altis

at Olympia were to be seen a large number of statues

M.C

Fig. 6.—Zeus seated (vase painting).

of the god, of distinctly archaic character ;
Pausanias

mentions more than forty.

The constant repetition of a limited number of types

is characteristic of archaic art, and though the number

'
It is true that a Messenian coin shows a bearded Zeus standing

launching the bolt. But it is not probable that in this we can recog-

nise the Zeus of Ageladas. See Overbeck, Gn'ech. Ktmsitnyth,, \., p. 12.
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of archaic monuments preserved is very small, we may
infer that the type of Zeus in sculpture so far shows no

great variety. Bas-reliefs and vase-paintings of the

older style represent him fully draped and seated (fig. 6).

On the latest of the metopes of Selinus (fifth century

B.C.), the god wears the long himation draped over the

lower part of his body ;
his hair is plaited and curled.

Vase-painters give him much the same characteristics

and attributes
;
his hair is carefully combed and floats

loose or is gathered into a mass at the nape of his

neck
;
his beard is long, his chiton made of fine stuff,

pleated and partly covered by the hima-

tion decorated with embroidery, and the

sceptre sometimes carries an eagle. It

seems probable that the oldest statues of

Zeus show reminiscences of the wooden

statues, draped in rich garments, which

seem to be reproduced by an ex-voto in
(Zeus''poiieus)

bronze, found at Olympia.
Neither bas-reliefs nor vase-paintings, however, show

us the type of Zeus as treated by archaic artists. Re-

course must be had to the testimony of coins, which is

of great value, as it seems probable that coin engravers

frequently drew their inspiration from cultus statues.

With the help of coins three types of an archaic Zeus

can be distinguished. The first is known to us from

the coins of ^Egion, Messene, and Athens, and is that

of the god who wields the thunderbolt. Zeus, naked

and bearded, is represented in the attitude of striding ;

he brandishes the bolt with a threatening gesture. It

was possibly in this way that he was portrayed in an

archaic statue on the Acropolis of Athens, as Zeus
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Polieus, of which Otto Jahn and Overbeck have

recognised a reproduction on the early coins of

Athens (fig. 7). Another and less common type is

preserved in the bronze coins of Athens, which show

Zeus with the same

characteristics, but at

rest and in an attitude

of benevolence
;

it is thus

that he is represented

on an archaistic bas-

relief, which decorates

the stand of a candelabra

in the Vatican (fig. 8).

Lastly, on the early coins

of Rhegium and Arcadia,

Zeus is seated, leaning

on his sceptre, the lower

part of his body covered

by the himation. This is

the rarest type. Faint

as are these indications,

they lead us to infer that

the favourite type of the

sculptors of the archaic

period was that of Zeus
'^•' •"—'"

hurling the bolt. Just
Fig. 8.-Zeus, bas-ielief (Vaticar). ^^ archaic art loved tO

represent Athene Polias, striding forward, and wielding

her lance. The god in this warlike type wears an

aspect of terror; no drapery covers his muscular

form
; standing in an attitude of rapid advance, he

raises his right arm grasping the bolt. Such, at least, is
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the type shown in a curious bronze found at Dodona,
of affected archaism, bearing traces of a very obvious

debt to the primitive types in art/

By the time that Pheidias executed his chryselephan-

tine statue of Zeus for the temple at Olympia, art had

already made attempts to embody in various forms the

conception of the god who ruled Olympus, and the

Athenian sculptor found material ready to his hand.

But the ancient world is unanimous in testifying to

the fact that he gave to the type of the god its most

perfect grandeur and nobility. This is not the place

to recapitulate the admiring testimony given by the

writers of antiquity. A copy, however poor,^ of the

Zeus of Pheidias is more instructive than all the

rhetoric of Dion Chrysostom or the ingenious epigrams
of Philip of Thessalonica. Fortunately, the detailed

account of Pausanias enables us to recognise on some

coins of Elis an unmistakable reproduction on a small

scale of the Zeus of Pheidias. " The god," says the

traveller, "is seated on a throne of gold and ivory; on

his head is a wreath imitating the leaves of the olive.

In his right hand he bears a Nike, also made of gold

and ivory, holding a fillet and wearing a wreath on her

head. In the god's left hand is a sceptre inlaid with

all manner of metals, and the bird perched on the top

of the sceptre is an eagle."
^ A coin of Elis, struck

under Hadrian, now in the collection at Florence

'

Carapanos, Dodone et ses Ritines, pi. xii., No. 4.
- A bronze statuette, now in the Museum of Lyons, cannot be re-

garded as even a remote copy of the Zeus of Olympia. Miiller-

VVieseler, Dciiiktuiiler der alt. Kioist, ii., No. 8.

^
Paus., v., 1 1, 2-8.
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(fig. 9), gives us the general pose of the statue. The

attitude was extremely simple, there is nothing strained

or theatrical in the broad lines and calm majesty of the

pose. The wide folds of the himation, enveloping

almost the whole body, serve to bring out with still

greater force the impression of undisturbed and

supreme power shown by the sculptor in the face of

the god. By a clever device of perspective the thighs

were slightly sloped forwards, so that the eye saw in

their completeness all the lines of the divine form,

shown under the folds of the drapery. We can only

imagine from the description of

Pausanias what must have been

the brilliancy and richness of

the statue, with its mingled

hues of ivory and gold ;
the

himation was embroidered with

flowers. In richness of work-

manship, the throne was nowise
Fig. 9.

—Zeus (coin of Elis). . r i. iU l ^ li.
inferior to the statue. It was

rich with gold and precious stones, ebony and ivory.

The back of it was surmounted by two groups repre-

senting the three Horae and the Charites, standing

high above the head of the god ;
on the two front legs

were sphinxes carrying off children, and lower down

were Artemis and Apollo slaying the children of Niobe.

The supports were adorned with plates decorated with

reliefs, representing the ancient conflict of the gods and

giants, and the fight of Heracles against the Amazons.

The type of the face is known from another coin

of Elis now in the Paris collection (fig. 10), which

shows the head of the Zeus of Olympia crowned with
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the kotinos or wild olive. The beard and hair are

treated simply, but with more freedom than in archaic

art ;
there is none of the straining after effect which

became so noticeable later, under the influence of the

new schools. The calm and gentle expression is

appropriate to the "
pacific and benevolent god who

watches over united Greece. ^
It is easy to see that

the impression produced by the majestic countenance

of Zeus must have been most striking, and that, in the

words of Lucian, the visitor, on entering the Temple,

beheld, not ivory from India and gold from Thrace

curiously fashioned, but " Zeus

himself, brought down by

Pheidias upon the earth,"
^

In creating this ideal type

of Zeus, the Athenian master

offered a model to artists which

must often have been copied.

It served as the inspiration

of statues for temples, and
Fig. 10.—HercTof Zeus (coin

texts as well as coins prove ofEhs).

that copies of the Olympian Zeus were placed in

various celebrated shrines. At Daphne, near Antioch,

one of the Syrian kings of the Seleucid dynasty,

possibly Antiochus IV. Epiphanes, dedicated a Zeus

Nikephoros, copied from the Olympian statue. Hadrian

placed in the temple which he built at Athens in

honour of Zeus Olympics, a chryselephantine statue,

which is reproduced on the imperial coinage of Athens.

The artist had imitated the work of the sculptor ot

the fifth century, but with modifications in the direction

' Dio Chrys., Oral., 74, p. 412.
^
Luc, De Sacrif., 1 1.
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of increasing the theatrical effect. The nudity of the

bust and the violent throwing back of the left arm

which holds the sceptre, are concessions to the taste

of the time.

But notwithstanding these imitations, the type of

Zeus created by Pheidias underwent considera' le

modifications in later times. Freedom from formula

is a characteristic of Greek art, and the magnificent

simplicity of the art of the fifth century B.C. did not

satisfy the fourth and third centuries. It was indeed

the successors of Pheidias, rather than Pheidias

himself, who developed the classical

type preserved to us in the monu-

ments in our museums. Agoracritus,

the younger Polycleitus, Praxiteles,

and Lysippus, not to mention others,

made statues, which in all likelihood

Fig. ii.^Zeus (coin
differed widely from the ideal of

of Athens). Pheidias. The Athenian Leochares

returned to the archaic tradition in his statue of Zeus

Polieus, dedicated on the Acropolis at Athens, and

almost certainly reproduced on an Attic coin (fig. ii).

The colossal Zeus executed by Lysippus for the

Tarentines, is only known to us from descriptions,

and it would be rash to identify his statue with

the head of the god which appears on the obverse

of the gold and bronze coins of Tarentum. But

this powerful head certainly belongs to the classical

type familiar to the artists of the later schools, as

preserved for us by marbles, coins, and engraved

gems.

The characteristic features of the Hellenic Zeus,
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Fig. 12.—Zeus (Otricoli bust).
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as consecrated by long tradition, are as follows/ The

high forehead, divided by a hollow running across it,

is framed in by thick masses of hair, often gathered

up at the top of the head. In some busts the hair is

very much entangled ;
the artist has endeavoured, by

the disorder of the hair, to give a threatening look

to the god. The beard, less unkempt than that of

Poseidon, less flowing than that of Dionysus, falls in

close curls. The eyes, wide open, are shadowed by
a prominent arch of the eyebrow ;

this detail has been

absurdly exaggerated by some coin engravers. As to

the expression of the face, that varies according to the

aspect of the god which the artist wished to represent.

Though attempts at classification in matters such as

this must always be somewhat artificial, we may divide

the busts and heads of Zeus that have been preserved

into three kinds. As type of the first class, we may
take the Otricoli bust (fig. 12), which was for a long

time wrongly looked on as a copy of the Olympian
Zeus. This shows us the god as master of the world,

king of the gods, calm and powerful, the frequent

subject of the sculptor's art. The god hurling the

thunderbolt {TepiTiKepavvo<i) has a more awful aspect.

The representations of this second class are less com-

mon. An example is to be found in a colossal bust

found at Pompeii, and now in the museum at Naples,

where the expression of triumph is strongly brought
out (fig. 13). In a third series of monuments, such

as the bust in the Niobid room at Florence and the

statue known as the Zeus Verospi in the Vatican,

' See the chapter in Overbcck, op. cit.,
" Das Mittlere Kanonische

Zeusideal."
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Fig. 13.
—Zeus (Naples bust).
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we have Zeus under the aspect of the beneficent

god, "father of gods and men," as Homer calls him

(fig. 14).

It is difficult to analyse all the attitudes in which

Zeus is represented by the sculptor without making too

minute a classification. Speaking generally, Zeus is

either seated with one hand resting on his sceptre,

while the other holds the bolt, as in the famous statue

of Zeus Verospi in the Vatican
;
or standing with the

sceptre in his hand, as in the statue found at Tyndaris,

representing Zeus Ourios, identified by the Romans
with their Jupiter Imperator. The details of the

costume vary, but there came to be a sort of artistic

tradition on this point, the development of which may
be traced in vase paintings. Thus, while in vases of

the more severe style Zeus appears clad in the chiton

and himation, the ceramic artists of a later period,

probably following Pheidias, give him only the hima-

tion, leaving the upper part of the body bare. This

tradition was transferred to sculpture, and statues

of Zeus entirely draped are exceptional. On the

other hand, there is a long series of statues repre-

senting him with the himation draped round his

loins and falling to his feet. The torso, partly naked,

shows a vigorous muscular development, telling of

strength indeed, but untouched by exaggeration ;
he

has the force of the prime of life, as is fitting to the

sovereign god. In the Graeco-Roman period, under

the influence of the Greek artists working for Rome,—
Pasiteles, Menelaos, and their disciples,

—the square
Greek himation is replaced by a round mantle which

does not reach the feet. Statues clothed in this way
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represent rather the Roman Jupiter than the Greek

Fig. 14.
—Seated Zeus (Verospi).

Zeus, and recall statues of emperors adorned by artists

with the costume and attitude of Jupiter.
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§ 2. Modifications of the Type of Zeus in Local

AND Foreign Worships.

It has been seen that the commonest attributes of

Zeus are the sceptre, the thunderbolt, and the eagle

by his side
;
sometimes the patera is in his hand, to

indicate the beneficent nature of Zeus as receiver of

offerings. But local worships introduce modifications

in the attributes, and those which most distinctly alter

the type of the god, or belong to the more important

local legends, must be noted.

In certain types of Zeus the modification is such as

to make the god almost unrecognisable. On the coins

of lasos in Caria, for instance, Zeus Areios is fully armed

like a hoplite. At Olympia he was also worshipped under

the name of Areios, and there was in the Heraion an

archaic statue of Zeus fully armed. The youthful type

of Zeus Hellanios on the coins of Syracuse, and the

solar type of Zeus Velchanos (FeXxavo^) on the coins

of Phaestus, can only be explained by traditions peculiar

to Sicily and Crete. Again, in other local worships,

the type of the face is so completely changed as to

make it possible to confuse Zeus with some other god.

Thus the Zeus Trophonios, worshipped at Lebadeia,

borrowed the features of Asklepios, and, like Asklepios,

was in reality a god of the dream oracle of the lower

world, not a sky god at all. A fine bust in the Louvre

shows him with a long silky beard, and an expression

of almost effeminate gentleness. The same type is

characteristic of Zeus Philios, the god of oaths and

friendship, whose type is preserved on the coins of

Pergamos. The statue of Zeus, executed by the
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younger Polycleitus, recalled the Greek Dionysus ;
he

held a cup and a thyrsus with an eagle on its top.

Sometimes the modifications are confined to a mere

change of attributes, to be explained by some pecu-

liarity in the legend or the ritual. The aegis carried

by Zeus Aigiochos on the coins of Bactriana, on several

bas-reliefs, and on some vase paintings, is an allusion

to the poetical story of the childhood of the god
and the goat that suckled him (a/f). The Zeus of

Dodona wears a wreath of oak to remind us of the

prophetic tree of Dodona
;
the coins of Epirus, and

particularly those struck by Pyrrhus, give us a perfect

representation of the Zeus of Dodona, which may be

compared with the bust in the Museum at Berlin, and

with the magnificent Zulian cameo preserved at Venice.

The Zeus Cretagenes, on the coins of Crete, belongs

to a local cult. Lastly, on certain coins of Phila-

delphia, in Lydia, the god is represented seated on a

throne on the top of a lofty mountain. The inscrip-

tion on the coin calls him Zeus Koryphaios; in later

times the Romans identified him with their Jupiter

Capitolinus.

The extraordinary facility of the Greek genius in

multiplying varieties and creating an infinite number

of modifications of the same type, made easy the

assimilation of certain foreign deities with the Greek

gods. In particular, Zeus carried in his train a crowd

of barbarian gods, often identified with himself, owing

to resemblances more or less superficial. The Carian

god worshipped near Mylasa, becomes Zeus Labran-

deus, and so strong is the influence of Greek types,

that on the coins of Mausolus the god, figured as

3
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Zeus, of all his original attributes has kept only the

double axe and the lance. The Egyptian Serapis,

who is confused both with Hades and Zeus, is often

inscribed as Zeus on coins. But the most curious

Fig. 15.
—Zeus-Ammon.

instance of such intermingling of worships and types
is furnished by the monuments of the cycle of Ammon.
In spite of Greek tradition, it is not at all probable

that the worship of Zeus Ammon originated in Egypt.
It seems to be proved that it arose in BcEotia, and was
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brought to Cyrene by the Gephyrian ^gidae. Con-

fused with the worship of the Egyptian god Amoun-

Ra, owing to a similarity in the names, it returned as

a foreign ritual to its native country. The coins of

Cyrene and Barca show the gradual alteration of the

type. On the coins of the fifth century B.C. the god has

all the distinctive features of Zeus, and the ram's horns

on his temples constitute the only point of difference

between him and the ruler of Olympus. In the fourth

century the coin engravers give him features of his

own : he has a long nose, and a tufted beard, growing
under his chin; indeed, the profile has with some truth

been said to resemble that of a ram. The greater

number of marble representations of Ammon date from

the Hellenistic or Graeco-Roman period (fig. 15); that

was the time when the worship of Zeus-Ammon spread

throughout the ancient world, and was at once the

object of adoration to the pious and of amusement to

the sceptical. Readers wnll remember the charming
scene in Lucian's "Assembly of the Gods," when
Momus complains of the invasion of foreign worships.
" And you, Zeus," cries he,

" how can you bear the

ram's horns that they have put on your forehead ?
"

§ 3. Representations in Art of Scenes Connected

WITH THE Story of Zeus.

Few stories are as rich in incident as the legend of

Zeus. The series of adventures which compose the

cycle of his life has supplied art with the subjects for

many compositions. Only such as are connected with

the more important legends, or have been the favourite

subjects in art, will be noted here.
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The episodes of the myth of the birth of Zeus are

well known, Kronos w^as deceived by a stone wrapped
in swaddling clothes which Rhea showed him

;
the

young god entrusted to the nymphs of Dicte, or of

Mount Ida in Crete, was suckled by the goat Amalthea,

and grew up under the protection of the Curetes, armed

warriors who deadened the cries of the baby by clash-

ing their shields. The myth had local variants
;
thus

Pausanius describes bas-reliefs at Tegea and Megalo-

polis, where the nymphs of Crete are replaced by
Arcadian nymphs.^ But it is the Cretan version of

the story which prevails in art. The bas-reliefs of the

Ara Capitolina, in the Museum of the Capitol, show a

series of scenes from the childhood of Zeus. Praxiteles

also drew inspiration from the same subject, and made

a statue of Rhea bringing the stone
;

this work was

to be seen at Platae, near the temple of Hera Teleia.

The coins of Crete afford the best means of studying

the representation in art of scenes from the childhood

of Zeus. They show the young god suckled by the

goat, or carried by the nymph Adrasteia; or, again,

the Curetes clashing their shields, and dancing the

Pyrrhic dance, as on a terra-cotta in the Campana
collection.

The story
'

of the Gigantomachia, which in the

orthodox legend precedes the accession of Zeus,

supplied artists with a subject which lent itself to

a grand scheme of composition that taxed all the

resources of art. The poetical description of Hesiod^

laid down, as it were, the outlines of the scene of the

'
Pausanias, viii., 47, 3, and 31,4.

*
Hesiod, Theogony, 692 and foil.
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stupendous combat waged by the gods in league against

the Titans, sons of Gaia, in which the figure of the

lord of Olympus appears in the centre of the fray.
" Meanwhile the winds raise thick whirls of dust, and

carry them, with lightning and thunder, the weapons of

mighty Zeus, between the two hosts." In every period

of Greek art, the Gigantomachia has furnished the

subject for decorative sculpture in buildings of a religious

character. Many instances might be mentioned, from

the fagade of the treasury of the Megarians at Olympia,

to the bas-reliefs of the altar of Pergamos, now at

Berlin, and the frieze from Aphrodisias in Caria, in

the Louvre. Ceramic art also found in the Giganto-

machia material for compositions full of life and

movement. The series is long, and extends from black

figured paintings where Zeus fights on foot, armed

with the sword and clad like a hoplite, to the fine

amphora in the Louvre, which shows him standing on

his chariot in the heat of action. Among the monu-

ments of sculpture, there are few more worthy of

attention than the magnificent fragment of the Perga-

mene frieze (fig. i6), where Zeus, in a moment of

vigorous action, is on the point of hurling the bolt at

a Titan, who, though defeated, yet threatens.

In the legend of Zeus, the myths connected with his

loves occupy a large place. In the Macedonian and

Alexandrian periods, art constantly takes its inspiration

from a source so full as is this of graceful and volup-

tuous suggestions. The myths of Leda, Europa, and

Antiopa supply subjects for compositions in harmony
with the taste for what is far-fetched and dainty, so

universal in the time of the successors of Alexander.



38 GREEK MYTHOLOGY.

m

o
E
CD

heu
CI

=iS "!

E
o

4=
o
Cli

E
o
c

^r^j=s o

in

3
<D

N

vo

he



ZEUS (JUPITER). 39

The statue of Leda, in the Museum at Florence, shows

that the sculptor liked to seek his subject in legends

of this kind, but the richest field is supplied by en-

graved gems, cameos, and Pompeian wall paintings,

where the chief aim of the artist was to treat love

scenes in the most refined style. The same may be

said of the myth of Ganymede. A bronze group by

an Athenian artist, Leochares, is known at least from

description ;
the small marble group in the Candelabra

Gallery in the Vatican is, perhaps, a free copy of it.

The rape of Ganymede is also one of the favourite

subjects of the Alexandrian school
;

the painters

usually introduce into the scene the regular accom-

paniment of Cupids, as in the painting of the Casa di

Ganimede at Pompeii, where the young Phrygian shep-

herd is represented asleep, clad in a purple chlamys

and wearing a blue cap, while a Cupid in the guise of

a hunter slumbers near him on a rock.^

Seriousness is not the prevailing characteristic of

such scenes as these
;
the Greek habit of mind, in a

period of scepticism, easily turns them to a parody.

A representation of Ganymede weeping, as the eagle

bears him away, is downright farce, and recalls the

famous caricature by Rembrandt in the Museum at

Dresden, Again, comedy takes hold of subjects bor-

rowed from the loves of Zeus, and then vase painters

reproduce the scenes of comedy. Thus, a well-known

vase painting portrays an episode in the loves of Zeus

and Alcmena, as represented on the comic stage. Zeus,

with an absurd countenance, disguised as Amphitryon,

approaches a window where Alcmena appears ;
he

'

Helbig, Watidgeitia'lde, 155.
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passes his head through the rungs of the ladder he is

carrying, while Hermes offers a cup to the young wife.

The licence of the comic stage authorised such paro-

dies as this at a time when scepticism had made

astonishing progress. But representations of this class

are exceptions in the list of artistic representations 1

of the legend of Zeus.



CHAPTER II.

HERA {JUNO).

Overbeck, Griechische Kwistmythologie, part ii.,book ii.,
" Hera" (1873).

"Of'TTW 1iiJ.CKi.Khv (pyov eb^oov, aXX iirl red/xip

drjvatcp -yXvcpavuv d^oos ?jcrda advis.

" Not yet the fair wrought work of Smilis wert thou, Hera,

But, on an antique base untouched by the chisel, a plank."

These two lines of Callimachus ^ sum up the whole

history of the type in art of Hera, as far as regards

the early period. The goddess, like Zeus, the child

of Kronos, and sharing with him the sovereignty of

Olympus, was worshipped in Greece in the very
earliest times. But her images, even though touched by
the hand of man, long remained mere shapeless idols.

At Thespiae, Hera was represented by a tree trunk,

roughly squared ;
at Argos by a pillar ;

at Samos by
a plank coarsely cut. These rude images need not

detain us
;
but they enable us to understand the origin

of the wooden statues {xoand) of the goddess, among
which the most highly reverenced were those of

Tiryns, attributed to the legendary artist Peirasos of

Argos, a statue which was the work of Daedalus,

and the Hera of Samos, executed by the ^Eginetan

Smilis. The terra-cottas found in the oldest Greek

'

Quoted by Eusebius, Prcepar. Evaiig., iii., 8.
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tombs give us an accurate impression of these Daedal

images of Hera. Readers are doubtless acquainted

with the little figures cut out of rectangular pieces,

and ending in a head wearing the polos, or calathos.^

But the coins of Samos enable us to realize with

more certainty the appearance of the xoanon of

Smilis. Dedicated, as it probably was, at the time that

Rhcecus was building the Heraion of Samos, between

the twentieth and the thirtieth Olympiad (b.c. 696 to

B.C. 656), this xoanon long remained the most im-

portant cultus image, and coins

of Samos struck under the

Emperors show the same type

as is shown on the autonomous

coinage. The head of the

statue wears the polos, and

the hands, resting on supports,

each hold a phiale. The cos-

tume, a very complicated one,

consists of the long tunic

{irdro^), the distinctive gar-

ment of Hera
;

over it is a diploidion falling to the

knees, and an ornament made of two bands crossed on

the breast. The bust is wrapped in a piece of stuff

which passes three times round it (fig. 17). We know

from inscriptions that the Hera of Samos possessed a

rich wardrobe. An inscription of the 3'ear 346 b.c,

which gives the list, mentions tunics of different

colours, mantles of fine stuff, headdresses of various

shapes, mitres, veils, hair-nets,^ etc.

' See Introduction, fig. 5.
* Carl Curtius, Jnsc/in/fcn rmd S/uc/t'en surGesc/i. von Sajiws,iS'/y, p. lO.

Fig. 17.
—Hera (coin of Samos).
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The Hera of Samos was, no doubt, worshipped as

goddess of marriage, in commemoration of the local

legend which made Samos the place where Zeus mar-

ried the goddess. The character of divine matronhood

is marked in all the archaic representations of Hera.

Almost invariably her attributes are the cylindrical

headdress called the polos, or the Stephanos, a sort of

lower crown, of the same height all round, encircling

the whole head with a coronet
;
the face is framed by

the folds of the veil, which reminds the spectator of

the regular bride's headdress. This detail of the head-

gear is very distinctly visible in a terra-cotta from

Argos, of archaic style ;
the goddess is seated, and

draws the folds of her veil across her breast. Whether

seated on a throne or standing, Hera is, in early art,

always fully draped. It is so that she is represented

in a statue found at Samos, now in the Louvre, which

Is of great interest to the student of the art-type of

Hera.^ The sculptor, an artist probably of the end of

the sixth century, or the early years of the fifth, has

represented her standing clad in a long tunic of fine

striped stuff; a sort of shawl is crossed over her

breast. A veil, which must have covered the back of

the head, now unfortunately lost, is fastened to the

belt, and clings to the body without a single fold. If

the statue from Samos is compared with a stone head

found at Olympia, an accurate idea may be formed of

the archaic type of Hera. At the beginning of the

' Described by M. P. Girard, Btdkiin de Corr. Hell., l88o, pis.

xiii. and xiv. The inscription cut out on the himation makes the

statue speak: 'K-qpafiv-q^ ixa.vid(ri)K{€)v ri^p-qi HyaXiia. ("Cheramyes
dedicated me to Hera, a votive offering").



44 GREEK MYTHOLOGY,

fifth century, the goddess was still represented with the

severe features, the abundant mass of flowing locks,

which mark the head from Olympia.
But external details, such as the costume or the

attributes, cannot determine a type in plastic art, and

in the best period, art

endeavoured to express in

a more worthy manner the

moral aspect of the goddess
who held the highest rank

in the Greek Olympus.
Masters of the best period,

such as Pheidias, Alca-

menes, and Kolotes, in-

vested the type of Hera

with a singular nobility, if

we may judge from a bas-

relief of the school of

Pheidias. The reader is

no doubt familiar with the

fine fragment of the Parthe-

non frieze, representing a

group of gods, where Hera

wears the Dorian chiton,

which leaves her neck and

arms bare. The dignity

and severe grace of the

attitude show that even at that time art had conceived

an ideal type of great beauty. But it was the Argive

Polycleitus who first embodied this ideal in a masterpiece

of sculpture
—the chryselephantine statue made for the

Heraion at Argos. According to the description of

rt.C.

Fig. i8.—Hera (vase-painting).
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Pausanias/ the goddess, like the Zeus of Olympia, was

seated on a throne. "On her head she wears a Stephanos,

decorated with figures of the Horai and the Charites
;

in one hand she holds a pomegranate, in the other a

sceptre. . . . The cuckoo on the sceptre is accounted

for by the story that when Zeus loved the maiden

Hera he took the form of a cuckoo." What were

the features with which Polycleitus represented the

goddess ? The connection which some archaeologists

have sought to establish between the work of the

Argive master and certain celebrated busts, such as

those in the Museum at Naples and at the Villa

Ludovisi, rests on no proof. All that can be said is

that the influence of the type created by Polycleitus

can be traced in the coins of Argos, where the head of

the goddess wearing the Stephanos is characterised

rather by severity and grandeur than beauty.^ As to

further details of expression we must accept uncer-

tainty. But the general attitude of the statue, at any

rate, is known to us from the imperial coins of Argos.

One of these, in the Imhoof Blumer collection, shows

Hera seated, holding the sceptre and pomegranate, in

an attitude well suited to a colossal statue
;
near it is

seen the statue of Hebe, which was placed in the same

sanctuary, and the peacock of gold and precious stones

dedicated by Hadrian in the Heraion. These existing

coins throw light on the descriptions in ancient texts.

The attitude of the Hera of Polycleitus is undoubtedly
that of the sovereign queen of Olympus ;

she is
" the

' Pausanias ii., 17, 4.
^

It should be noticed that a similar type is to be seen on the coins

of KnosEos and Himera. See Overbeck, loc. cif.,
"
Miinztafel," ii., 22.
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goddess with arms white as ivory, with glorious gaze,

and splendid raiment
;
the royal goddess seated on a

golden throne."^ The very attributes embody the

mythological characteristics of Hera; the sceptre is

the sign of her sovereignty ;
the pomegranate, a

symbol of marriage ;
the Horai and Charites, alluding

to the ripeness of fruits, remind us of the blessed

fruitfulness which the "
holy marriage

" of Zeus and

Hera maintains on the earth. At their espousal,
"
straightway the earth brought forth in plenty a new

growth. The lotus wet with dew, the saffron, the soft

and yielding hyacinth, formed for the pair a thick

couch, where they lay wrapped in a marvellous golden

cloud, from which fell glittering drops of dew." ^

Probably Polycleitus, like Pheidias, drew much of his

inspiration from the Homei-ic poems.

After Polycleitus, the new Athenian school did not

introduce modifications of any importance into the type

of Hera. .Possibly in his statue of Hera Teleia at

Platsese, Praxiteles gave a more gracious and less

stern expression to the goddess. The head which

appears on the coins of Plataese shows a softer style.

Such differences of expression may be realized if we

compare two of the most remarkable of the busts of

Hera, belonging to different periods. One is the

Farnese bust, now in the Museum of Naples. Though
there is difficulty in recognising it as a copy of the

type created by Polycleitus,^ it is at least a fine example

' Max. Tyr., Diss., 14, 6.

-
Iliad, xiv., 152 and foil.

^ See the comments of M. A. Conze, Bcitriige zur Gesch, der

Griech. Plastik, pp. 2 and 6.
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of an echo of fifth century style ;
it may be a copy in

marble of a bronze original, executed before the eighty-
second Olympiad (b.c. 448). The expression of the

goddess is serious, the mouth is stern
; round the eyes

are markings which recall the technique of bronze work.

Fig. 19.—Hera (Ludovisi).

The hair, held by the ampyx, is simply treated, and
forms a massive framework to the narrow brow. In

the magnificent colossal bust of the Villa Ludovisi, on

the other hand, the influence of the new Athenian

school is plainly to be traced (fig. 19). Some archae-

ologists assign this bust to the fourth century, and it is
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certainly not later than the third. It is not easy to

find a more perfect example of the classic type of the

Hera of Greek tradition. The hair waves and curls

under the rich Stephanos which crowns the face, a

pure oval. The eyes are wide open ;^ the lines of the

mouth and chin are very firm but without a touch of

hardness, for the outlines are more rounded than in

the Naples bust. Something of severe graciousness

softens the expression of queenly dignity which fills

the face.

The statues of Hera, executed under the influence

of the schools of the fourth century, represent her with

full and rounded outlines
;
the goddess is in the very

bloom of her beauty. She usually wears the sleeveless

chiton, which falls to her feet, and leaves the neck and

upper part of the shoulders bare. A large himation sur-

rounds the middle of the figure, and covers with its folds

the lower part of the tunic. The marbles that have

come down to us represent her standing, leaning on her

sceptre, with a patera in her hand. She may be Hera

Teleia, goddess of marriage, as shown in the Barberini

statue of the Vatican (fig. 20), the statue of the

Braccio-Nuovo, found at Ostia, and that in the Salone

of the Capitoline Museum. The head of this last

statue is a portrait, and is known variously as

Crispina or Lucilla. The majority of statues in the

Greek style show Hera standing, and with no veil
;

in the best period of art, the veil has ceased to be

invariably the distinctive characteristic of Hera. On

' The reader is familiar with the epithet /SowTrts applied to Hera in

the Homeric poems. It has given rise to long discussions, which are

summed up by Overbeck, loc. cit., p. 86 and foil.
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Fig. 20.—Hera Barberini (Vatican).

the other hand, it reappears in the Graeco-Roman

4
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period. A statue in the Vatican (in the Casino of

Pius IX.), a bronze in the Cabinet des Antiques at

Vienna, represent the goddess wearing the Stephanos,

with the folds of the veil round her head. It is easy
to recognise the Juno Regina of Roman coins, and

of the bas-reliefs of the Imperial epoch ;
there Juno

figures as one of the sacred Trinity worshipped on

the Capitol : Jupiter, Juno, and Minerva.

Whereas local worships introduced considerable

variations in the type of Zeus, the Greek Hera

preserves almost invariably the same characteristics.

The names of Hoplosmia and Eileithyia, given to her

in some rituals, bring with them no great modifica-

tions in her type in art. We must go to Italy to

recognise in the very peculiar attributes of the Roman

Juno a reminiscence of old local religions. Thus,

Juno Lucina, the patron of birth, bears the torch
;

on the coins of the younger Faustina she carries

children in her arms. At Lanuvium, Juno Sospita has

no connection whatever with the Greek Hera. She is

a warrior goddess, and her attributes are the spear,

the shield, and the goat-skin. The darting snake at

her feet reminds us of the legend related by Propertius;^

the reader will remember the charming lines where the

poet tells how the maidens of Lanuvium came in fear

and trembling to offer food to the sacred snake. The

popularity of the worship of Juno in Italy protected

local beliefs against the influence of Greek mythology.
To the Italian peoples, Juno was the feminine goddess

par excellence; we may remind the reader that in

*
Propertius, iv., 8, 1. 3 and foil.
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Roman inscriptions the word Juno is used to designate

the tutelary spirit of a woman
;
and when a Greek city

wishes to do honour to an empress, it bestows on her

the title of " The new Roman Hera." ^

'

Voyage Arch., by Le Bas, No. 1700.



CHAPTER III.

ATHENA {MINERVA).

Gerhard,
" Ueber die Minervenidole Athens/' in the Gesammelte Akad.

Abhandluiigen, i., viii.
;
Otto Jahn, De Antiqttissimis Minerva

Siiuiilaa-is Atttcis, l886
;
A. Conze, Die Athcnas-stattie des Plieidias

int Parthenon, 1865; Bernoulh, Ueber die Minerven Statiten, 1867 ;

Fr. Lenormant,
" La Minerve du Parthenon," Gazette des Beaux-

Arts, i860; Th. Schreiber, Die Athena Parthenos des Pheidias,

Leipzig, 1883; Mythology and Monuments of Athens, chapters on

Parthenon and Erechtheion ; M. Collignon, Pheidias, c. ii.

§ I. Type of Athena in Art.

A LEGENDARY Origin is attributed to all the oldest

statues of the goddess ;
tradition said that they had

fallen from heaven, and they were known by the

name of Palladion. The tale of the Trojan War shows

us what importance a city attached to the possession

of an image of this kind. It was looked on as a

guarantee of safety. Its great age and unknown

origin conferred upon it the prestige of m3'stery. A
large number of towns claimed the ownership of the

famous Trojan Palladion, which was stolen by Ulysses
and Diomede

;
and the inhabitants of Troy itself showed

an old wooden statue of Athena, which they repre-

sented to be the ancient image taken in early times

from their ancestors.^ From certain passages in the

Iliad, it may be inferred that the Palladion of Troy was

'

Strabo, xiii., p. 601.
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seated. But attic vase paintings representing the theft

of the statue all show the goddess standing. The sacred

figure armed with the aegis and wielding the lance, is

in the attitude of advancing. It is thus represented

on a beautiful painted cup signed by Hieron (fig. 2),

Fig. 21,—Palladien, vase-painting by Hieron (St. Petersburg).

which gives the scene of the theft.^ The cup is now

in the Hermitage Museum at St. Petersburg. Some-

times the lower part of the body is closely swathed,

as in a bas-relief in the Louvre. If we may accept

the testimony of the imperial coins of Lacedaemon

'See Otto Jahn, "II ratto del Palladio," Annali deW his/., 1858.
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(fig. 22), the Athena Chalkeoikos executed for the

Spartans byGitiadas, in the sixth century, is descended

from this type. On these coins the goddess is repre-
sented Hke an old idol, with the body swathed in a sort

of sheath made of concentric circles.

Athens, which worshipped Athena Polias as the

special guardian of the city, naturally also had a

Palladion. The Palladion was

worshipped in the south-east part

of Athens, outside the Acropolis.

Several antique bronzes of early

workmanship seem to be reproduc-
tions of it; in particular a bronze

in the Cabinet des Medailles,

found among the foundations of

Fig .22.-Athena (Spartan tj^g Parthenon, and a statuette,
coin).

' '

very roughly cut with the chisel,

also found at Athens.^

But the Palladion is not to be confused with the

xoanon of Athena Polias, which was preserved in the

Erechtheion, and played an important part in the most

sacred ceremonies of the Athenian religion. It was

Athena Polias who originally wore the peplos embroi-

dered by the Athenian maidens, and carried in the

Panathenaic procession ;
it was Athena Polias who

was escorted by the Praxiergides to the harbour of

Phalerum, to be bathed at the festival of Plynteria.

No image was held in greater veneration at Athens. It

was venerated in the Acropolis, even down to the

days of Pausanias, when the Parthenos image had

supplanted it as the main object of worship. Gerhard

' Fr. Lenormant, Arch. Zcilung, 1867, pi. 228, 1-2.
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thinks that the image of Athena Pohas was seated and

wore the polos, and believes that a copy of it is to be

found in the statue signed by Endoios. But Otto Jahn

holds, with greater probability, that the xoanon in the

Erechtheion reproduced the old type of Athena armed,
and in a warlike attitude, as she is shown on Pana-

thenaic amphoras.^ A curious statue, now at Dresden,

may give us some idea of what this clothed xoanon

was like. Without going so far as to see in
it, as Otto

Jahn does, a copy of the Athena Polias, we may grant

that the marble statue is a late reminiscence of a very

archaic original. The folds of the peplos are stiff and

carefully arranged. The embroidery which runs down

the front represents scenes from the Gigantomachia,

which we know was the subject worked by the needle

of the Errephoroi on the peplos of the goddess. More-

over, the constrained attitude shows that the original

was of wood. Thus the general appearance of the

celebrated Athenian statue may be inferred from the

Dresden Athene (fig. 23). The head, wearing the

helmet, probably resembled the head shown on Attic

coins
;

from them we can easily picture the hard

and angular features of the Athena Polias.^ Within

historic times early artists endeavoured to express the

twofold character of the goddess, regarded as the

' Cf. Aristophanes, Birds, 2S6. Geos, yov)] yeyovvia, Trai'OTr.Xias ^cttjk'

^Xovca.
'^ The question of the exact type of the Palladion and the earliest

image of Athene at Athens is a very obscure one. Thus much seems

clear, that at Athens from very early times there was a seated and a

standing type. This last ultimately prevailed. It is most probable

that the Athenians attributed to the Trojan Palladion the most

popular type of their own goddess.
—

J. E. H.



56 GREEK MYTHOLOGY.

patroness of peace and the maiden warrior. Endoios

drew inspiration from the first of these characters,

when he represented the goddess seated, wearing the

polos, and holding a distaff. This statue was at

Erythrae, and the Athena,
also by Endoios, dedicated

by Kallias on the Acropolis,

belonged to the same type.

But the severity of early art

seems to have delighted

chiefly in representing the

warrior goddess of the

Homeric poems, Athena clad

in glorious armour, carrying

the "segis, the terrible weapon,
able to stand against even

Zeus himself." This is the

type drawn by Andokides

on a vase-painting (fig. 24).

Among all the statues of

archaic art there is none

which more forcibly embodies

the warrior aspect than the

figure of the western pedi-

ment of the temple of ^gina.
The goddess stands in the

midst of Trojans and Greeks,

disputing for the body of Achilles
;

she wears the

crested helmet, and carries her shield and heavy spear.

In addition to the long chiton of fine stuff, she also

wears the Dorian peplos, folded double over the breast

and fastened to the right shoulder, from which point

Fig. 23.
—Athena (Dresden).
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Fig. 24.
—Athena, from vase by Andokides (Berlin).
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the folds fall with severe regularity the whole length

of the figure. The aegis is fixed upon the breast, and

extends behind as far as to a point below the knees.

The contour of the face is full, and the expression

almost manly ;
the general impression is one of vigour

and power.
The Attic school of the fifth century first introduced

a softer element into the severe type of the goddess ;

the rigidity of outline was modified, and the faculty

of expressing finer shades of difference was attained.

From this time on the various aspects of the goddess

corresponding to her several names were embodied
;

sometimes she is the Promachos, then the Parthenos,

and again Athena Ergane, the patroness of the arts

of peace. A differentiation of type of this kind can be

seen in the works of Pheidias, if we may judge by the

descriptions that have come down to us. The colossal

Athena of the Acropolis, represented as Promachos,

and in later days called by that name, recalled in her

pose the warrior goddess, who, according to the story,

fought against the Persians at the head of the Greek

army. The Lemnian Athena, dedicated by the people

of Lemnos, was unarmed, and her distinguishing

characteristics were gentleness and maidenly modesty.^

But the ideal of nobility and chastity was reached by
the master in the statue of Athena Parthenos.

The masterpiece of Pheidias was much too popular

not to be constantly reproduced. There were actual

copies of it in some of the Greek cities, as, for instance,

in Antioch. It furnished artists with a model for more

'

Himerius, Orat., 21, 4. M. Hiibner would see a copy of this in a

head now at Madrid {Nxiove Meniorie delt Inst., pi. 3, p. 34).
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or less close imitation, and was a never-failing source

of inspiration to the art of the handicraftsman in coins

and bas-reliefs. But monuments, which exhibit a good
deal of variation in detail, are only illustrative within

certain limits, and we shall here only mention such of

them as furnish the most positive clues for a recon-

struction of the statue.^ Besides the so-called Lenor-

mant statuette, now in the Central Museum at Athens,

the most important of them for the reconstruction of

the whole is the statue found in 1881 at Athens, near

the Varvakeion,^ and now in the Central Museum

(fig. 25), This statuette presents a close analogy to

the description of Pausanias. But though a replica

like this, executed as late as the second century after

Christ, gives us the general outline, we must look else-

where for many of the details,
" In the middle of the

helmet," says Pausanias,
"

is the figure of the sphinx,

and on each side are wrought gryphons."
^ In re-

storing the figure, it seems probable that we must

reject the accessories sometimes found in the repre-

sentations in art on the helmet of Athena
; such, for

instance, as the eight galloping horses shown on the

gem of Aspasios. For details of the head and hair,

a gold medallion in the Hermitage Museum at St.

Petersburg is the best guide.* The breast of the

' We cannot give the history ol these reconstructions. See the

article by M. Fr. Lenormant, La Minci-ve dii Parthenon. See also

Michaelis, Der Parthenon; and Waldstein, Art of Phcidias.

'See Bull, de Corresp. Hell., 1881, p. 54, art. by M. Hauvette-

Bcsnault
;
and Mitth. des Denfsch. AreJt. Inst., 1881, p. 57, art. by

Lange.
^
Pausanias, i., 34, 5-7.

^Mitt. de Inst., 18S3, pi. xv.



Fig. 25.
—Athena, Varvakeion statuette (Central Museum, Athens).
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figure was covered with an aegis ornamented with

scales and edged with snakes
;

in front was a Gor-

goneion, which probably was nearer the type of the

Fig. 26.— Strangford shield (British Museum).

Gorgon in archaic art than the beautiful head of a

dying woman which represented Medusa in later times.

The dress of the goddess consisted of a simple tunic
;

it was the old Greek chiton open at the side, the
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upper part of which makes, as it were, a second

shorter tunic
;
the garment is held at the waist by a

belt, and the folds are massed together on the right

side. For the shield and its ornamental reliefs, and the

carved basis, the leading points are furnished by the

Lenormant statuette, and the rest may be supplied by
the help of the marble fragment of a shield formerly in

the Strangford collection
(fig. 26). The subject repre-

sented is clearly the battle of the Greeks and Amazons,

which, according to Pliny, adorned the convex side

of the shield of Athena.^ The position of the spear

is shown by coins
; it was held in the left hand, which

rested on the shield
;
and at the goddess's feet on the

same side was the snake, which was supposed to

symbolize Erichthonios. With regard to the position

of the Victory held in Athena's right hand, the testi-

mony of the remains that have come down to us is

not uniform
;

on bas-reliefs and coins the Victory is

turned sometimes outwards, sometimes towards the

goddess. But the recently discovered statuette, com-

pared with certain Athenian bronze coins, justifies us

in believing that the Victory stood obliquely, turning

towards the goddess, and seen almost in profile by the

spectator. As to the pillar supporting the right hand,

it is difficult to believe that it existed in the original,

although it appears on a bas-relief over a decree

granting a proxeny.^ It is hardly likely that Pheidias

would have given this unsightly adjunct to his statue,

and it is probable that it was added in some restora-

tion subsequent to the fifth century. The evidence of

•

Pliny, N. H., xxxvi., 5.
^
Schoene, Gr. Relief pi. xii., No. 62,



ATHENA (MINERVA). 63

coins on this point is evenly balanced. The support

sometimes appears, sometimes is absent.

Pheidias brought the type of Athena to its highest

perfection. But it should be noted that after all the

Parthenos is but a peaceful modification of the old

warhke type. The goddess stands erect; but she

has laid aside her shield, and her spear stands idle.

Pheidias was too fine an artist to break wholly with

the tradition of the past. Later artists copied the

Parthenos, though not very closely. Some points,

however, could not be absent in a representation

of a goddess personifying for the Greeks the ultimate

expression of the warlike courage which guarantees

peace and the intellectual activity which makes peace

fruitful. The best antique busts—as, for instance,

the Minerva of the helmet with the rams' heads—
give her clear-cut, severe features, and a thoughtful

expression ;
the hair, divided into two parts and slightly

waving, frames in a wonderfully serene brow; the

mouth is stern, the head somewhat bent. The attitude

and dress partake to a certain extent of the two types

which prevail in the statues of the goddess. Clad in

the himation which envelops with its folds the lower

limbs and half conceals the aegis, she is the Parthenos

of Pheidias. The Minerve au Collier in the Louvre is

one of many statues in which may be recognised a far-

off" copy of the work of the Athenian master.^ The

colossal statue of the Velletri Pallas and the Farnese

Athena (fig. 27) are descended from the same type,

though with modifications. Another series of statues,

' The list of replicas in given by Michaelis, Der Parthenon, p. 279.

See also a new list given by Lange, Art. cit., p. 59 (from a to |).
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Fig. 27.
—Athena, Farnese (Naples),

on the other hand, bear the impress of the warrior
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statue in the warlike pose. The goddess no longer

*'VH*f1 '^

Fig. 28.—Athena (statue from Herculaneum).

wears the himation, but only the chiton
;
she advances

S
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rapidly with her spear upUfted, as in a statue from

Herculaneum, of archaistic workmanship (fig. 28).

§ 2. Representation in Art of Scenes from the

Myth of Athena.

A complete list of the scenes in which Athena has a

place cannot be given in this book, and only such will

be noted as are intimately connected with the myth of

the goddess.

If the testimony of vase paintings may be trusted,

one of the favourite subjects of ancient art was the

birth of Athena, springing fully armed from the head

of Zeus,
" her life as the lightning was flashed

from the light of her father's head." ^ Different

moments in the story have been represented by

vase painters.^ On vases of the old style, the scene

is set forth with much nawefe; Zeus in the pains of

childbirth is helped by the two Eieithyias, in the

presence of the assembled gods. Another moment

chosen is that of the appearance of Athena from out of

the god's head, in the guise of a tiny figure fully armed

(fig. 29) ;
this is the embodiment of the lines of the

Homeric hymn :

" But she sprang of a sudden from out

the immortal head, shaking her pointed lance
; huge

Olympus was shaken to its base under the weight of

the grey-eyed goddess, and all around the earth groaned

terribly." The third scene shows Athena born and

standing before the assembled gods, thus enabling the

' Decharme, Mythol. de la Grece Antique, p. 73.
= See Benndorf, "La Nascita di Minerva," Amtali, 1865; G. Kaibel,

"Minerva Nascens," Aniiali, 1875.
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artist to omit certain details incongruous with a more

fully developed art.

The contest of Athena and Poseidon for Attica was

a national legend to the Athenians, and is occasionally

represented in art, once on a vase, and more often on

coins and engraved gems. It was the subject of the

Fig. 29.
—Birth ol Athena (vase painting)

western pediment of the Parthenon. Among all that has

been preserved there is nothing more akin to the work of

Pheidias than a fine vase adorned with reliefs found at

Kertsch." Athena, clad in a green chiton, brandishes

' De Witte, Monuments Grccs, published by the Association des

Etudes Grecques, 1875,
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her spear ;
Poseidon holds the bridle of the young horse

he has just created
;
and in the branches of the oHvc

tree is Nike, constantly associated with Athena, and

sometimes confused with her.

The chief attributes of the goddess have their

legends, and these in their turn have their cycles of

representation in art. Thus the Gorgoneion on the

aegis
^
is a fact, a trophy of the victory won by Athena

over Medusa, the spoils or cxuvitv of the monster,

according to the Attic story. The Argive version says

that it was given her by Perseus, whose stroke she

guided. The snake encircling the shield is the emblem

of Erichthonios, born of earth, adopted by Athena, and

by her brought up to immortality. In the scenes

representing this story the care of Athena for the new-

born babe invests her with a character almost maternal,

and this is shown even in archaic art. A terra-cotta

plaque, belonging to the first half of the fifth centur}',

represents the goddess receiving the child from Gaia,

the upper part of whom only appears ;
the same subject

is treated in a statue in the Museum of Berlin, where

Athena carries Erichthonios in her aegis, and looks at

him with the greatest affection
;
and also in full detail

on a beautiful cylix in the same museum.

It is impossible here to enumerate all the myths in

which the goddess is concerned
; they are too many.

Warrior as she is, she helps Herakles in his labours, as

on the metopes of Olympia, and takes an active part in

the fight of the gods against the giants. As the personifi-

cation of Invention, the mother of Art, she devises the

' For the "a;gis of Athena,'^ see A. S. Murray, Classical Review,

June 1889, p. 283.
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flute, which subsequently she discards
; Marsyas then

takes it up, and this scene was the subject of a group

by Myron, reproduced on an Athenian coin and bas-

relief. The type of the goddess undergoes modifications

in accordance with the character assigned to her by
various legends. She is often associated with Victory,

and was honoured under the name of Athena Nike in

the temple of the Wingless Victory at Athens, In this

aspect she is sometimes winged, as may be seen on

coins.* As goddess of healing, she is Athena Hygieia.

The reader will recall the story which tells how she

related in a dream to Pericles the way to cure a work-

man who had fallen from the scaffolding while at

work on the Propylaea. In consequence of this cure a

statue on the Acropolis was dedicated by Pericles to

Athena Hygieia,'-^ the basis of which, with its inscrip-

tion, is still to be seen in the Acropolis, close to

one of the columns of the east porch of the Propylaea.

But such varieties in the 13'pe as this, due to the

subtlety of the Greek mind, do not alter the funda-

mental characteristics of the goddess. In the monu-

ments belonging to the pure times of Greek art,

Athena is always a maiden with regular and delicate

features and a thoughtful expression ;
she is the perfect

ideal embodiment of the highest qualities of Athenian

genius.

' Imhcof Bkimer,
" Die FUigelgestalten df r Athena und Nike aiif

Munzev," A'/ni!!sii:a/. Zeitschriff, 187 1.

-

Inscription on the base of a statue, signed Pyrrhus, C. I, A.,

No. 335. See Myliiology and Momiuicnts of Alliens, Division D.,

Sect. 2.



CHAPTER IV.

APOLLO.

A. Feuerbach, Der Vaticanische Apollo, 18S5; Stephani, ApoUon

Boedroniios, i860; Wieseler, Der ApoUon Stroganoff, 1861 ; see

also the article by M, de Ronchaud, "Apollon," in the Dictionnaire

des Antiqitite's Grecques et Romaines, by Daremberg and Saglio.

For the most ancient representations of Apollo see the article by
Vischer in the Nuove Memorie dell' Instituto di Cory. Archeologica,

1865, p. 399. For the question of the Stroganoff bronze and the

aegis: Kieseritzky, Arcli. Lat., 1883, p. 29, and, controverting his

view, Gercke, Ja/irbiic/i, ii., p. 260.

§ I. Type of Apollo in Art

The myth of Apollo furnished for the imagination of

the Greek an endless store of interesting legends

of the most varied description. No attempt will be

made in the present work to give a detailed list of all

the characteristics assigned to the god, and represented

in the different epithets added to his name. It is

enough to remember that he is primarily the sun-god,

god of light and radiance (Phoebus), the divine archer,

whose power is to be dreaded, but whose beneficence

can avert the evils that threaten mortal men (Alexi-

kakos). Again he is the divine healer, who is in-

voked by men as a god of helping (Epikourios). He

is the god of harmony, the leader of the choir of the

Muses, the inspiration of poets, able to give to men

the gift of prophecy. Hardly has he been born beneath
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the palm-tree of Delos which sheltered his mother

Latona, than he cries out,
" Give me a sweet sounding

lyre and a curved bow, and my oracle shall make known
unto men the true wishes of Zeus." ^ He is also the

god of the shepherd (Nomios), and the protector of

seamen (Delphinios).

These manifold aspects of the god can only be

expressed by art after it has attained considerable de-

velopment, and the earliest representations of Apollo

show the naive simplicity characteristic of all primitive

art. Apollo Agyieus, as tutelary deity and protector

of the ways, is represented at first by a plain, conical

pillar. One of his oldest images, that of Amyclse,

represented him in the form of a column to which were

attached feet, a head wearing a helmet, and hands

holding the bow and the spear. At Sparta there was

a most extraordinary figure of the god, with four arms

and four ears
;

it is possibly this statue which has been

reproduced on a bas-relief at Sparta, no longer in

existence, but described by Ross. "The upper right

arm holds a piece of drapery on the shoulder, and the

lower an olive branch against which rests a snake
;

the upper left arm holds a bow, and the left a flat

scallop shell."
-

The first attempt to replace these shapeless images

by works showing a distinct endeavour to find a

plastic type, was in the Dorian countries, where Apollo
was worshipped as the national god. About the

fiftieth Olympiad (576 b.c), Dipoenus and Scyllis made
for Sicyon a statue of Apollo, which was one among

' Homeric Hymn to the Delian Apollo, v., 131.
- See Le Bas Foucart. Ivsc. du Pcloponnese, No. iSo,
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several other gods, in a scene probably representing
the contest with Hera-

kles for the Delphian

tripod, and the sub-

sequent reconciliation.

There seems to be no

doubt of the influence

of these two Cretan

artists on the develop-

ment of the type of

Apollo, and some of the

oldest marble statues

of the god can be, with

some measure of proba-

bility, connected with

their school. These

marble statues form a

fairly long series, and

show the successive

stages passed through

by archaic art in the

first half of the sixth

century. The earliest

statues of Apollo are

those of Thera and

Orchomenus, in the

Museum of Athens, and

those of Actium, now

in the Louvre. The

Apollo of Orchomenus,

in the Central Museum at Athens (fig. 30), may be taken

as a type. It recalls the description by Diodorus of the

Fig. 30.
—Apollo of Orchomenos

(Central Museum, Athens).
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wooden statue of the Pythian Apollo, made in the

eighth century for the Samians by Theodorus and

Telecles
;

the hands hang down on each side of the

body, and the attitude is that of walking ;
the straight-

ness and sharpness of the ridges reminds the spectator

of the technique of wood carving. Such was the type

which prevailed about the sixth century B.C. About

that date disciples of the Cretan masters wandering all

over Greece brought this primitive type to perfection ;

and in spite of the stiffness of the style the Apollo of

Tenea in the Glyptothek at Munich shows the progress

made by the middle of the sixth century. The type

of the figures of Orchomenus and Tenea is quite as

appropriate to the earliest statues of athletes as to

Apollo, and hence some doubt has been thrown on the

name by which they are known. ^ But the fact that

similar figures have been found at Delos and Ptoos,

and that the Actium statues come from a sanctuary of

Apollo, as well as the evidence derived from a Pompeian

painting representing a precisely similar figure behind

an altar, and therefore obviously a cultus statue, make it

nearly certain that the greater number of these marble

figures are representations of Apollo. Apollo, then, as

conceived by the early Dorian artists, has the robust

development of an athlete, and wears his hair long,

and carefully dressed after the ancient Greek fashion.

He is so described in the Homeric h3aTin : "The god
was like unto a man fu.U of sap and vigour in all the

' M. Milchhceffer (Arc/i. Zeititiig, i88i, p. 54), sees in the ApoMo
of Tenea a grave-monument, but this opinion was promulgated before

the discovery of the Ptoos Apollos.
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brilliancy of young manhood
;

and over his broad

shoulders streamed his loosed locks."
^

Archaic art faithfully observes the tradition of the

earliest schools. Thus the statue of Apollo, made for

the temple of Delos by two pupils of the Cretan artists,

Tektaios and Angelion, and represented on a bronze

Athenian coin, was in all respects similar to the type

just described
;

in one hand the god held a bow, in

the other the group of the three Charites.^ But the

most important monument of early art is the statue

made by Kanachos, and dedicated in the temple of

Didymee, near Miletus, towards the end of the sixth

century b.c.
;
at the Persian invasion it was carried off

to Ecbatana, and only restored to the Milesians in the

time of Seleucus Nicator. Several Milesian coins show

the statue as described by PHny, holding the bow, and

carrying a fawn on the palm of the outstretched right

hand. Besides these, there are statuettes which are evi-

dently antique reproductions of the Apollo of Didymae,

—such, for instance, as the Payne-Knight bronze in

London, and the Piombino bronze in the Louvre, which

gives better means of judging the work of the Sicyonian

artist than does any other. The god, as represented

in the Louvre bronze (fig. 30» is naked
;
the muscular

development is entirely visible, and seems to have been

copied from a living model. The hair, short and curled

in front, is gathered at the back into a thick mass held

' Hymn to the Pythian Apollo, v. 271.
-
This, no doubt, is the statue which Pausanias saw still in situ.

in an inventory of the temple, dating about iSo B.C., mention is made

of gold crowns offered to the statue. Homolle,
"
Comptes des Hieropes

du Temple d'Apollon Delien," Bull de Con: Hell., 1882.
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together by a band
;

the eyes were of silver or set

with precious stones. In

these copies of the Apollo of

Kanachos there is no trace

of any desire to give the

god an ideal cast of counten-

ance; the face, like all the

statues of Apollo of the same

period, has the fixed smile

peculiar to archaic art. As

regards expression, there is

no distinction between the

bronze head of Apollo found

at Herculaneum and the

heads of the warriors on

the pediments of ^Egina.

Apollo in early art is to be

recognised by his attitude,

his attributes, and his general

physical development. On

these grounds the name

of Apollo has been given,

probably correctly, to a series

of small votive bronzes now

in different museums.^ One,

for instance, in the Museum

at Berlin bears the inscrip-

tion :

"
Deinagoras dedicated

me to Apollo the Far-darter

There is no doubt that the artists immediately pre-

ceding Pheidias introduced considerable variation into

' See J. de Witte, Rev. Arch., 1873, p. 149 and foil.

,, Fig- 31-
—Bronze Apollo (Louvre).
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the type of Apollo. The Apollo Alexikakos of Kalamis,

and the statues made by Myron for Ephesus and

Agrigentum, are known only from description ;
but the

statue by Pythagoras of Rhegium, which represented

the god casting his arrows at the P3^thian snake, is

possibly reproduced on the coins of Croton. A subject

such as this would require a freedom and ease of

treatment very far removed from the rigidity of archaic

art.

It is about this period that the type of Apollo clad

in the chiton or chlamys begins to appear in early art.

On the bas-reliefs of Thasos now in the Louvre, dating

from the beginning of the fifth century b.c, Apollo

wears the long tunic and the epomis, or mantle fastened

on the shoulders. He appears completely draped in the

long chiton on some ex-votos dedicated by the victors

in the Pythian games, which, though later than the

period now dealt with, yet bear traces of imitation of

an archaic style. Elsewhere, in scenes where the

warrior aspect of the god is predominant, the artist

clothes him in a piece of fine stuff with very narrow

pleats, the ends of which are rounded off fan-wise,

while the whole thing is worn like a scarf. Such is

the costume of Apollo on some bas-reliefs of archaistic

style representing the dispute for the tripod at Delphi,

and also on vase paintings of the more severe style,

when Apollo is engaged in conflict.

Very little is known as to the modifications in the

type of Apollo introduced by the school of Pheidias.

Ancient texts give no hint as to the method in which

the Athenian master conceived his Apollo Parnopios,

dedicated near the Parthenon, in memory of a plague of
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Fig. 32.—Apollo Musagetes (Vatican).

locusts which had wasted Attica, It is for the most part



78 GREEK MYTHOLOGY.

with the rise of the new Attic school of the fourth cen-

tury, and in the work of Scopas and Praxiteles, that new

conceptions come into existence, and give the type of

the god its most complete development. The Apollo
Sminthios of Scopas is known only from the coinage
of Alexandria in the Troad

;
but of the Parian sculptor's

Apollo Citharoedus a clearer idea may be formed. This

statue, originally executed for the people of Rhamnus,
and subsequently taken to Rome, was dedicated by

Augustus on the Palatine after the battle of Actium.

The evidence of coins struck during the Empire shows

that a reproduction of this statue exists in the Apollo

Musagetes of the Vatican (fig. 32). The Parian

sculptor seems to have restored the old type of the

Citharoedus, while giving his Apollo an inspired air

and a pose full of movement. The long Pythian gar-

ment worn by the god floats round him, he advances

at a rapid stride
;
he is the god of musical contests.

But while the statue of Scopas comes back, as regards
the attributes of the god, to more venerable Greek

tradition, the Apollo Sauroktonos of Praxiteles shows

the god in a new aspect. The work of the Athenian

artist may be restored with the help of three copies
that still exist : the bronze of the Villa Albani, and the

two marbles of the Louvre and the Vatican (fig. 33),

are probably faithful copies.^ Here, the god is repre-

sented as a young man, almost a boy, with soft and

delicate outlines
;
a mischievous smile is on his face,

he is on the point of aiming a missile at a lizard

climbing up the trunk of a tree against which he is

' See M. Rayet's account in Monuments de VArt Antique, part 2

"Apollon Sauroctone."
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leaning.

Fig. 33.
—Apollo Sauroktonos (Vatican).

This conception, alluding to some foreign
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myth, or to a Sicilian legend, is unexampled in the

cycle of representations of Apollo ;
but there is no

doubt that it was Praxiteles who helped to make

popular in the type of Apollo the characteristics of

youth and grace which appear in several statues of a

later period.

It would take too long to give a complete list of the

artists subsequent to Scopas and Praxiteles who have

represented Apollo. All that need be said is, that

in the fourth century all the characteristic features of

Apollo are determined, and art has nothing further to

create. The various aspects of the god are sufficiently

differentiated by the art of the sculptor for the classi-

fication of the types under several heads, and within

these classifications may be grouped the numerous

statues in the Museums of the present day.

Apollo, victorious, exulting in the full pride of

success, is represented in a statue which, following the

verdict of Winckelmann, was long regarded as the

masterpiece of classical art, the Belvidere Apollo of the

Vatican. A modern sculptor has restored the right

hand as though it held a bow, and the figure has

usually been regarded as an Apollo armed with the

bow, and fighting against the Python of Tityos. But

that view has been disputed. Bronzes are in existence

which seem to be replicas of the same figure, and in

them the god holds in his right hand an object which

is like the skin of some animal
;
of this type are

the Apollo of the Stroganofif collection, and the bronze

of the Pulzky collection. From these considerations,

then, it seems possible, though not probable, that the

Apollo Belvidere carried in his right hand the aegis
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with the head of Medusa, Some authorities go beyond

this, and beheve that the original statue, of which

the Vatican marble is only a copy, was executed in

memory of the siege of Delphi by the Gauls, when

the god himself appeared in the midst of the combat,

and put his assailants to flight. In this case the

original must be assigned to a date later than the year

279 B.C. Without deciding this question, it may safely

be stated that this much-admired statue is only a

Roman copy of an original, executed certainly after the

time of Lysippus 330 B.C. circ. Whether the figure

represents an Apollo Kallinikos victorious against the

Python, or an Apollo Boedromios defending his temple

against the Gauls, the Vatican statue furnishes a striking

instance of the god in his warrior aspect. The figure

of Apollo is tall and slim
;
a light chlamys floats on

the left shoulder. The face, framed by the thick

curling hair gathered up above the brow, has the

classical features always attributed to the god in art

from the days of the new Attic school onward. It is

this habit of keeping the same cast of features which

enables the student to trace the connection between the

Vatican marble and several monuments belonging to

the Hellenistic period, such, for instance, as the head

of Apollo, formerly belonging to the Pourtales collection,

and now in the British Museum.

The statues of Apollo at rest form a second series.

In this class the characteristic features of the god are

the graceful and unstudied pose, a less muscular frame,

and a marked expression of calm and gentleness. As

type of this series may be taken the Apollino at

Florence, which seems to be a copy of a work of the

6
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fourth century.

Fig, 34.
—Apollo with gri£fin (Louvre)

there is

Here the god is represented leaning

against the trunk of

a tree, his right arm

raised over his head

in a careless attitude;

this right hand held

the bow, or so at

least is Apollo at

rest figured on an

Athenian coin. To

this class must be

added the Lycean

Apollo, as it is called,

of the Louvre, which

recalls Lucian's ac-

count of the statue

set up in the Lyceum
at Athens

;
the atti-

tude, with the arm

above the head, was

supposed to show

that the god was

resting after his con-

flicts and his toils.^

The Apollo with

the Gryphon, now

in the Capitol, marks

the transition to the

type of the Apollo

Citharoedus,of which

the British Museum.a good example in

'

Lucian, Anacharsis, p. 551, ed. Didot
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Here (fig. 34) he is at rest, but has taken his lyre,

and seems to be preparing to lead the choir of the

Muses. As god of music he appears as Scopas has

represented him (see fig. 32), wearing the long ample

robe, or again undraped, as in the Apollo with the

swan of the Capitol. He is the god of sweet strains

and musical contests,
"

first and last sung by the

sweet-voiced bard to the accompaniment of the sound-

ing lyre."^

A considerable number of instances show the god
with some appropriate attribute, such as the patera, in

his hand. It is probable that one of the statues in

the temple of Delphi represented him thus. Pausanias

mentions two statues, one representing Apollo Moira-

getes, the other of gold, which he does not describe
;

but he mentions that it was kept in the innermost part

of the temple, whither few people penetrated. It is

possible, though not certain, that both Apollos appear
on the coinage, and that, as the Moiragetes would pro-

bably bear a lyre, the gold Apollo may be the patera-

carrying type.

§ 2. Myths of Apollo in Art.

The mythological episodes in which Apollo appears
are very numerous

;
but only those can here be referred

to which are most closely connected with his main

legend, and have been favourite subjects of art. The

reader is doubtless familiar with the tale of how, after

his birth beneath the palm-tree of Delos, Apollo leapt

into the midst of the gods of Olympus, and then went

1 Homeric Hymn, xx.
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his way towards the vale of Crissa
;
how he slew with

his arrows the serpent Python, the guardian of the

ancient oracle of Pytho, and established his own worship
at Dejphi, his prophetic seat. The whole legend has

often inspired the Greek artist, and both incidents of

the story have been depicted.^ Many monuments,

statues, medals, and vase paintings represent the first

scene : Latona, carrying in her arms her two children,

Apollo and Artemis, flies in terror before the monster

as he issues forth from out the Delphian cave. At

Delphi itself, on the spot where sacred and poetic

tradition placed the scene, there was a bronze group

representing it.'- The second half of the story is the

death of the Python beneath the arrows of the youthful

god. Pythagoras of Rhegium, as has been said, treated

this subject, and it was also represented on one of the

reliefs on the columns of the temple of Apollonis at

Cyzicus, built by Attains II.

The trials undergone by Apollo after the slaying of

the Python, his flight to Tempe, his purification, his

servitude under Admetus, hold a more important place

in his sacred tradition than in the cycle of his repre-

sentations in art. The same may be said of his yearly

voyage in the northern districts, which belongs to the

Delphian story. At the beginning of the winter,

Apollo leaves Delphi for the far distant country of the

Hyperboreans, where is always light and never any
winter cold

;
this is the Apodemia or departure of

the God. In the spring, he comes back to his holy

places, and that is the Epidemia, or returning. Late

' See Schreibcr, Apollon Pyihoktonos (Leipzig: 1879).
*
Atheucrns, xv., ']0\.
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vase paintings show him riding on a swan, or on a

gryphon, a fabulous creature, the guardian of the trea-

sures hidden in the north.

But though scenes of this kind are of frequent occur-

rence in ceramic art, the contest for the Delphian tripod

is the one of the incidents in the story of Apollo most

commonly chosen for representation in the art of sculptor

and painter.^ The origin of this famous contest was as

follows : Herakles, smitten with disease sent upon him

by the gods after the murder of Iphitos, came to consult

the oracle of Delphi ;
as the Pythian priestess refused

to answer him, he stole the sacred tripod, and refused

to give it up to Apollo, until the two combatants were

separated by the interposition of Zeus. This scene

has always been a favourite subject for the Greek

artist. Before the eightieth Olympiad (456 B.C.) some

archaic artists had represented it in a votive group
set up at Delphi by the Phoenicians. The same sub-

ject is represented in a somewhat long series of bas-

reliefs, such as the base of a tripod now at Dresden,
and a bronze relief found at Dodona (fig. 35). The
archaistic or hieratic character of these reliefs, which

consciously reproduce a sort of sacred type, shows
that they are votive or rehgious in character

;
thus

the sculptured basis of Dresden may have been the

shaft of a votive tripod, dedicated by a victor in the

torch race (a<yoov Xa/ATraSoO^o?).

In his aspect of the terrible god armed with the bow
and arrows, Apollo is represented in a large number of

compositions, such as the struggle with the Aloidae, the

' See Panofka, Ammli, ii., p. 205 ; Wieselei-, Ueber den

Delphischen Dreifiiss ; Welcker, Alte Denkmaler, ii., p. 298.
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slaying of the children of Niobe, and so on. As god
of music, and associated with the Muses or the Nymphs,

Fig- 35-—Apollo, Herakles, and the Tripod (Bronze relief found at

Dodona).

he also plays a part in scenes too numerous to be

mentioned here. But his musical contest with the
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Silen Marsyas, who had challenged comparison between

his flute and the divine lyre, must not be overlooked.

The punishment inflicted on the defeated Satyr, who

was flayed alive under the eyes of Apollo, has been a

frequent subject of artistic representation. A statue in

the Museum of Florence, doubtless the copy of a cele-

brated original, shows Marsyas fastened to the trunk

of a pine tree, his body stretched out, his arms kept in

place by bonds. ^ The legend represents the superiority

assigned in the Delphic contests to the Dorian music,

of which the lyre is the representative instrument.

The victory in the Pythian games won by the Argive

flute-player, Saccadas, reconciled Apollo to the flute, but

as god of music he always remained the god of the

"
golden lyre, giving forth dulcet sounds beneath his

bow."-

' See on the representations of Marsyas, Michselis, Aiiiiali dclV

Ltstituto, 1S58, p. 317.
* Homeric Hymn, v., 185.



CHAPTER V.

ARTEMIS {DIANA).

Miiller-Wieseler, Dcnkniceler der Alten Kunst, 2nd edition, vol. ii.,

p. 211 and following; Brunn, Kinisttnythologie.

§ I. Type in Art of Artemis.

In the Odyssey the Homeric poet draws in bold outhne

a picture of the noble figure of the goddess who is

Apollo's sister: "As when Artemis, proud of her

arrows, walks over the mountains, either upon the

long ridge of Taygetus or on Erymanthus, and delights

in following the wild boar or the swift stag; around her

play the Nymphs, daughters of Zeus the aegis-bearer,

who dwell in the meads, and Latona rejoices at heart."
^

Her aspect of huntress is the dominant characteristic

of the Greek Artemis. A Dorian divinity, like Apollo,

Artemis is the austere maiden, whose power is some-

times deadly, but whose higher energies are often

directed towards the pleasures of the chase. The lunar

crescent, which is sometimes her attribute, suggests

one of her mythological aspects. Although Selene, the

moon goddess, early appears as a deity distinct from

Artemis, yet the sister of Apollo is, in some of her

aspects, a personification of the moon.

The seriousness which prevails throughout the ritual

of Artemis invests the moral aspect of the goddess with

'

Odyssey, vi., I02.
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a noble dignity. Through all the changes in the type
of Artemis in art, the conception of her virginity is

strongly marked. Recent discoveries make it possible

to trace the development of her art-type from its

origin to the fifth century ;
the statues found during M.

Homolle's excavations at Delos form a complete chrono-

logical series.' Mention has already been made of the

curious marble reproduction of a xoanon of Artemis,

which is the oldest of the Delos statues.^ Artemis

is represented in a very primitive fashion
;

her arms

are close to her sides, the hair is spread over the

shoulders and divided into four wisps, and the figure is

tightly draped. The inscription on the statue is neces-

sary to show that this formless image is that of " the

goddess who smites from afar, and loves to let fly her

arrows."

Five other Delos statues belong to a more highly

developed stage of art, and reproduce a type already

partly known by means of some marbles found near the

Acropolis at Athens, and coming from a sanctuary of

Artemis. All these statues embody the same concep-

tion: "Straight, motionless, closely draped in a garment

whose regular folds fall in symmetrical parallel lines,

they are full of the majesty, the charm, and at the same

time the want of technical knowledge to be found in

early art."^ The attitude and costume of Artemis

chosen by the older masters may be deduced from this

' See Th. Homolle, Lcs Fouilks de Delos, in the
Monuiiicnts^

Grecs

published by the Association pour I'Encouragement des Etudes

Grecques, 1878. Cf. Bull, de Con: Hell., 1879, p. 99, and pis. i., ii., iii.,

1880, p. 29.
- See Introduction, p. 7, fig. 3.

*
Homolle, Les Foiiilles de Delos, p. 60.
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series of archaic statues. The goddess stands as in

the statue made by Dontas and Dorykleidas for the

Heraion at Argos.^ The straightness of the body and
the nearness to one another of the legs give an appear-
ance of rigidity to the figure. In the left hand the

goddess holds a fold of her dress, which clings closely
to the right side, showing the form beneath. The
costume consists of a long tunic with wide sleeves, made
of fine pleated stuff". Over this is thrown a himation,
fastened on the right shoulder and passing under the

left arm
;
the upper part is folded back over and over

several times, and crosses the breast slantwise as a

baldrick would do. The hair spreads over the shoulders

in a huge mass, and two waving locks fall upon the

chest.

These details constantly repeated are characteristic

of the type of Artemis in the archaic period, and are

accentuated in statues of a later date, which are no more
than copies of works of older style. The statue in

the Museum of Naples (fig. 36) found at Pompeii, has

recently been shown^ to be a fairly accurate copy of an
archaic cultus statue of Artemis Laphria by Menar-
chinos and Soidas, artists of the early half of the fifth

century b.c. The treatment of the hair and the costume
are fundamentally like that in the Delos marbles; but

the mantle is adorned with a rich border, and the

goddess wears a belt, by which she has carried her

quiver. Moreover, the goddess is represented ad-

vancing rapidly, and no doubt carried in her left hand

'

Pausanias, v., 17, i.

^
Mitt, d. k. Arch, Inst., Roman section, vol, iii., 4, p. 277, Die

Archatsche Artemis Statuette aus Pompeii, Studniczka.
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Fig. 36.—Artemis Laphria (Naples).

the bow, which never appears in the earUer statues.
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It seems likely that these primitive types of Artemis

were adhered to in statues meant for cultus images. It

was common to preserve in temples the reminiscences of

the old idols so dear to the populace. Thus on a coin

of Augustus struck in Sicily there appears an Artemis

clad in the long chiton and wearing the modius
;
in

this M. Charles Lenormant recognises the reproduction

„ -.,. of the statue dedi-

y-'' '~'-v^
cated in the Arte-

mision at Ortygia,

near Syracuse.

Another and an

humbler monument

may be added to

the list of those

which echo the

types of cultus

statues—the frag-

ment of a votive

vase
(fig. 37) found

quite recently on

the Acropolis. The
inside of the cylix

— for to a cylix the fragments belong—is adorned with a figure of Artemis in relief, a

design of delicate and austere beauty. The goddess
wears her quiver on her left shoulder. She carries

her bow in her left hand; a flower is held delicately

in her right. She is closely draped in a long double

chiton. It is very remarkable that the hands, arms,

face, and feet are white, the rest of the design
has been gilt; this in itself suggests that the vase

painting is a copy of some chryselephantine statue.

Fig. 37.
—Artemis, Brauronia (?), Athens

(vase fragment).
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The flower also is a point to be noted, as it suggests

a cultus statue. In the fifth century b.c. the flower

was not the characteristic attribute of Artemis
;

it rests, no doubt, on some ancient half-obsolete

tradition. It is probably no chance invention of the

vase painter ;
he might give a flower into the hand of

any chance mortal maiden, but Artemis was already

attribute-laden, so that he could not without traditional

support add to her burden. Pausanias (Book i., 23, 7)

says that the image in the precinct of Artemis Brau-

ronia in the Acropolis at Athens was by Praxiteles.

Praxiteles the elder worked with Kalamis, and we

may very well have here a votive copy of his

image.
^

As in the case of Apollo, so with Artemis, the new

Attic school of the fourth century modified the ancient

type by introducing more elegance and delicacy.

Scopas Praxiteles and Timotheos softened the severe

character of the older representations of the goddess.

It is not certain that the coinage of Anticyra reproduces

the statue executed for that city by Praxiteles or some

artist of his school;" but it is at least clear that the

figure engraved on the coins of Anticyra bears traces

throughout of the type created by the new school. In

the art of the fourth and all succeeding centuries

Artemis is the lithe huntress in short tunic, armed

with the bow, and wearing the hair gathered up on

the top of her head in a knot. The features closely

resemble those of Apollo, though they are more delicate,

and the outline is rounder. It seems as if the artist

'

Robert, C, Arcliaologischc Mcitchoi, "Artemis Brauronia."
*

Michaelis, Arch. Zeit., 1876, p. 16S.
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had delighted in representing the ideal type of Apollo

in feminine guise.

Of the extant monuments which belong to this class

one of the most famous is the statue in the Louvre,

known as the Diana of Versailles;^ not that it dates

from the best period,
—for there is no doubt that it

belongs to the early years of the imperial epoch,
—

but that it (fig. 38) reproduces a well-known and

popular aspect of the goddess, that of Artemis as

huntress. The goddess, starting in a rapid run and

accompanied by a deer running beside her, is in the act

of drawing an arrow from her quiver ;
the left hand,

which has been restored on the head of the doe, must

have held the bow.^ Instead of the long robe of archaic

art, she wears the short Dorian chiton, folded back into

a diploidion, and caught up on the shoulder. The

himation rolled closely round the waist passes across

the right shoulder, and so forms at once a scarf and a

sash. The feet are protected by sandals. Great though

the change is, a moment's careful comparison shows

beyond a doubt that the type of the Artemis of the

Louvre is essentially the same as that of the Artemis of

Pompeii. The peculiar forward gesture rests on this

ancient archaic tradition. The original of the Artemis

' The statue is known to have been brought to France from

Rome under Francis I. It was restored by Barth. Prieur, placed by

Louis XIV. at Versailles, and brought back to the Louvre in the sixth

year of the Republic.
2 The Kerynean doe was what the restorer thought of, but it seems

clear that this idea was incorrect. (See W^elcker, Akad. Kwist-

nntsetmt zu Bonn, p. 57.) The Diana of Versailles has also been

connected with the Belvidere Apollo ;
but there is no foundation in

fact for this theory.
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Fig 38.—Artemis of Versailles (Louvre^.
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of Pompeii, ifwe may trust coins, plucked with her right

hand an arrow from her quiver. The motive of Artemis

as huntress is one of the commonest in classical art
;

she is represented in different attitudes with character-

istic attributes. Sometimes, as in a small bronze from

Herculaneum, she is letting an arrow fly ;
she wears

the Cretan hunting shoe, laced over the foot, with the

top turned back and left loose, and across her chiton

slantwise she wears a fawn-skin.' Sometimes, again, she

is at rest, reposing after the labours of the chase
;
thus

she is represented in a charming Greek terra-cotta in

the Sabouroff collection.^ The goddess,

leaning on a tree, looks idly at her dog,
who caresses her as he stretches out

his nose to attract her notice. Elsewhere,

again, she is finishing her preparations

misSoteira ^oi" hunting and fastening her chlamys,
(coin of which falls across the hound. This type
byracuse). .

-' '^

is preserved in the fine Gabii statue, now
in the Louvre. Gradually such representations of

Artemis tended to become mere genre hunting pictures.

But though the arrows of Artemis sometimies threaten

mortals, and may smite women with sudden death,

she is also worshipped as a beneficent deity. Artemis

Soteira, or the Saviour, has as attribute the closed

quiver, and occasionally the lyre also
;

both these

objects are represented on a coin of Syracuse (fig. 39),

where the head of Artemis appears and the letters

SflTEIPA. Under this name she is associated with

Apollo in his aspect of the peaceful god, the dispenser

' See the description bj^ Calliirachus, Hymn to Artemis.
*
Kekule, Griech. Thotifigmm aits Tanagra, pi. 17.
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of harmony. In statuary this conception is represented

by the gesture of the goddess, who closes her quiver

and wears the long robe instead of the huntress's

dress. Two statues in the Vatican and at Dresden

respectively, belonging to this class, are specially

remarkable for the gentle expression of the young

goddess.

Allusion has already been made to the pliability of

''

'''^''^'•i'''il!''''ii''''ill''|i"lir'lli|ii'''jllii|||i|l!j||fij

P''.i|il!„

.^.c-^> t-T-rc

Fig. 40.
—Latona, Artemis, and Apollo (bas-relitf).

mind and analytical power displayed by the Greeks in

expressing by some slight modification of detail, such

as the addition of an attribute, all the aspects of the

same divinity. Artemis, as goddess of light, is recog-
nisable by the torches which she holds in either hand.

In this aspect she is not easily distinguished from

Hecate. The Artemis Soteira of Pagse in the Megarid,

7
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who held two torches, in the statue by StrongyHon,
forms a sort of transition between the representations of

Artemis Soteira and those of Artemis Selasphoros. In

this case there can be no doubt that the torches allude

to her lunar character. It is as Selasphoros that Artemis

is represented on the Delphian ex-votos (fig. 40), where

she advances behind Apollo, and holds in her hand

a long torch
;

and if a fanciful passage of Helio-

dorus is to be accepted as authority, the costume and

attributes of the Delphian priestess were the same as

those borne by Artemis on these monuments of the

Pythian worship.
" In her left hand," says the Greek

story-teller,
" the priestess held a gilt bow, and a quiver

hung from her right shoulder. In her other hand she

carried a lighted torch, and in this array the brilliance of

her eyes made the light of the torches grow pale."
^

§ 2. Divinities closely connected with Artemis.

The Greek Artemis has nothing but her name in

common with the foreign divinities which have been

confused with her, and which must be distinguished
from her both as to origin and nature. The Greeks

themselves favoured assimilation of this kind, by

giving to foreign gods the name of the Greek deities

which seemed most nearly to resemble them. Thus the

moon goddesses of foreign religions very easily became

so many Artemises. The Thracians, for instance, wor-

shipped a native divinity lunar in character, Bendis,
and Herodotus translates her name as Artemis.- On the

•

Heliodorus, Ethiopica, iii,, 4.
^
Herodotus, v., 7.
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Other hand, the Thracians, under the Greek influence,

follow the example of the Greeks, and in their turn

bestow on their goddess the characteristics of Artemis.

This fusion explains the presence in Thrace, on the

rocks of Philippi, of carvings representing the type of

the Greek Artemis, No doubt it was the Thracian

Bendis who in early days, thanks to the Orphic poets,

penetrated into Hellas under the name of Hecate.^ She

there became a Greek divinity closely related to Artemis,

and sometimes confused with her. But the dark and

mysterious nature of the ritual of Hecate emphasises
her infernal aspect, and it is in the chapter concerned

with the gods of the lower world that her type in art

will be treated.

Sometimes the assimilation of Greek and foreign

deities had its origin in nothing more than a mere

play of words. This is what took place in the case

of Artemis Brauronia, who was honoured in Athens

at the sanctuary of Brauron, and on the Acropolis.

She was supposed to have come from Tauris
;
accord-

ing to the story a very old image of the goddess,

preserved in the temple of Brauron, had been brought

back from the Taurian land by Orestes and Iphigenia,

The transformation of the mysterious and cruel Taurian

goddess into the Greek Artemis was due to a philo-

logical error. The Brauronian Artemis is simply the

* The worship of Bendis was later introduced into Greece, and

specially into Attica. In the Women of Lemttos, Aristophanes is

known to have protested against the invasion of this foreign deity.

Bendis had at the Peiraeus a sanctuary chiefly visited by the floating

population who took no part in the official cults, and there her festival,

the Bendideia was held. See P. Foucart, Les Associations Religieitses

en Grcce ; and P. Hartwig, Bendis.
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Artemis Tauropolos of Lemnos, worshipped at Amphi-

polis, Samos, and elsewhere, and brought to Brauron

at a very ancient date. The coins of Amphipolis

(fig. 41) explain the meaning of the name of Tauropolos,

or Tmtric, which was due to the attributes of the

goddess, two bulls' horns, forming the lunar crescent.

The epithet was connected with the geographical name

of Tauris, and the Brauronian goddess was assimilated

to the Taurian divinity.

In Asia Minor the same confusion arose in the case

of the great goddess of Ephesus, whose origin is purely

Asiatic. The lunar character common to both the

Ephesian goddess and

Artemis may have helped

the identification. But

the analogy stops there.

Goddess of fertility and

fruitfulness, the Ephesian

Artemis nowise suggests

the Dorian maiden Artemis. Art represents her

wearing the polos (fig. 42), many breasted, with

both hands stretched out and open; her body is

v/rapped in a sort of sheath adorned with bands of

sculpture, where appear heads of different animals,

such as stags, lions, and bulls. The wide-spread

popularity of her religion, which reached as far as

Marseilles, whither it was brought by Greek colonists,

explains the frequency of the type in art. In another

district of Asia Minor, at Perga in PamphyHa, a deity

similar to Artemis is also found, almost identical with

the Ephesian goddess.

But the strangest confusion of all is that between

Fig. 41.
—Artemis Tauropolos

(coin of Amphipolis).
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the Greek Artemis

and a deity originally

Persian,—Anahit, or

Ana'itis, who became

to the Greeks the

Persian Artemis.'

The type of this god-

dess in art is shown

in some very ancient

Greek monuments
;

to her shoulders are

attached scalloped

wings, and she holds

by one hand a pan-

ther, by the other a

lion. This figure,

entirely un-Greek in

type, is a favourite

with the artists of

the Graeco-Oriental

period. It was carved

upon the chest of

Cypselus, and re-

appears upon some

pendants found in

the Rhodian necro-

polis of Camiros, and

on the Frangois vase.

Even Etruscan art

uses it, and it is to be

' See Gerhard's article,

pi. Ixi.— Ixiii.

'lilki v:x .W
iiCl:i
'Hill

^

Fig. 42.
—Artemis (Ephesus;.

'Persische Artemis," Arch. Zeit., 1854,
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seen on some of the black ware ("vacchero nero") of

Chiusi, and more recently on some Italian terra-cottas.

The large number of representations of this type does

not seem to be due to any great diffusion of the worship
of the Persian Artemis

;
on the contrary, the ritual of

Anaitis seems to have been localized in Cappadocia,

Pontus, and Lydia, and not to have passed beyond them.

It was art which caused the spreading abroad of this

type of a foreign goddess, in whom, because she was

goddess of the beasts of the field, the Greeks recognised
their own Artemis. Objects of Eastern workmanship,
such as engraved gems and metal bowls, supplied the

Greek artist with models, which he copied without

knowing what they represented. Pausanias's account

shows that the attributes of Anaitis had no meaning
for the Greeks.^

But notwithstanding all these assimilations, the

character of the Greek Artemis, once fixed, remained

after the fifth century b.c. almost unaltered. The

history of her type shows that classical art never

ceased to do honour to the proud figure of the holy
huntress.

'

Pausanias, v., 19,



CHAPTER VI.

HERMES {MERCURY).

G. Miiller, Haiidbuch, § 379-81; Brunn, Kunsttttythologic ) Gerhard
" Ueber Hermenbilder auf Griechischen Vasen," in the Akad. Ab-

hanciliiiigen, ii.

§ I. Type of Hermes in Art.
t

The earliest form in art of the son of Zeus and Maia

seems to have originated in a false etymology. The

pillars of wood or stone which served as boundaries,

or guide-posts, at cross-roads, bore the name of

Herms, and were looked on as images of the god,

owing to a play on the meaning of the Greek word

herma (epfia) for boundary, and the name of Hermes

{'Epfx7j<i). Very roughly carved at first, the herms

gradually assumed a more regular shape, that of a

rectangular block, ending in one or more heads.

This form of herm was, however, by no means used

exclusively for the son of Maia
;

at Athens, herms

have been found with female heads, and again, on

many vases it is Dionysus who is thus represented.

But in the majority of cases, Gerhard^ is probably

right in recognising Hermes in the bearded head

surmounting the rectangular pillar ;
the beard is long,

and ends in a point ; sometimes the head wears the

petasus, and the caduceus is represented on one of

'

Gerhard,
" Ueber Hermenbilder," loc. cit.
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the sides of the pillar. Images of this kind were

popular at Athens, and the quarter where they were

made, and where were grouped the workshops of the

sculptors in marble, went by the name of the herm-

carvers' district. The herms were set up at the

Fig. 43.
—Herm of Hermes (vase painting).

corners of streets, in the palaestra, or the gymnasium.

They were regular objects of worship ;
vase paintings

show persons standing before a herm, for purposes of

worship, just as the Greek of to-day crosses himself

in passing any shrine, however small, of the Panaghia.

In one vase representation (fig. 43), near the herm
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are small painted pictures hung on the wall
;
these

represent ex-votos, dedicated by the faithful. Under

these circumstances it is easy to picture the con-

sternation in Athens caused by the mutilation of the

herms on the eve of the Sicilian expedition ;
it was

no less than sacrilege. Though this kind of monument

preserves the recollection of one of the earliest attri-

butes of the god, that of dy/jTcop, or guardian of

travellers, they do not all belong to an early period

of art. Herms are of all periods ;
it is in monuments

of another class that the development of the plastic

type of herms must be traced.

Till the middle of the fifth century, Hermes appears

as a full grown man, in the perfection of his vigour.

The muscular development is strongly marked. The

hair, gathered under a fillet, is brought into a mass

at the nape of the neck in the old Greek style, and

two curls fall from the temples loose on the shoulders.

The long, carefully combed beard is cut to a rectan-

gular shape, and explains the epithet acfyijvoirMyoyv, of

the pointed beard, sometimes applied to Hermes. The

god, clad in a chiton and a chlamys, wears on his head

the Kwrj, or cloth pilos, a species of hat with narrow

brim
;

he holds the caduceus, or kerykeion, which

originally consisted of a wand ending in two inter-

twining snakes. In the oldest monuments, he wears

only small wings on his feet. Red figured vase paint-

ings, such as fig. 44, show him with boots with

scalloped edges and wings, like the foot-gear of winged

spirits, such as Nike or Eris; these are the /caXa vreStXa,

"the goodly sandals," of which the Homeric poems
tell :

" Golden sandals which carry him either over
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the liquid wave, or the vast earth, or on the breath

of the wind." ^

Such are the general characteristics shown in the

monuments of archaic art. A statue of Hermes made

,tjj'-'' '<

Fig. 44.
—Hermes, from vase by Hieron (Berlin).

by Onatas of ^gina and Calliteles, and dedicated by

the Phenseans, at Olympia, is known to us only from

description ;
it no doubt represented the type just

'

Iliad., xxiv., 340 and foil.
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spoken of, with an additional feature corresponding to

one of the names of Hermes. The god was repre-

sented fully draped, wearing his cap (tcuvrj),
and carry-

ing a ram under his arm
;
he was Hermes Kriophoros,

or the ram-

carrier. Kala-

mis had treated

the same sub-

ject for the

people of

Tanagra, but

with a modi-

fication often

reproduced in sub-

sequent art
;

a coin

of Tanagra shows

the Hermes of the

Athenian Kalamis

carrying the ram

upon his shoulders,

and holding it by the

feet. This coin has

made it possible to re-

cognise a possible copy of

the work of Kalamis in a

statuette belonging to the

Pembroke collection at ^'Si.45•:-"7";<^^
Kriophoros, bas-

relief (Central Museum, Athens).
Wilton House, and on an

Athenian altar (fig. 45), decorated with bas-reliefs,

now in the Central Museum at Athens. In the

latter case the type of the god shows considerable

delicacy of workmanship. All representations of this

M- C
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class allude to the pastoral character of Hermes,

regarded as the god who guards the flocks. On the

other hand, he is accompanying other divinities as

the leader (Pompaios), on the bas-reliefs in the Louvre

J\A.o.x-CM<j

Fig. 46.
—Hermes and Charis, bas-relief from Thasos (Louvre).

(fig. 46), discovered by M. Miller, in the Isle of Thasos.

Wearing the short chlamys, and on his head the peaked
cloth cap, he escorts the Charites

;
the type of face

is delicate, the figure slender, but the arrangement of
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the hair and the pointed beard show that the style is

still archaic. The Thasos bas-reliefs show the charac-

teristics of Hermes in the art of the first half of the

fifth century.

After the Peloponnesian war, the new Attic school

introduced a great change in the conception of Hermes.

Enamoured of grace and elegance, the sculptors of this

school invested Hermes, as they invested Apollo and the

other gods, with the slender figure of youth, a beardless

face, and short curly hair; delicacy was stamped on

every feature, and agility and vigour on every limb.

The god who presided over the exercises of the

gymnasium became the ideal of the Greek Ephebe.

His statue adorned the Palaestra, and he was the

special object of the worship of young men, " Hermes

is a god," says an Ephebic inscription,
" who has always

been dear to the Ephebi."^ Indeed, the character of

Hermes represents some of the qualities most character-

istic of the Greek race : their inventive genius, their

ready wit, their physical vigour, developed and trained

by the education of the wrestling school.

This new type of the younger Hermes is shown

in a masterpiece of the fourth century, the statue

by Praxiteles, found at Olympia, and representing

Hermes carrying the young Dionysus^ (fig. 47).

The god is naked, according to the tradition which

prevails in Greek art from the fourth century on-

wards
;

he has cast aside the chlamys, which is

carelessly thrown across the tree trunk which serves

as support to the group ;
the eyes are rather deep-set,

' A. Dumont, Ephebie Altiqiie, vol. ii., Inscr. xlix.

* G. Treu, Hermes mit Dionysos Knaben.
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the mouth small, the face wears a smiling expression.

Fig- 47.—Hermes of Praxiteles (Olympia).

The attitude is that so often found in the works of

Praxiteles : the weight of the body rests on one leg,
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helped by the support of the tree trunk, thus giving a

flowing movement to the curves of the outline. In

later times the statues of Hermes of this type became

widely popular, and hardly any other type was repre-

sented
;
a good instance of one of the later works is the

Belvidere Hermes in the Vatican, the pose of which

seems directly suggested by a reminiscence of the

work of Praxiteles.

§ 2. Chief Aspects of Hermes.

Owing to his many aspects, Hermes appears con-

stantly in scenes represented in art, without having any

great modifications introduced either into his attributes

or his plastic type. But the different functions assigned

to him explain the moral conception of the god, and the

enumeration of them will help to a due understanding

of the artistic monuments.

Reference has already been made to his primitive

pastoral character, alluded to by the epithet of Krio-

phoros, which is applied to Hermes carrying the ram.

He was worshipped under this name at Tanagra, and

this fact explains the common occurrence of Boeotian

terra-cottas which represent him carrying a ram under

his arm.^ In a bronze found in Arcadia he appears

in the same attitude
;

it is natural that the shepherd

peoples of Greece should have faithfully preserved the

ritual of Hermes, guardian of flocks. Thus the ram

is a frequent attribute of Hermes, either carried by

' He sometimes carries the strigil, in memor}- of the Eretrian attack

which he repulsed, armed only with the strigil, at the head of the

young men of Tanagra. Conze, Annali, 1858,
" Monum, Tanagrei."
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him, or standing beside him. This type was very

common, and it is probable that to it may be traced

Fig. 48.
—Farnese Hermes (Naples).

one of the commonest subjects of Christian art, that,

namely, of the Good Shepherd.
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A favourite subject of art is Hermes in his aspect of

messenger of the gods. This view is represented in

a large number of extant statues, such, for instance, as

the Farnese Hermes, and the bronze found at Hercu-

laneum (fig. 48), which shows the god seated on a rock

ready to take wing again to accompHsh the bidding of

Zeus. After the fourth century the sculptors began to

emphasise and multiply those attributes which allude

to the rapidity of Hermes' flight ; little wings are

attached to his head-gear, and to the Kerykeion, which

is more elaborately decorated as time goes on. As
herald of the gods, Hermes appears from early days
on vases and bas-reliefs in a large number of scenes.

He is present at the trial of Marsyas, at the fight of

Perseus with the Gorgon ;
he accompanies the Muses,

and leads to Paris the three goddesses who are going
to contend for the prize of beauty. He it is again who

precedes the gods in the divine processions often

represented on vases
;
and in sacrificial scenes it is

the duty of Hermes to lead the victim, as in the bas-

reliefs which decorate the lower part of the Barberini

candelabra.

The function of Hermes as messenger brings him

mto relations with the lower world gods. He is the

Psychopompos (leader of souls), who conducts the souls

of the dead to the dark regions of Hades. Homeric

poetry shows him waving his golden wand, and followed

by a crowd of souls close pressed together, and uttering

weak lamentations.^ The art of the fourth and third

centuries represents this idea with great dignity. On a

fine sepulchral marble urn, found at Athens, Hermes
'

Odyssej', xxiv

8
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leads by the hand a young woman, Myrrhina, lately

dead, who follows him with downcast eyes, while a

group of three persons gaze upon the scene with

holy awe. But Hermes is no longer, as in the Homeric

poems, the pitiless guide of the rustling crowd of souls
;

turning towards his companion, his rapid movement

shows all the grace of the Greek Ephebe. Messenger
of the gods of the lower world, as well as of the gods of

heaven, Hermes sometimes brings back to the light of

day those mortals who have won from Hades permis-

sion to look upon it once again. On one of the sculp-

tured columns found at Ephesus by Mr. Wood,^ the

figure of Hermes appears. It has been thought by
some archaeologists that he is represented here as

Psychopompos, and is about to escort Alcestis on

her return to life from Hades' realm
;
but the inter-

pretation lacks proof Hermes undoubtedly appears

as Psychopompos in the fine bas-relief of Orpheus
and Eurydice in the Villa Albani (fig. 49). In the

Roman period, when the symbolism of the tomb had

come into fashion among the sculptors under the

Antonines, the carvings on sarcophagi often portray

the Leader of souls playing a part in mystic allegories.^

Thus he brings to the body, fashioned by Prometheus,
the soul which is to animate it, in the shape of Psyche.

Again, when the soul enters into the life of the future,

it is Hermes who draws her to Eros, with whom she is

to be for ever united in everlasting love. But such

scenes as these are due to a completely new train of

' Discoveries at Ephesus; see also Curtius, Arch. Zeit., 1873, P^s.

Ixv., Ixvi.

*
Sarcophages du Capitole, du Louvre, du Mtiseo Borbonico.
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thought, and to a conception of the future altogether

unknown in the best period of Greek art. At the

tig. 49.
—Hermes, Orpheus, and Eurydice, bas-relief (Villa Albani).

bottom of all of them, however, lies the fundamental

notion of Hermes as messenger.
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In the mind of the Greek artist, one main function of

Hermes is that of the patron of gymnastic exercises.

He was worshipped at Athens and Eleusis as Ena-

gonios, and presided over the struggles and contests

of the wrestUng school.-^ Some fine statues expressing

this idea have been preserved. A marble found at

Atalanti, the old Opuntus, shows the god in the aspect

of a young man of strongly-marked musctilar develop-

ment and slender build, betra3dng the influence of the

school of Lysippus. The chlamys is thrown back on the

shoulder, and rolled round his arm
;
he seems ready

for the wrestling bout. The Atalanti statue, like the

Belvidere Hermes of the Vatican, is no doubt a copy
from a famous original ;

it is a well-known fact that

there was a constant manufacture of copies, in which

the main lines were taken from a masterpiece, with

the addition, by the copyist, of certain accessories, such,

for instance, as the lyre and palm branch placed

beside Hermes, in another statue in the Vatican.

Sometimes a modification in the position draws at-

tention to the particular aspect which the sculptor

wishes to represent. A statue of Hermes in the Villa

Ludovisi shows the god with outstretched arm in the

gesture familiar to the orator
;
this is Hermes Logios,

the god of eloquence and subtle argumentation, who
charms and persuades.'^

The complex character of Hermes, who combines

in his own person the most diverse qualities of the

'

Corpus Iiiscr. Grac, i., p. 252, col. i.

^ A statue in the Louvre, signed by Cleomenes the Athenian, repre-
sents an orator as Hermes. It is possible that this is a copy of the

famous statue of the god Mksc'c Fmiifais, Pt. iv., pi. 19.
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Greek race, supplies other subjects to art than those

mentioned. As god of gain (/cepSoSo?), as god of

bargains and social transactions (ayopato'i), Hermes
is represented with the caduceus in one hand and

the purse in the other. He appears thus in a statue

lately found at ^gium ;^ but the type was known before

this discovery in certain statues in the Louvre and the

Altemps Palace, and in some bronzes in the British

Museum and the Paris Cabinet of Bronzes. But it is

to be remembered that this type was not developed
till late, and under influences far removed from pure
Greek tradition. The ^Egium statue, like most extant

bronzes, belongs to the Roman period, and shows

the modifications introduced by the practical temper
of the Romans into the conception of the Greek

Hermes. The Roman Mercury, worshipped in Italy

and the provinces of Gaul,^ is especially the god of

business, dear to the merchant, who adorns his shop
with statuettes of Mercury. In Rome a temple and a

fountain near the Porta Capena were dedicated to him.

With a touch of iron}^, Ovid shows the merchants

performing their devotions near the holy fount, and

entreating the god to forgive their cheating,"
"
Hearing

their prayers. Mercury smiled, remembering how he too

had stolen away the oxen of Ortygia." But the god to

whom the Roman poet attributes so kindly an attitude

towards the cheat has only a distant connection with

the Hermes of the Greeks.

*

Korte, Mitf. des. Deittsch, Arch. Inst., 1878, pi. 5. The article gives
a list of statues which may be compared with the jEgium figure, p. 98.

^ A fine bronze found at Lyons is well known. Rraun, Kitiist-

viythologie, pi. 96.
^ Ovid Fasti v., 675.



CHAPTER VII.

ARES {MARS).

O. Miiller, Handbttch der Arch, der Kunst, § 372.

In Homeric tradition, Ares is the god
" of the golden

helm . . . the shield-bearer . . . clad in bronze armour,

strong of hand, and untiring."
^ His voice is terrible,

his stature huge ; when, in the twenty-first Book of the

Iliad, Athena brings him to the ground, his body covers

seven plethra.^ This warrior-type offered no great

variety of treatment to early art. And in the older

vase paintings, such as the Frangois vase. Ares is

represented as a hoplite, fully armed. The inscription

beside him is necessary to distinguish him from the

other heroes of the Trojan cycle. Archaic coins furnish

no indications as to the type of Ares, for the god seems

not to have been honoured by any city as its tutelar

divinity. The ancient type of Ares seems to have

been that of a bearded warrior, robust and vigorous,

and clad in complete armour.

But early symbolism used other and most expressive

means to indicate the formidable functions and attri-

butes of the war god. Ares brings in his train evil

daemons, who intervene in the fray, and excite the

rage of the combatants. Among his followers appears

' Homeric Hymn to Ares, v., 1-3.
*
Iliad, xxi., 407.
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Eris (discord), who figures on the chest of Cypselus,

a hideous (alaxio-rtj) creature, who stands by during

the single combat of Ajax and Hector. A vase-painting

(fig. 50) represents her as a woman of forbidding aspect,

in the form of a Gorgon, furnished with a double pair

of wings, and flying near Adrastus and Tydeus.^ She

Fig. 50.
—Eris (vase-painting).

was probably represented in much the same fashion

in the painting of the Samian Kolophon for the temple

of the Ephesian Artemis, before the eightieth Olympiad

(456 B.C.). Other companions of Ares are Deimos

(Fear), Agon (Contest), and Phobos (Terror). Early art

represents all these as winged figures, moving on in

rapid flight. The hideous head of a figure of this kind

'Gerhard,
" Ueber Fliigelgestalten der alten Kunst," in the .^^'ircA

Abhancihitigcii, pL x., I.
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is shown on the shield of a warrior in a vase from Melos

of very early style.^ These symbols of terror, taking
their origin in a youthful and naive imagination, dis-

appear, or undergo great modification as art advances.

In monuments of a later date, Ares is represented
with no adjuncts but the helm and spear. Often he is

naked
;
at other times he wears only a chlamys fastened

on the shoulder. On an amphora in the Louvre, repre-

senting the Gigantomachia, he is armed with the lance,

and clad in a richly embroidered tunic. The type of

the god is that of a man in the full vigour of life, with

short hair, unkempt beard, and a stern expression of

countenance. But at some date,

probably in the fourth century b.c,

a youthful type of Ares, as of most

of the other gods, was introduced, and

a coin of the Mamertines"
(fig. 51)

offers an instance of it. Scopas
Fig. 51.—Ares seems to have adopted this type

(Mamertine coin). .
, ,

,
i . . r ^i j^ m the colossal statue of the god

which was carried to Rome, and dedicated in a

temple near the Flaminian Circus.'^ It is possible that

a greatly reduced copy of the work of the Parian

sculptor is to be seen in one of the bas-reliefs of

the triumphal arch of Constantine, Above Trajan

and Hadrian, who are sacrificing upon an altar, is

a statue of Ares. The god, naked and beardless, is

seated, and holds in one hand a spear, in the other a

'

Conze, Mclische Thoiigefccsse, pi. iii.

^ Ares is naked and beardless in the bas-reliefs of the altar in the

Louvre, called the altar "des doiize dieux." But a most unfortunate

restoration has bestowed on him a scalloped cuirass.

^Pliny, A^. H., xxxvi., 26.
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victory. The figure has altogether the appearance of a

cultus statue, and it seems very Hkely that it may be a

reproduction of the colossal Ares by Scopas. Among
the few monuments which represent Ares, great import-

ance attaches to the Ares of the Villa Ludovlsi^ (fig. 52).

Here the god, beardless and with short hair, is seated, his

hands crossed upon his sword
;
his shield is at his feet,

and near him plays a Love
;
the pose is one of rest. A

certain similarity between this figure and the Apoxyo-

menos of Lysippus, as regards the proportions, has given

rise to the supposition that this statue belongs to the

Hellenistic period, and was the work of a school in

which the tradition of the manner of the Sic3^onian

sculptor was prevalent. Some archaeologists believe

that the figure was part of a group, in which were

Aphrodite and another Love. The common association

of Ares and Aphrodite is justified by religious tradi-

tion. Their statues often stood side by side in the

same temple, as in the sanctuary on the road from

Argos to Mantinea.^ A certain number of monuments

preserve the memory of this common worship, and vase

paintings more than once represent Ares and Aphrodite

united, either in the assembly of the gods, or in the

scenes of the Gigantomachia. Graeco - Roman art

borrowed from this story one of its most familiar

subjects, shown in the groups of Venus and Mars

preserved in the Louvre and the Villa Borghese. A
series of groups of this kind suggested to M. Ravaisson

the conjecture that the Venus of Melos was joined with

a statue of Mars.

'

Schreiber, Anf. Bildivcrke in der Villa Ludovisi, p. 85.
"^

Pausanias, ii., 25, i,
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To sum up, the type of Ares is one of the least

Fig. 52.—Ares Ludovisi (Villa Ludovisi, Rome).

common subjects of Greek sculpture. To the Greeks
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the war-god was only a secondary character, and was

usually regarded as a Thracian, His hill at Athens,

the Areopagus, came to be regarded as sacred to him

by a false etymology ;
it was really the hill of the

Curses (Arae). He does not become of great import-

ance till the days of Roman mythology. His worship

was widespread among the people of Italic race/ and

Rome found in the warrior god a deity in harmony
with the Roman genius. Thus almost all the extant

statues of Mars are of Roman workmanship. Alca-

menes and Scopas are the only Greek sculptors who

represented Ares.

' See the statue of Mars found at Todi, the ancient Tuder.

O. Rayet, Monutnents de VArt Antique, 2nd edition.



CHAPTER VIII.

APHRODITE AND EROS {VENUS AND CUPID).

Gerhard, "Ueber Venusidole," in the Akarf. Ablm)idlitiigcii ; Layard
Recherches sur k Ciilte de Venus; Bernoulli, Aphrodite, cin Baustein

zur Griechischeyt Kmistmythologie (Leipzig : 1S73).

§ I. Type of Aphrodite in Art.

Underlying the Greiek legends of Aphrodite are un-

mistakable traces of the Oriental origin of certain

aspects of her worship, and these ha\-e been amply
confirmed of late years by the researches of modern

science. In the Theogony of Hesiod, hardly is the

goddess, begotten of Ouranos, born of the sea wave,

when she floats lightly to the shores of Cyprus,
where she is welcomed by the Horai, who adorn her

with necklets and wreaths before leading her to

Olympus.^ This legend, put into plastic form in

monuments representing the arrival of Aphrodite in

Cyprus, is no more than a poetical version of the facts

of the story. It is indeed from Cyprus that some

forms of the worship of the goddess spread into

Greece; though it is not to be supposed that the

Greeks had no goddess of Love till she came to them

from the East, But the Cypriotes themselves serve

only as a medium, and the origin of certain aspects

'

Hesiod, Tlicog., 11. 187—206.
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of the Greek Aphrodite must be sought further back than

Cyprus. This, however, is not the place to discuss

that question, and it must suffice to remind the

reader that for a long time past the Asiatic East had

been familiar with deities whom the Greeks themselves

compared with their own Aphrodite, and of whom the

likeness is preserved in the terra-cottas of Babylon,

Chaldaea, and Susa.^ These images are marked by a

barbarous naturalism, and accentuate the characteristic

features of the goddesses of fertility and fruitfulness.

Laden with jewels and necklets, the Eastern Aphrodite

puts her two hands to her breasts as though to express

the milk from them. That the worship of this goddess

was carried by the Phoenicians into Cyprus is proved

by the presence among the terra-cottas found in the

island of what are almost exact copies of the goddess

worshipped at Susa. One of these, now in the Louvre,

is reproduced in fig. 53.

The individual qualities of the Asiatic deities of

fertility are too undefined to make it possible to

attempt to describe briefly the transition of the type

from the East by Phoenicia and Cyprus. It is certainly

in Cyprus that the prototype of the Greek Aphrodite

must be sought ;
for it was in Cyprus most of all that

contact took place between Greece and the East. The

population of Cyprus worshipped a goddess of Syrian

origin, Astarte-Atargatis, whose worship was brought

from Ascalon to Cyprus by a colony from Ascalon,

under the leadership of Kinyras. Herodotus gives the

name of Aphrodite Ourania, or the Heavenly Aphrodite,

' See the Catalogue dcs Figurines Anliqiicsde Tore Ciiite da Louvre,

by M. L. Hcuzcy, p. 32 and foil.
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to the Syrian goddess who became the Cyprian
Aphrodite. Archaeolop;ists are agreed that this god-
dess may be recogni-^^ed in the numerous small figures
found at Cyprus.^ representing a female figure in long

drapery, hpjiciing
in her right hand an apple or a flower,

and hiding under the

folds of her veil her left

hand held close to her

breast. At other times

she holds both the apple

and the flower, as on the

curious patera found at

Idalia. She was also

figured in the form of a

cone, as on the coinage

of Cyprus, where doves

perch on the roof of a

temple which protects a

conical stone. The dove

was a bird specially

sacred to the Cyprian

goddess.^ According to

the statement of Athe-

nseus, a large number of

doves were reared with-

-Aphrodite, terra-cotta idol in the precinct of the
(, ouvre;.

goddess at Paphos, a

picture recalled in the present day by the flights of

pigeons which may be seen settling on the plane-trees

' See the terra-cottas of Tortosa, of Phoenician origin, where

Aphrodite holds a dove against her breast. De Longperier, Musee

Napoleon III., pi. xxvi., No. 2.

Fig. 53-
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which shade the courts of some of the Turkish

mosques.
It is easy to see that trade may have carried these

images of the goddess all over the eastern portion of

the Mediterranean. Many traders, doubtless, followed

the example of the Greek merchant of Naukratis,

Herostratos, who on returning from a pilgrimage to

Paphos about the fifty-third Olympiad (564 B.C.),

brought home a small statuette of Aphrodite, and

dedicated it in one of her sanctuaries, as a miraculous

image.^ It is a noticeable fact that in Greece the temples

containing the most ancient statues of the goddess

mentioned by classical authorities were all near the

coast or in islands, at Cythera, for instance, Argos, and

Athens
; everywhere where communication by sea made

traffic with the East easy. While Greek art was still

under the domination of foreign influences it borrowed

trom Cyprian art the type of Aphrodite ; and on the

other hand, no sooner was Greek archaic art emancipated

from such influence than it began to re-act upon the

art of Cyprus. Some such theory as this explains the

strong family likeness of the archaic images of Aphro-

dite, whether the terra-cottas come from Cyprus, or

belong to Rhodes or Greece proper.

From this time the development of the type of the

goddess may be studied in Greece, and irrespective of

its Oriental origin. Archaic art long felt the influence

of Cyprus, and the type adopted by Greek sculptors was

the one known through the terra-cottas of Cyprus, but

they invest it with a grace and a severity which are

' See Heuzey, loc. cit, p. 120.
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entirely Hellenic. The goddess, whose mysterious

y^la* . CafLiDKon.

Fig. 54.
—Aphrodite and dove (Lyons).

power presides over natural growth and marriage, is

represented in the most chaste of aspects. Entirely
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draped in the close-fitting chiton and the long robe, she

holds in one hand to her breast a fruit or flower or dove,

while the other gathers up lightly a fold of her dress.

The statue of the Museum of Lyons (fig. 54), though

broken off at the waist, gives some idea of this type.

M. Fr. Lenormant truly remarks that the work is entirely

Greek in character, and is inclined to recognise in it

a specimen of Ionian art of the same period as the

statues of the Branchidoe.^ It is probable that archaic

art never made any considerable departure from this

type. Pausanias describes the statue of Aphrodite

executed by Kanachos for Sicyon in words appropriate

to the Cyprian images.
" The goddess, made of gold

and ivory, wears the polos on her head
;

in one hand

she holds a poppy, and in the other an apple."
^ The

same type appears in a series of small bronzes of

iEginetan style, some of which have served as handles

for mirrors
;
the apple and flower are the regular sacred

attributes. It would seem that the figure known

to Greek archaic art was the Aphrodite Ourania, or

Heavenly Aphrodite, whose power is felt through all

the world of nature, and who, in the fine lines of

Euripides, fills full the earth with love and fruitfulness.

"The majestic heaven big with rain is filled by Aphro-

dite's will with desire to fall upon the earth, and from

their union is begotten and nourished all that gives

life and increase to the race of men." ^

But this power over all living beings soon began,

according to Greek tradition, to assume a more defined

' Gazette Arche'ologique, 1S76, p. 133,
'
Pausanias, ii., 10, 4.

*
Fragment quoted by Athenseus, xiii., 74.
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Fig. 55.
—Aphrodite mirror handles.
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and limited influence. To the Greeks, Aphrodite is

more especially the goddess who reigns in the heart of

man
;
mistress of desire, which she arouses at will, she

possesses in the very highest degree the charm of

beauty. The imagination of the poet clothes her with

every attraction. In the Homeric hymn, she wears

"a veil more dazzling than the radiance of fire,

bracelets, and earrings ;
her neck is laden with golden

necklets, and her fair breast gleams even as the

moon." ^ As late as the fifth century B.C., however, art

still remains faithful to the severe type of the early

artist. Monuments of the best style show the goddess

clad in tlie long robe and the ancient chiton
;
often too

the gesture of the right hand, wrapped in the drapery

and resting on the breast, recalls the pose of the early

images. This is the type represented in some bronze

statuettes of severe style, several of which served as

supports to mirrors
;
an example from the Copenhagen

Museum is reproduced in fig. 55. Again, as in an

instance in the British Museum the goddess is accom-

panied by two winged spirits, Pothos and Himeros.

Unfortunatel}' no authentic marble statues of the

fifth century have been preserved, but a fine bas-relief

of the school of Pheidias points to the probability that

sculpture on the large scale still observed the old

tradition. The relief referred to is the fragment of the

eastern frieze of the Parthenon, where Aphrodite is

represented veiled, and accompanied by Eros. It is

known that Pheidias made three statues of the

goddess, one of them being a chryselephantine statue

of Aphrodite Ourania, for the city of Elis; it is perhaps
' Hoiiioic Hymn to Aphrodite, '\v., 86-90.
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a justifiable inference that the Athenian sculptor repre-

sented her veiled, and the same theory holds good of

the Aphrodite in the Gardens (eV K/jiroc;), the work of

Alcamenes. Again, vase painters of the same period

represent a similar type ;
an illustration is afforded by

the fine cylix by Hieron, in which the goddess appears

attended by love-gods as she advances to the judgment
of Paris (fig. 63).

Perhaps the love-

liest representation

of Aphrodite that

ancient art has left

us is the cylix from

the British Museum

given in fig. 56. The

design is in poly-

chrome on a white

ground, and the

drawing is of extra-

ordinary purity and
Fig. 56.—Aphrodite Ourania, vase-painting J ,. Qr •.

(British Museum). oencacy. wi lib

beauty no mechani-

cal reproduction can give any idea
;
the original must

be studied. The goddess is here in a very special sense

Ourania. She sails serenely through the air upon her

swan, holding in her hand a delicate flower spray.

From an inscription, and from several other vase

paintings, il is certainly known that Aphrodite on the

swan was a special and well-established type of the

aspect Ourania.^ The bird is quite conventionalized,

and, drawn in an impossible attitude, the goddess herself

'

Kalkmann,/«//ri»r/; c/. /.-. if. Iiislihits, l886, i., 4, p. I,
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sits a little constrainedly on her strange steed, but with

a careful dignity that wins the eye to reverence.

In proportion as art became less religious and more

sceptical, it emphasised in the type of the goddess of

love the graceful and sensuous side, and the severe

dignity of Aphrodite Ourania underwent some modi-

fication. Indeed, Aphrodite herself developed, as it

were, a double personality. In the fourth century one

of the favourite topics of Platonic literature is the

contrast between the two Aphrodites, of whom the more

recent evokes ideas of voluptuousness and ordinary

love. The reader will remember the passage in Plato's

Syjnposiimi so often quoted :

" Who doubts that there

are two Aphrodites ? One, the elder, is daughter of

Ouranos, and has no mother
;
her we call Aphrodite

Ourania. The other is younger, and daughter of Zeus

and Dione
;
and we call her Aphrodite Pandemos."

Art drew its inspiration from the subtle distinctions

of philosophy. Beside the goddess of Elis, Ourania,

executed by Pheidias, was placed the statue of Pandemos

riding a goat, the work of Scopas—a contrast, indeed,

to the stately flight of Aphrodite on the swan. The
distinction between Pandemos and Ourania, as the

lower and the higher loves, is due purely to philosophic

speculation, helped out probably by a false etymology.
The question here only so far concerns us as the

distinction influenced art
;
but it may briefly be noted

that inscriptions have recently shown that the cult

of Pandemos, as established by State, -was quite as

reverent and respectable as that of Ourania.^

The modifications introduced by art into the type of

'

Foucart, Bull, de Corr. Hell
, 1S89, i. and ii., p. 157.
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Aphrodite are especiall}' shown in the details of the

dress. The gradual disappearance of drapery can be

traced in the succession of statues in modern museums,
and looks like a sort of revival of the early nude

Aphrodite of the East. The principal types created

from the fifth century onwards will be here enumerated,

but no attempt will be made to arrange them in strict

chronological order. A large number of statues of

different periods represent Aphrodite clad in the

ungirdled chiton made of a fine material, which clings

to the figure, and leaves the right shoulder and breast

bare. Often with one hand she draws back the mantle

that floats out behind her, and in the other holds the

apple, symbol of fertility. This attribute appears most

often in small bronzes and on coins. Among statues

may be mentioned that in the Chiaramonti Museum in

the Vatican, to which the head of the Empress Sabina

has been fitted. This type of Aphrodite approaches

the old type of Ourania, and is especially appropriate

to her as goddess of marriage. At Rome the same

type appears as Venus Genetrix, represented on the

bronze coins of the Empress Sabina, a statue of whom
was executed by the Greek sculptor Arcesilaus, for a

temple in Caesar's forum.

The half-draped statues of Aphrodite, of which the

famous statue of the Louvre, found at Melos (fig. 57),

furnishes a fine example, mark a further modtfication.

This type seems to form a transition from the draped

to the undrapcd type.
"

It is inconceivable," says

M. Bernoulli,
" that Aphrodite can have been repre-

sented completely undrapcd in sculptural art unless

public sentiment had been prepared for the change by
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statues partially

draped."
^ But it is

in truth difficult to

determine when this

type begins to appear.

Possibly it originates

with Scopas. It is

certain that there are

some grounds for as-

signing the Venus from

Melos to the school cf

the Parian sculptor, who
himself made several

statues of the goddess ;

and this view is borne

out by the severe grace

of the style. To judge
from the number of

replicas, this type,
doubtless created by
some master, won great

popularity. It repre-

sents— if, indeed, it is

an Aphrodite at all,

which lacks proof
—the

victorious and resistless

might of Aphrodite
Nikephoros. The atti-

tude of the Capua statue,

in the museum at Naples,

is characteristic
;

the

goddess has one foot

'

4phrcdite, p

i. L.iuonis M
Fig. 57.—Venus of Melos (Louvre).

137'
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placed on a helmet, as if her irresistible power
defied even the might of arms. Again, on imperial

coins, Venus the Victorious gazes at her reflection in

a shield. From this type, by a process easy to account

for, Roman symbolism borrowed the features, the atti-

tude, and attributes of Victory. The fine bronze statue

of Victory at Brescia, found in the ruins of Vespasian's

basilica,reproducesthe type of the Aphrodite Nikephoros.
In the fourth century, a bold step was taken by a

sculptor belonging to the new Attic school, Praxiteles

ventured to remove all her drapery from Aphrodite,
and show her in all the bright beauty of her nakedness.

Pliny
^

relates that he executed two statues of the

goddess
—one draped, the other naked. The inhabit-

ants of Cos, influenced by feelings of religious awe,

preferred the former
;
the people of Cnidus took the

second, and dedicated it in the temple of Aphrodite

Euploia. This is the figure shown on the coins of

Cnidus in the collections at Paris and Berlin. The

goddess has just let fall her last piece of drapery which

she still holds and is in the act of dropping upon a

vase full of perfumes that stands beside her. Ancient

writers are unanimous in celebrating the sensuous

charms of the statue. Lucian gives to his ideal lady
the forehead and the pure line of the eyebrow of the

Cnidian Aphrodite. The poets of the Anthology sing
of her over and over again in their fanciful epigrams :

"
Cytherean Aphrodite, borne on the wave, has gone

to Cnidus to look upon her own likeness. She gazed

upon it from a good point of view, and then uttered

her plaint,
'

Where, then, has Praxiteles beheld me
'

Pliny, N. IL, xxxvi., 20.
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undraped ?
' '

No, Praxiteles has turned no sacri-

legious gaze upon thee
;
but his chisel was able to

represent thee as Ares loved thee.'
" ^

The work of Praxiteles was too completely in har-

mony with the sensuous taste of a sceptical age not

to enjoy an immense popularity. The imitations that

have come down to the present time show how common

the new type soon became in art. During the recent

excavations conducted by the French School of Athens

at Ali-Aga, on the site of Myrina/ a large number of

terra-cotta statuettes have been found which are rough

copies of the Cnidian Aphrodite. Various European

museums possess marble copies more or less faithful
;

such, for instance, as the statue in the Glyptothek of

Munich, and the Vatican statue.^ This last seems most

closely to resemble the style of the original, although

the original is disfigured by drapery deemed necessary

by a prudish pope. A cast of the figure without this

modern addition may be seen at the South Kensington

Museum. Some idea of the features may perhaps be

found in a colossal head in the Capitol Museum, and

in the charming head in Parian marble found in 1823

in the theatre at Aries. The delicate oval of the face,

the graceful and simple arrangement of the hair, hela

back by a band, are suited to the type created by the

famous master of the new Attic school. After his

lime the subject was taken up by artists and treated

'

Epigram by Plato, AnHi. Planud., iv., 160
^ See Reinach and Pettier,

" Fouilles dans la Neciopole de Myuiia,
"'

Bull, de Corrcsp. Hell., 18S2, p. 557 and foil. ; 1S83, p. 81 and foil.

^ Musee Pio Clementino, No. 574. Eor the replicas of the Cnidian

Aphrodite, see Michaelis, Arch. Zcit
, 1876, p. 146; Die Va:ikanischen

Replikcit dcr Knidischcn Aphrodite,
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in an infinite

Pig. 58.
—Venus of the Capitol

(Capitoline Museum).

variety of ways. While Praxiteles

represented the goddess
naked for a moment, as

though by chance, his imi-

tators produce variations of

the theme of nudity, and

seek in it the essential fea-

tures of the new ideal type

of Aphrodite. The Venus

of the Capitol (fig. 58),

which is not earlier than

the third century before

Christ, the Venus de Medici

at Florence, the work of

Cleomenes ofAthens,accord-

ing to an inscription on its

base,^ are the most note-

worthy instances of the long

series of statues in which

the goddess is represented

in an attitude of somewhat

mock modesty. It is strange

that in the days of its decline

art returns to the attitude

of the old Asiatic idols, but

with an entirely different

object. The likeness is en-

tirely superficial between the

Venus of the Capitol and the

coarsely executed figures of

Syria or Babylonia, representing the Eastern Aphrodite.

Michaelis, Arch. Zeit., 1880, p. 13.
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M4::: --

P'g- 59.
— Crouching Venus (Naples).

Grgeco-Roman art took delight in producing varia
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tions of the type of Aphrodite at the bath. Sometimes

the goddess is stooping down, ready for the scented

oil which Eros pours over her
;

this at least seems to

be the function of the goddess's habitual companion
in the Cavaccepi group. The statue in the Museum
of Naples, formerly belonging to the Farnese collection

(fig- 59)> and the fine statue in the Louvre found at

Vienne in Dauphiny, belong to the same class, a class

already existing in the Alexandrine period ;
an artist

of the time of the Diadochi, Daidalos, treated the

subject.^ On other occasions, the goddess is un-

fastening her sandals, or wringing her wet hair, as

in a statue in the Torlonia collection.^ The reader

will remember that this was the way in which Apelles

conceived his Anadyomene, in the famous picture

within the Asklepieion at Cos. There the painter was

alluding to the old m3th of the birth of Aphrodite from

the wave. But this class of statue belongs especially

to the last period of Greek art, when religious feeling

had been succeeded by scepticism, and artists, instead

of developing the ideal type of the goddess, confined

themselves to devising an infinite number of variations

on the theme invented by the genius of Praxiteles.

It is impossible to give in detail the list of the

scenes in which Aphrodite appears, or the groups in

'

Perhaps it was known even earlier. See a gem of the best fourth-

century workmanship, representing Aphrodite stooping. Stephani,

Cotnpte Rendu de la Commission Arch, de St. Petcrsbourg, 1870-

1871, pi. iv., 24.
*
Compare the line of Ovid :

" Nuda Venus madidas exprimit imbre comas."

Ars Amor., iii., 224.
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which she makes one. In sculpture, as has been

said, Eros is her constant companion. There are also

marble groups in which the goddess is joined with

Ares, in accordance with the tradition already noted

as connecting the two divinities. As early as the

chest of Cypselus, Ares armed was represented carry-

ing off Aphrodite ;
and she appears, in conjunction with

the war-god, on the Francois vase in the Florence

Museum, and on a bowl of Sosias of fine severe

style at Berlin. But it was the sculptors of the

Roman period who were specially fond of representing

Venus Victrix with her arms about Mars, as in the

group of the Villa Borghese. Probably the large

number of such groups is due to the peculiar favour

with which the worship of these two gods was

regarded by the Julian imperial family.^ The group
is reproduced on the coins of the imperial period,

and Augustus is known to have consecrated a temple

to Mars the Avenger, in the sculptural decoration of

which a similar subject was no doubt introduced.

The story of the judgment of Paris, and the loves

of Aphrodite and the young Syrian god Adonis,

furnished artists with subjects which they were not

slow to take advantage of. Countless vase paintings

represent Aphrodite, Hera, and Athena led by Hermes

before Paris, clad sometimes as a Greek, sometimes

as a Phrygian, and about to award the prize of beauty.^

The legend of Adonis is chiefly represented on late

monuments, such as Italian vases and Roman sar-

' See Helbig, Untersuchungen tuber die Camp, Wandmalerei, p. 26.

* See particularly the cylix of Hieron, of which a portion is repro-

duced in fig. 63.
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cophagi. The student will not need to be reminded

of the mystic meaning attached to the worship of the

young god beloved of Aphrodite, who died in the

flower of his youth pierced by the tusk of a wild

boar. The festival of the Adonia, a special favourite

with women, was held in many Greek countries, and

Theocritus records with what gorgeous pomp the

ritual was celebrated at Alexandria.^ It is easy to

understand that this myth, Asiatic in origin, furnished

subjects for the decoration of the sarcophagi of the

Roman Empire. It was at that period that the first

beginnings of mysticism brought into fashion a taste

for funereal symbols and allusions to a future life.

But no statue of Adonis is known belonging to the

best period of Greek art.

Vase painters, on the other hand, in the best period,

found in the representation of the companions of

Aphrodite an inexhaustible source of graceful imagin-

ings. Around the goddess herself are grouped

secondary deities, whose names describe the manifold

sensations evoked by the mysterious power of

Aphrodite. On an Attic vase of marvellous delicacy,

adorned with gilding in relief,^ the goddess appears

surrounded by a group of young women holding

ornaments and fruits. These are Paidia, typifying

Mirth
; Peitho, the goddess of Persuasion, Eunomia,

and Eudaimonia,—names somewhat undefined, but

alluding possibly to the peace and happiness brought

into existence by the goddess of love
; Eros, it will be

seen, has a whole cycle of representations in art,

'

Theccritus, Idyll., xv.

' The vase is in the British Museum.
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§ 2. Eros and His Cycle.

Gerhard,
" Uebt-r den Gott Eros," in the Akad. AbhancUimgcn ; A. Furt-

waengler, Eros in der Vasennialerct (Munich : 1875); L. Menard,
" Eros : Etude sur la Symbolique du Desir," Gazette des Beaux-Arts,

1870; H. Rifgaucr, "Eros auf MUnzen,"' in the Zeitschrift fi'ir

Nitmisniatik, 18S0.

The mythological origin of Eros is very obscure.

This is not the place to relate all the legends which

were current in ancient theogonies, as to the genea-

logy of Eros. It matters little to art whether Love be,

as Hesiod^ says, a primordial god contemporary with

Chaos and Gaia, who brings together the parted
elements of the early world

;
whether he be son ot

Gaia and Ouranos, or of Kronos, as in the Orphic
tradition

;
or whether he be the son of Aphrodite,

according to the most widespread story. These con-

tradictory genealogies betray reflection and scientific

research, and have little to do with the popular faith.

Their influence may, however, be traced in some

monuments, where the artist seems to have remembered

the part of primordial deity assigned to Eros. For

instance, in the silver-gilt plaque found at Galaxidi,^

Eros is represented welcoming Aphrodite as she rises

from the waves of the sea at the instant of her birth.

Learned theogonies, however, seem to have had no in-

fluence in determining the type in art of Love. Indeed,
Eros has no clearly defined story of his own which is

capable of plastic representation, and so imposes its

form upon art. Not but what Eros was worshipped

'

Theogony, 116. For the other traditions, see the scholiast on

Apoll. Rhod., iii., 26.
- De Witte, Acad, [user., September, 1S79,



144 GREEK MYTHOLOGY.

in Greece in the earliest times
;

at Thespiae, wliere

he was represented by an uncarved stone, he received

the most solemn honours
;
the feast of the Erotidia

was held to do him reverence, and he was held in

like honour at Sparta. But the divinity worshipped
under the name of Eros was the mysterious impulse

which brings about the union of living beings and

ensures the continuance of

life, rather than the light and

sensuous love-god of later

days.

Such ideas as these were

familiar to the common people;

the echo of them is to be found

in the magnificent language
of the tragic poet Sophocles,

and Aristophanes also alludes

to them in the parabasis of

the Birds. But it was not

from them that art drew its

inspiration. The Eros of art

is not the Cosmogonic Eros

of Hesiod and the Orphics, but the companion of

Aphrodite, the winged god, personifying the power
cf Love over the heart of man. This conception

arises in poetry in early times. Even Hesiod

introduces Aphrodite accompanied by Eros and

Himeros, the latter also typifying desire. In the

sixth century, lyrical poetry invests Eros with an

allegorical character, and bestows on him the bow

and the torch, with which he inflicts cruel wounds.

Sappho laments that Eros, come down from heaven

Fig. 60.—Eros (terra-cotta).
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in chlamys of purple dye, has pierced her heart/ and

in the charming lyrics of Anacreon Eros is described

as " a young child, with wings, bow, and quiver."

Lyrical poetry developed the theme of which art

made use
;
the origin of the type of Eros in art is

^<^^^^/T j'C

Fig. 61.—Eros and Aphrodite in chariot (terra-cotta).

'to be sought only in the freedom of the poet's

imagination.

This being so, it follows that Eros was not a common

subject in archaic art. No really archaic representa-

tions have come down to us, and it is not till the

fifth century that he begins to appear in monuments

'

Fragments, 64, 42, 74, etc.

10
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treated in the severe style. Of this kind are some

engraved plaques of terra-cotta, where the young

god, naked and wearing long, strong wings upon
his shoulders, stands beside Aphrodite on a chariot

drawn by gryphons^ (fig. 61). On another plaque,

now at Munich, he is represented near his mother,

with a lyre in his hand. On a third he appears as a

sort of attribute, poised on his mother's arm. On the

eastern frieze of the Parthenon, Eros, a slender boy,

stands near his mother. Aphrodite, and looks on at

the Panathenaic procession ;
and a similar group is

represented on some Sicilian coins of Eryx, the st3'le

of which brings them to about the fifth century.^

In the artistic tradition of this period, Eros is not

separated from the goddess, of whom he seems to

be in some sort an emanation. He flutters round her,

with his companion, Himeros, in some small bronze

groups serving as supports to mirrors, now in the

British Museum
;

while the statuette of the goddess
forms the handle of the mirror, the two winged figures

support the oval.^ Vase painters, during the period of

fine red-figured vases of severe style, assign similar

functions to Eros. Whether he is flying towards

Aphrodite, carrying to her wreaths and fillets, or helping

her at her toilette, Eros is the faithful servant of the

goddess of Love. He personifies the irresistible charm

which is the most formidable of Aphrodite's powers.

'

Wclcker, Annali ddV Inst., 1830; O. Rayet, Bull, dc Cory. Hell.,

1879, p. 329.
^
Catalogue of the Greek Coins in the Brit. Mus., p. 63, No. 13, and

coins of Eryx in the Imhoof collection.
^ See the design of one of these mirror handles, Maintel d'Arche'ologie

Grecaue, fig. 139.
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According to the vigorous phrase of Archilochus, he is

"desire that makes powerless the h'mbs of man," and

the wings which he has in common with Eris, Phobos,

and all the divinities that s3'mbolise human passions,

make his action swift and sure.

Till the fourth century, Eros is never represented

alone. The new Attic school was the first to give

him a more individual character, and to make of him a

separate personage with a godhead of his own. Pau-

sanias's account is the only record of the group of the

three Loves—Eros, Pothos, and Himeros—executed by

Scopas for the temple of Aphrodite Praxis at Megara;*
but the conception and treatment of Eros by Praxiteles

is better known from a long list of celebrated statues.

The Eros of Thespiae was of Pentelic marble
;
set up

beside the statues of Aphrodite and Phryne, it supplied

lighter poetry with a subject for dainty comparisons,

of which the poets of the Anthology were not slow to

avail themselves.^ The Centocelli torso in the Vatican

is perhaps an echo of the manner of Praxiteles; the

charming bent head, with the curly hair framing the

delicate features, is just what might be expected to

represent the idea of the Athenian artist. The Eros of

Parium was naked and bore no arms
;
he held a dolphin

and a flower, symbols, according to an epigram in the

Anthology, of the power of Love on land and sea. A

very probable copy of this Parium statue exists in a

charming statuette of Eros in the possession of the

Princess of Wales. ^

'

Pausanias, i.. 43, 6.
^

Aittlwl. Pknmd., iv. 205.
^
Gardner, P.,

" A Statuette oi Evos," Journal Hell. Soc, iv., 266,

\v here the whole subject is discussed,
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A third statue of the youthful god was made by

Praxiteles, and is described at great length by Calli-

stratus/ who praises the charm of the smile, the

graceful arrangement of the hair, and the lifelike

appearance of the bronze. The Greek writer gives

a sufficiently accurate description of the attitude of

the statue to make it tempting to recognise a possible

replica in the winged Eros of the museum at Dresden
;

the god has one hand uplifted, while he grasps his bow
in the other. Praxiteles represented Eros with the

undeveloped figure of Adolescence
;
he conceived him,

as Callistratus says, as a young boy
"
in the flower of

life." This plastic type, the happy creation of the great

Athenian sculptor, was very popular with his succes-

sors. Lysippus no doubt adopted the new tradition

in his statue of the Eros of Thespiae. Numerous

marble statues in modern museums represent the god
as a youth. Sometimes he is stretching his bow, as

in several statues, such, for instance, as those in the

Capitol, the Villa Albani, the Vatican (fig. 62), and the

British Museum. Sometimes he is letting fly an arrow,

as in a statue belonging to the Giustiniani collection.

Vase painters, using the licence which belongs to

their art, introduce Eros into many different scenes.

Some are mythological in character, and represent the

young god in conjunction with Aphrodite, according

to the old tradition, either bringing her the alabaster

casket of scent, or fluttering round her. Sometimes

he intervenes in the love affairs of heroes or gods, and

leads Heraklec to Hebe, or helps in the rape of Europa.

The part he plays is a simple one
;
he personifies the

'

Callistratus, Stat, 3; cf. Michselis, A>xli. Zeit., 1879, p. 175.



APHRODITE AND EROS (VENUS AND CUPID). 1 49

Fig. 62.— Eros with bow (Vatican).

passions of the actors in the scene. From these scenes
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it is an easy transition to represent him mingling in

scenes of every-day lite. In the elegant paintings on

vases of the purest style Eros has become a sort of

familiar spirit, sharing in the life of men. The reader

has already seen how wonderfully the Greek genius
succeeds in clothing in defined shape the vaguest and

least defined of feelings ;
so in art Eros is the typified

Fig. 63.
—Aphrodite with Erotcs, cylix b}' Hieron (Berlin).

embodiment of fleeting and passing desire. On a fine

vase in the Museum of Athens, representing a marriage

scene,^ it is Eros who flies between the lovers, playing

on the double flute. Further, to represent the finest

shades of feeling one Eros is not enough, and a whole

tribe of tiny winged folk flit across the background in

'

Calalogite of the Museum of Aihetis, No. 500.
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ceramic art. Not only are the Loves multiplied around

Fig. 64.
— Erotes (Louvre).

Aphrodite, as in the fine cylix of Hieron (fig. Gt,), of

which a fragment is given here, but they are introduced
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into scenes which are not mythological in character.

Thus in the women's apartment there appear winged

figures carrying to the young women ornaments,

flowers, and jewels ;
elsewhere they play on the flute

or the cymbals. In fact, they are so many little familiar

spirits, personifying the vague instincts of coquetry or

the sweet leisure of domestic life. At the same time, art

delights in giving them the form of children. Among
the Tanagra terra-cottas in the Louvre are a series of

little Loves ^

(fig. 64), of the most delicate and fanciful

workmanship ;
some are dancing ; others, wrapped in

short mantles, seem to be playing at being sulky ;

another bites the end of his finger with the malicious

glance which Moschus attributes to Eros in his charming

poem on Fugitive Love. These Loves are the brothers

of the little genii whom Alexandrine art introduces into

scenes of gallantry, and who appear in the Pompeian

paintings^ surrounding the wounded Adonis, or bearing

love messages to the heroines of mythology. They

belong to the same family as the winged children

whom the Vendor of Loves keeps shut in a cage, or as

those who, busy with the occupations of daily life, are

to be seen eagerly mixing the dough or crushing the

grape, in those purely decorative scenes of which the

painters of the villas of Campania are so lavish. It is

not eaj-y to give a name to these genii ;
it would be

wholly misleading to attribute to them any mythological

meaning. If we would avoid falling into the error of

' Published by M. O. Rayet, in the Monnnients de VArt Antique

2nd edition.
- For the Erotes of Pompeian paintings, see Myths of the Odyssey,

J. E. Harrison, p, 41, pi. xv., xvi.
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false symbolism, we must be content to leave the

character of these little, laughing, gay folk altogether

undetermined, and not ask fancy the explanation of

her lightest whims, whose whole charm vanishes with

dissection.

The reader will not need to be reminded of the

influence of literature upon the representation in art of

Eros and the cycle connected with Eros. Love is the

hero of a large number of Alexandrine epigrams;* the

erotic poets, like Meleager,

Posidippus, and Maikios, dilate

on the theme of the soul ex-

posed to the onslaught of

passion, and abandoned to

combats from which it issues

forth now vanquished, now

victorious. Artists, for their

part, find in the same subject

suggestions for graceful com-

positions which make up a

whole illustrated manual of the

psychology of Love. Gem

engravers show an infinite fertility of invention in little

scenes composing a series of small dramas, where the

principal parts are played by Love and the Soul.

Sometimes they represent Eros tormenting Psyche, the

soul (fig. 65), in the guise of a little girl with the wings

of a butterfly. Elsewhere Psyche is victorious, and

lays chains on Eros
; or, as in the Alexandrine cameo,

ascribed to Tryplion, Eros and Psyche are united in

marriage. The union of Eros and Psyche, after trials

' See A. Couat, La Poesie Alexandrine, p. 174 and foil.

Fig. 65.
—Eros torturing

Psyche (gem).
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and suffering?, is ako represented in sculpture ; among

other monuments is the famous group of the Capitol,

vshere the lovers hold one another in close embrace.

When scenes of this sort have been popularised by art,

they are ersily used to represent in plastic form the

Platonic myth of the fallen soul, who passes through a

series of trials as a means of purification, and is at last

re-united for ever with Love Everlasting. This is the

origin, at least in its later aspects, of the myth of

Fig. 66.—Eros (teria-cotta).

Psyche, which was widely popular during the days of

the Roman Empire, as is proved by the charming story

of Apuleius. The group of the two lovers, carved on

Roman sarcophagi, alludes to ideas respecting a second

birth, a future life, and eternal happiness.^

It is another form of mystic symbolism which assigns

a share in funeral rites to Eros. Greek art, in its

decline, had represented an Eros of the tomb, holding

' See M. Max Colligncn, Essai stir k Mythc dc Psyche. 1877,
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thegoddesswho guards

the hearth. The atti-

tude which suits her

is that of repose, for,

as Plato says,
" Hestia

alone stays at rest in

the house of the gods."

The artist sometimes

expresses this by

giving the goddess the

form of a herm. A
marble in the Casino

Rospigliosi at Rome
shows her enclosed as

far as to the breast in

a rectangular sheath,

with her head veiled.

The images of Hestia

that were in the

Prytaneum at Athens,

at Olympia, and at

Paros, are known only

by description ;
but

the Torlonia Museum,
at Rome, has a statue "

(fig. 70) which shows

the fashion in which

art at the best period

conceived the type of

the daughter ofKronos.
'

The goddess is stand- ^^S- 70-—Hestia (Torlonia Museum).

'

Flato, PhoEdtus, 247 a,
*
Formerly in the Giustiniani gallery.

-^ -Z. /Ban 'i do
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ing, clad in the double Dorian chiton, which falls in stiff

folds to her feet
;
a veil covers her head and shoulders.

In her left hand was a sceptre, in sign of the rank she

held among the Olympians as elder sister of Zeus and

Hera. The expression of the face is calm, with a

touch of severity suited to the virgin goddess who

guards the hearth. Important inferences can be drawn
from this statue

;
and its probable date, that of the

fifth century b.c, increases their value. The statue

has, with some probability, been thought to be a work

entirely Greek in character, belonging to a Pelo-

ponnesian school, perhaps to that of Argos or Sicyon.
If this is so, the evidence of this monument would
show how the same Greek school which determined the

type of Hera represented also the most revered of the

maiden goddesses of Olympus.



CHAPTER X.

THE SECONDARY GODS.

§ I. Iris, Hebe, the Horai, and the Charites.

J. Krause, Die Miiscii, Grazien, Horeii, mid Nymph. n, 1871 ; Kekule,
Hebe: eine Archceologische Abhandlitng, 1867; C. Robert, De
Gratiis Atiicis, Comment, in hon., Th. Mommsen.

Beside the gods of Olympus are the secondary divinities

who make up their train. Some of these, as messen-

gers, carry their orders in swift flight, or, careful to wait

upon them, prepare the feasts of the Immortals gathered

around Zeus
;
others charm the leisure moments of the

lives of the gods with dance and song. Their artistic

representation is produced by the same imagination

which created the figure of Eros
;

the Greek genius

loves to give a form to these creatures of the fancy,

and to invest them with every feminine grace.

This is not the place to trace out in detail the history

of the development of secondary figures, such as Iris

or Hebe
; they follow the general lines of the advance

of art already indicated. Vase-paintings in particular,

where these deities are constantly introduced into scenes

representing the gods assembled in Olympus, show the

perpetually increasing subtlety of feeling with which

they are treated. Symbolism is only used with discrimi-

nation, so as to distinguish them by delicate gradations.

In art. Iris, the messenger of the gods, and sometimes

personification of the rainbow, is a young girl with
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wings, clad in the Greek chiton, and bearing the cadu-

ceus, like Hermes. An example may be seen in a

vase-painting, where she tells Achilles of the death

of Patroclus. The most beautiful representation we

have of Iris is undoubtedly the figure of her as she

stands by the side of

Hera, on the east end of

the Parthenon frieze, the

head of which has been

recently discovered ^
in

the excavations in the

Acropolis, She stands

there simply as attendant,

not messenger, and with

her left hand gracefully

collects her flowing hair

into a knot behind her

head. Hebe appears more

frequently. Like Iris she,

too, is a young girl, but

she is distinguished from

Iris by the absence of

wings, and by the oenochoe

which she holds in her

hand (fig. 71). It is Hebe

who discharges the office
Fig. 71. -Hebe (vase-painting).

of cuplearer to the assembled gods, and who pours out

the nectar for the Olympians. In the works of sculpture

she is associated with the great gods. Praxiteles

represented her at Mantinea, and her statue was placed

' C. Waldstein,
"
Newlj'-discovered Head of Iris,'' ^iiirn'caiiJoin iial

0/ Archaologv, March, 1S89.
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between those of Athena and Hera. Hebe also plays

a part in the legend of Herakles. As goddess of

eternal youth, it is she who presents to the hero, on

his entrance into Olympus, the cup of nectar which

gives him immortality. According to the later tradi-

tion, she became the wife of the hero
;
a large krater

bowl in the Berlin Museum represents this divine

marriage, which also furnishes Etruscan artists with

decorative subjects for incised mirrors.

The Horai, or Seasons, are, in the mythology of

Homer,
" the guardians of the gates of heaven." But

it was not long before they assumed a more complex
character. Originally they were two, but the number

was increased to three : Dike, Eirene, and Eunomia.

Goddesses of the spring, they preside over the re-

gular recurrence of fair weather, and the renewal of

nature. Clad in "flowered robes, and wet with dew,"

they join the Charites in the dance. Their attributes

allude to their functions as gracious and beneficent

goddesses. On a relief of the altar of the twelve gods

in the Louvre, they appear wearing the epomis, or

Dorian chiton, and carrying grapes, ears of corn, or

flowering branches.

The Charites, or Graces, daughters of Zeus and

Eurynome, belong to the same group as the Horai,

and are often confused with them by the artist in

scenes entirely decorative in character, where elegance

is sought rather than mythological accuracy. As an

instance may be mentioned the fine Attic vase, with

gilt reliefs, where one of the Charites and one of the

'

Orpliica, 42 and following.
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Horai appear together in a sacrificial scene.^ Like

the Horai, the Charites are gracious goddesses, in

the strict sense of givers of all grace and increase

to nature and to man.'^ They are closely allied to

the Eumenides, with whom they were worshipped.

ucM^^^T- yc

Fig. 72.
—Three Charites, bas-relief (Vatican).

But later, a more specialized function was developed,
that of imparting grace in the modern sense, i.e.,

all those qualities which attract and charm. Archaic

' See the article by M. Max. Collignon on "Trois Vases Peints a

Ornements Dores," Rev. Arch., 1875.
' At Sparta there were only two Charites, Kleta and Phaenna

(Pausanias, i.x., 35).



tllE SECONDARY GODS. 1 69

art naively represents this by giving them musical

instruments as attributes. Tektaios and Angelion re-

presented the Charites in a group placed on the palm of

the colossal Apollo of Delos
;
there they held the double

flute, the lyre, and the pipe. Monuments of the severe

style always represent them completely draped, as they

appear, for instance, on the bas-reliefs of the altar of

the twelve gods, and on the bas-reliefs of Thasos,
where Hermes is followed by one of the Charites.

The earliest extant monument representing the

Charites is a slab, of which there are several replicas,

the best preserved of which is given in fig. 72, in the

Vatican. Two other similar slabs are now—in very

damaged condition, the upper part entirely broken

away—in the Acropolis Museum at Athens. The

heavily draped female figures move hand in hand to

the left, as though dancing. These bas-reliefs have

been shown by Dr. Benndorf^ to be, in all probability,

copies of the famous group of the Charites which stood

in or near the Propyleea at Athens, and which tradition

attributed, no doubt erroneously, to the philosopher
Socrates. A similar type appears on Athenian coins,
and on a lead token.^

Later art represented the Charites altogether un-

draped, but Pausanias did not know the name of the

artist who ventured on so bold an innovation.^ By
' "Die Chariten des Sokrates/' Arch. Zeit., 1869.
^ Since the above was printed an archaic relief of great interest

has been discovered on the Acropolis at Athens, representing the
three Charites dancing to the music made by Hermes, who precedes
them. The last Charis holds by the hand a diminutive figure, who is

probably a worshipper initiated into the sacred dance.
^
Pausanius, ix., 35, 7,
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analogy with the alteration in the type in art of Aphro-

dite, it would seem likely that the influence of Praxiteles

had something to do with the step, A large number of

monuments of later style, such as bas-reliefs, statues,

and gems, represent the Charites naked, and with

arms interlaced in the attitude so common among the

carvers and metal-workers of the Renaissance. They
are so represented in a group now at Siena, which

deserves special mention, as it was copied by Raphael,

and gave him his first insight into classical art.^ The

degradation of the art type aptly embodies the weaken-

ing and degradation of idea
;

the fair but reverent

dancers, holy and decent, fitly represented the ancient

agrarian Charites, goddesses of increase, whose religious

dance was a solemn charm to waken the slumbering

ground. The naked posturing girls of Siena are good

enough as impersonations of those lighter Graces whose

mission was but to stir the senses.

§ 2. The Muses.

P. Decharme, Les Muses ;
"

Oberg, Miisanini Typi Monimientis

Veteribiis Expressi (Berlin, 1873) '>
O- ^ie, Die Miisen in der

Aniikcn Knnst.

In the Homeric poems the number of Muses is not

determined; at that time the daughters of Zeus, whose

function it is to charm the Immortals with their songs,

had no individuality. It is not till the Theogony of

Hesiod that they appear as nine in number, and bear

' The drawing is preserved in the Academic des Beaux-Arls of

Venice. See E. Miintz, Raphael, p. 95.
^ See also the chapter on the Muses in the Mythologie de la Gvece

Antique, by M. Decharme.
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the names henceforth familiar : Clio, Euterpe, Thalia,

Melpomene, Terpsichore, Erato, Polymnia, Urania, and

Calliope. In Greek art during the early centuries, as

in literature, the Muses are not differentiated. The

Pierian goddesses, daughters of Zeus and Mnemosyne,

patrons of the bard, on whom they breathed poetic

inspiration, are for a long period represented in art as

forming a sort of musical choir
;
no one of them is

distinguished from the rest by any special attribute.

On a vase-painting of the older style, the Frangois

vase, the Muses, who are present at the wedding of

Thetis and Peleus, are inscribed with their names
;
and

this arrangement is necessary that these women figures,

otherwise undistinguishable, should be recognized as

Muses. The artists of that period do not bind them-

selves to the number nine, which indeed was not

observed in all local traditions. The number, for

instance, was three in a group, made by the archaic

masters, Ageladas, Kanachos, and Aristokles, and

described in an epigram: "We are the three Muses;
one of us has the double flute, one the lute, and one

the lyre."
^ To judge from two statues at Venice,

which are clearly late imitations of archaic work," the

older Greek artists always gave to the Muses a type

like that of the Charites
;
their hair falls in long locks,

they wear the long straight Dorian costume, with its

stiff and regular folds. Rcd-figured vases represent

'
Aiithol. Gr., ii., 15, 35.

^ M. Guedonoff (Aniia/i, xxiv.) thinks these may have been imita-

tions of the group made by Ageladas and his collaboralors. Two
other statues ought to be compared with them; one is at Mantua

{Anuali, ibid., iav. D.), and the other at St. Petersburg (ibid., fav, C.)
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them sometimes alone, sometimes led by Apollo

Musagetes, according to an old story, which appears

in the very earliest Greek forensic art. On the chest

of Cypselus, in the eighth century, the Muses are

grouped around Apollo,
" a gracious choir, led by

him." They are so grouped also on an Athenian

pyxis,^ of which a fragment is shown in fig. 73 ;
but

the artist has taken so little pains to distinguish them

by attributes that they can only be identified by

conjecture ; they are like Athenian women in the scenes

representing every-day life, and may be merely such.

Generally speaking, in Greek art anterior to the second

century b.c, the Muses are represented wearing the

Dorian chiton, or the wide-sleeved Ionian chiton, made

of fine pleated stuff, and half covered by an ample
himation. They have no other attributes than musical

instruments, such as lute, flute, and rolls of music, and

even these are not assigned accurately to the individual

Muses. Clio sometimes holds Euterpe's flutes, and

occasionally in vase-paintings the Muses hold in their

hands wreaths of flowers, or jewel caskets, which have

no connection with their ordinary occupation.

It is not till the Alexandrine period that the attributes

of the several Muses were fixed almost inalterably.

Besides musical instruments other emblems were

introduced, such as stage masks, as well as writing-

tablets, the stylus, globe, compasses, the case of rolls,

and other objects alluding to the arts and sciences.

Possibly this differentiation of attributes took place

through the influence of the Museum of Alexandria
;

' See article by M. Max. Collignon on "Apollon et les Muses," .<4««fl/^s

de la Faaille des Letlirs de Bordiatix, i.
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at any rate, in the paintings of Herculaneum and

Pompeii, the style of which is undeniably Alexandrine,

the Muses have special attributes, and each of them

is designated, not only by her name, but also by that

of the department of literature, art, or science which

she represents/ This division of attributes is invariable

in the monuments of the Roman period, as an instance

of which the reader may be referred to the marble

table of Archelaus of Priena, known as the Apotheosis

of Homer, in the British Museum
;
there are also the

statues in the Berlin Museum, in the Vatican (fig.

74), the bas-reliefs of the pedestal of a statue from

Halicarnassus,^ and reliefs on Roman sarcophagi.^

Clio, the Muse of History, holds a roll of manuscript,

and a pen; Euterpe has the double flute; Thalia, the

Muse of Comedy, carries the shepherd's pedum in the

form of a crooked stick, and the comic mask
;

she

wears the woollen tunic. Melpomene, the Muse of

Tragedy, holds the tragic mask and the club of Herakles,

The lyre belongs to Terpsichore, who presides over the

dance, but is also the attribute of Erato, the goddess of

erotic poetry, Polymnia, the Muse of Heroic Poetry,

stands in meditative pose, wrapped in the folds of her

mantle. Urania holds the celestial globe (fig. 74),

and the radius or compass. Calliope, Muse of Epic

Poetry and Eloquence, has as her attributes the stylus

and the writing tablets.

'

Helbig, Waudgoiialdc, etc., 858, 859, 866, 867, 868, 871, 878,887.

^Trendelenburg, Der Museuchor : Relief einer Mantiorbnsis atis

Halikaruass.
^ See the one in the Louvre, and read Frohner, Sculpture Antique

du Louvre, No. 378
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§ 3. The Gods of the Heavenly Bodies.

Geihard,
"
Lichtgottheiten,"' in the Akad. Abhandlungcn .

Among the principal gods of Olympus, Apollo and

Artemis, as has been seen, are primarily the personifica-

tion of the two great lights of the heavens. But it is

not surprising to find that there are other divinities

derived from the same mythological source. Whereas

the moral element eventually prevailed in the Greek

conception of Apollo and Artemis, HeHos and Selene

personify the physical action of the sun and the moon,
and in conjunction with Ecs or Aurora, the Dawn,
make up the most important group of the star gods.

Eos is the sister of Helios, the sun. She it is who
in Greek poetry announces the glorious uprising of

her brother. This conception was seized on by the

artist, and often represented, especially in the later

periods. Paintings on Italo-Greek vases show Aurora,

herself on a chariot preceding the four-horse chariot of

the sun
;
before her flies Lucifer, the morning star.^

Vase painters, also, represent her as a winged woman
;

on a vase in the Berlin Museum she wears a fine

pleated tunic and a mantle, spreads out her wide

wings, and guides the ''

winged white coursers of the

Dawn." Sometimes leaving her car, she flies in the

air holding two hydrias, whence she showers dew upon
the earth -

(fig. 74).

' On a painting, decorating the handle of a vase by Canosa, in the

Munich Museum (Pinacothek).
* The chief myths, often represented on vases in which Eos

appears, are, her loves with Cephalus, and her share in the legend of

her son Memnon, killed by Achilles
;
several vase-paintings show

her carrying away the corpse of Memnon.
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With Helios day appears in all its glory. Poetry

gives to the sun god a team of white horses, fiery and

swift; the}' carry him over the heavens in the daily
course he makes from east to west. But Helios for

all that is only a secondary divinity, and never repre-

F'g- 75-
—Eos with Hydrias.

sented alone in Greek art of the best period. He
appears in large scenes of sculpture, as an accessory,
as a note of cosmical circumstance

; thus, on the

eastern pediment of the Parthenon he is seen driving
his chariot and rising from the wave, to give light

12
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to the marvellous scene of the birth of Athena. On
the base of the throne of the Olympian Zeus, Helios

and Selene were among the croA'd of gods who sur-

rounded the lord of Olympus.^ But it is particularly

at Rhodes that the representations of the sun god
reach their greatest development. Helios was the

chief local god, and looked on by the Rhodians as the

father of their race
;
Chares of Lindos made for them

a colossal statue of the sun, the description of which

has been preserved in Philo of Byzantium.^ Rhodian

coins show Helios beardless, with thick and flowing

hair, surrounded by a crown of rays. This type

flourished throughout the whole period of classical

art, and appears on vase-paintings, and on the metope
found at New Ilium, reproduced in fig. ']6.

Selene, or Mene, the personification of the moon, is

also, according to the maker of myths, a sister of

Helios. Poets describe the charming appearance of

the goddess, her brow bound with a golden crown,
" whose rays shine afar when, in the middle of the

month, at even, Selene, after bathing her fair body in

the Ocean, puts on gorgeous raiment, and harnessing

her glowing steeds urges them swiftly on."
^ In art

Selene appears as a young woman seated upon a horse,

as is known from vase-painlings and coins
; such, for

instance, as those of Pheres and Patrae. Seated upon
her horse, she also appears in the right hand angle

of the east pediment of the Parthenon. Unhappily

'

Pausanias, v., 1 1, 3.

^Z)<? Septetn Miiaculis Miindi, p. 14, ed. Orelli. See Otto Luder's

Der Koloss von R/iodos, 1865.
3 Hoiueiic Hymn, xxxii.
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nothing but a torso is left. For a more complete



i8o GREEK MYTHOLOGY.

representation the student

may be referred to the

figure of Selene riding in

the frieze from the altar

of Pergamos.
-

The art types of gods
who personify theheavcnly
bodies are very simple,

and being, as they are,

mostly late conceptions,

they admit of little de-

velopment or modification.

Greek art would seem to

have reserved all its

powers of analysis and

invention for the gods
whose more complex
moral nature required

greater variety of expres-

sion. Eos, Helios, and

Selene, though they take

on certain human cha-

racters—Eos, especially,

becomes mother of

Memnon and lover of

Kephalos
—

yet they re-

main, in substance, mere

impersonations of physical

phenomena. At a time

when art delighted in

fanciful and suggestive

subjects, the divinities of
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dawn, day, and night, are often grouped together in one

picture. On a crater (fig. 'j'j^
of the Blacas collection in

the British Museum, the scene of sunrise, with all its

cosmic accessories, is very fully represented. To the

right, Helios rises in his four-horse chariot from the

sea. The representation is half naturalistic, half per-

sonal, for behind the head is the rayed disk of the

actual sun. Four naked boys plunge into the sea in

front of the chariot : they are the stars who set at

the rising of the sun. Next, behind the mountain,
indicated by a line, Pan starts up to greet the dawn.

The winged goddess Aurora pursues, as was her wont,
the hunter Kephalos, and the scene closes with the

quiet figure of the veiled and mounted moon riding

away.

§ 4. The Gods of Storm and Wind.

The physical phenomena of the heavens, and the

atmospheric disturbances they cause, also suggested
to the Greek mind poetic conceptions, which were often

expressed in art. But the violent unloosing of the

blind forces of nature aroused chiefly ideas of terror
;

for poets as for artists, the spirits of storm and tempest
were monstrous beings, in whom human faces were

joined to the shapes of animals. Typhon, the spirit

of the whirlwind, is
" a terrible god. . . . From his

shoulders rise a hundred heads of snakes and hor-

rible dragons, whose fearful mouths dart forth black

tongues."
^ He appears in art, as in the recently-

discovered archaic pediment from the Acropolis at

Athens, as a three-headed monster, with snake tail;

'

Hesiod, Thecgoiiv, 823 and foil.
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SO also he appears on an archaic vase-painting. The

Chimera, his daughter, has a repulsive body, consisting

of limbs borrowed from the lion, the goat, and the

dragon. The Harpies, also storm goddesses, are

monsters, half woman and half bird.

All the artistic representations of these evil spirits

cannot be treated in detail here. But it may be noticed

that Greek art seems originally to have borrowe :1 them

from the fantastic monsters engendered by the morbid

N\.C.

Fig. 78.—Boreas pursuing Orcithyia (vase-painting).

imagination of the East. The process is seen very

clearly in the case of Boreas, who personifies the

violence of the north wind. In archaic art Boreas is

one of the monstrous figures dear to the early artist,

when the influence of Assyria is still plainly felt.^ On

the chest of Cypselus, his legs end in serpents' tails.

Soon, however, the human shape begins to prevail, and

on certain vases of Corinthian st^-le, Boreas, or some

' See the diFscrtation of Herr Langbehn, Fliicgelgcstalkn dcr alt

or. Kiinst (Munich, 1881).
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analogous deity, appears as a bearded man, with wings
folded back

;
his legs are bent, as if he were kneeling ;

this was the position by which, in archaic art, it was

usual to represent swiftness of motion. In later art

the type is further purified, and Boreas is represented

as a man in the vigour of life
;
his long, bird-like wings

recall his swiftness, just as the wings of Eros are the

visible sign of the fleeting nature of passion. Several

vase-paintings (see fig. 78) show the rape of Oreithyia

by Boreas, but none can compare for purity of style

with the fine cEnochoe in the Louvre, published by M.

G. Perrot.^ The type in art of the spirits of the winds

is early fixed, and underwent no sensible alteration.

Not to leave Greece, an example may be found at

Athens in the sculptures decorating the octagonal tower

built under Sulla by Andronicus Cyrrhestes. All round

this monument, which contained a water clock, run Idw

reliefs representing the winds in the shape of winged

spirits, clad in short tunics. Their dress and attributes

are characteristic of the various winds.

' Monimi.nts Grccs, published by the Association dcs Etudes

Grecques. 1874.



BOOK II.

THE GODS OF THE WATERS.

CHAPTER I.

THE GODS OF THE SEA.

Just as the phenomena of the heavens produced in

the Greek mind a rich development of myths, so no

less did the various aspects of the sea act upon their

lively imagination. A sailor people, they were in

ceaseless relations with the sea. It was the sea which

enabled their civilization to develope ;
it was from the

sea that in the young days of art, the early workers

borrowed their first designs ;
the potters of lalysos

and the goldsmiths of Mycenae reproduce on vases or

jewels, jelly fish, octopuses, and other sea creatures. The

marvellous faculty of transforming natural forces into

divine beings early found scope among the Greeks, in

the presence of the spectacle of the infinite variety of

the sea. The brilliant colouring of the sea in the East,

under the glowing light, the changing hues, the capri-

cious changes of surface, even the white foam of its

waves, were all so many manifestations of the divine

nature. This is not the place to discuss the question

whether the myths of the sea are proper to the Greek
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mind, or whether they show traces of having been

borrowed from foreign mythologies. It is enough to

study the plastic forms in which art embodied the poetic

and religious conceptions which were suggested to the

Greeks by the contemplation of the sea.

§ I. Gods Personifying the Sea.

Heydemann, Neiridcii uiit den Wnffcn des Achill (Halle, 1879) ; J.

Martha, Sepiilcrales Nereiduin Figitra.', 1881
; E. Vinet,

"
Mythe

de Glaucus et de Scylla," Annali delV Inst, 1843: Gaedechens,

Glaukos, dcr Meci-gotf, 1S59.

When the Greek artists, especially the vase-painters,

represent the sea itself, it is usually by means of sea

creatures scattered over the ground of the painting.^

But this epitomized representation expresses, so to

speak, only the material presence of the sea, regarded
as an element

;
art has richer resources at command,

to render in vivid imagery the forms in which poetry
clothes the sea gods ;

therein it is guided by the analytic

faculty which has turned the various aspects of the sea

into so many divine personalities.

The sea itself is sometimes personified by Nereus.

Surrounded by his daughters the Nereides, he dwells

below the waters in a cave lighted with silver light.^

His type in art is borrowed from a combination of the

human form and the fish, a mixture of natures which is

not specially Greek. Chaldean art has a god half man,
half fish : the god Anou or Dagon.^ It is not impossible

^ For instance, in the scenes representing Apollo Delphinios on the

tripod, dolphins appear skimming over the surface of the waves.
"

'ApyiKpeov aneos, Iliad, xviii., 50.
^ See G. Perrot, Hisfoirc de fArt dans VAntiquitc, ii., p. 65, fig, 9,
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that the ear Hest Greek artists may have been acquainted

with Eastern models of a similar kind
;
witness the fish-

tailed or snake-tailed creatures which decorate vases of

the older style ;
witness again the coarsely executed

bas-reliefs of the frieze from Assos, where a figure is

struggling with a sea-monster with the upper part of a

man.' Greek taste specially shows itself in the in-

genuity with which the monstrosity of such combinatinn.s

Fig. 79.— Nercus (vase-painting).

is diminished. Generally, Nereus has the bust of a

man 2

(fig. 79); but, starting from the rich tunic which

covers his body, is a fish's tail, covered with scales.

Sometimes the god holds a sceptre in his hand, as an

» Compare a female figure in a garment decorated with scales, and

furnished with fins, on an Etruscan bronze at Munich, found at

Perugia. O. Miiller, Dcnknicclcr dcr alien Kunst, i., 59. Cf. Brunn,

Beschrcibiing dcr Glyptoihck, Nos. 32-8.
- Nereus is also often represented as entirely a man. Cf. Brunn

Bnlletino delC Inst., 1851, p. 69.
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emblem of the power exercised by the "old man of the

sea
"
over the creatures who inhabit the depths of ocean.

Around Nereus are grouped the " choir of the fifty

Nereids who love to dance in a ring upon the shore." ^

Their mere names would suffice to explain their mytho-

logical character. Galene, Glauke, and Galatea represent

the peaceful sea of a blue-green colour, or the whitish

reflections of the surface
; Kymodoke is the play of the

wave breaking against the rock
;
Eulimene and Aktaie

personify the sea lapping against the shore. To give

such gracious maidens the hybrid shape which is appro-

priate to Nereus, would have been an absurdity ;
and in

art the Nereides are always represented as young girls.

It is so that they appear on vase-paintings on the sculp-

tures of the Nereid monument at Xanthos,^ and in all

the scenes which show them escorting their sister Thetis,

or bringing to Achilles the arms forged by Hephaistos.

In the Alexandrine period decorative painting commonly
conceives them half-naked, and gambolling on sea-horses.

The idyll in which Theocritus brings upon the scene

Polyphemus, the Cyclops, as the unhappy lover of the

Nereid Galatea, provided the painters of the first century

with a subject for graceful compositions. One of the

pictures in Livia's house on the Palatine shows opposite

the rejected Cyclops the laughing goddess, clad in light

drapery, and riding a hippocampus, about whose chest

bubbles the foaming wave.^ Art could have found no

'

Eur., Iph. T., 427.
^ Fellowes. The Xanthos marbles in Travels and Researches in

Asia Minor,
^ G. Pcrrot, Les Petntiires dti Palatin, Melanges d'Arche'ologie ;

J. E. Harrison, Myths oj the Odyssey, pi. 16, p. 39.
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happier imagery to represent the meaning of the myth
of Galatea. The love of the Cyclops for the Nereid

symbolized to later philosophic fancy the vanity of

desire and the deceiving charm of an element whose

curving lines suggest the most consummate form of

plastic beauty.

But while Nereus represents mainly the beneficence

of the sea as a source of wealth for merchant peoples,

its changcablciiess is symbolized in the person of

Proteus, the god of many shapes who eludes his

captor's grasp, and becomes in succession lion, dragon,

tree, or panther. The same idea of the impossibility

of holding the sea is embodied in the myth of Thetis,

often figured on vases. To escape the wooing of

Peleus, whom the gods would give her to husband,
Thetis assumes a hundred various shapes; in the

paintings representing the struggle, a lion and a snake

attack Peleus, who is trying to seize the Nereid.

The infinite variety of feelings of all kinds aroused

by the sight of the sea explains how the Greek imagi-

nation came to multiply the number of the marine gods,

and popular belief, as well as local cults, helped on the

work of differentiation. Thus, the sea-god Glaukos, a

special favourite with the fishers of Anthedon, is "a

god created by sailors, and summing up all the poetry

of a seaman's life as it appears to the poor man." ^ He

personifies the blue and green colouring of the sea,

and on the few occasions when he appears in art,
—for

instance, in a painting of the Villa Hadriani, and in a

mosaic from Carthage, he is represented with unkempt
hair like sea-weed, and a beard ending in the fins of a

' E. Renan, Etudes d Histoire Rcligieusc, p. 21.



THE GODS OF THE SEA. 1 89

fish.^ A late legend makes him the despised lover of

the fair sea maiden Scylla ;
but popular tradition, on the

other hand, gives to Scylla the shape of a monster.

In art (fig. 80) she has a woman's bust ending in a

dolphin's tail, and this hideous form is girt round with

a belt of dogs' heads. In her hands she holds pieces

of rock and oars, weapons dreaded by the sailors who

are the victims of her wrath. Legend, as is well known,

placed her home in the Straits of Messina, but the myth
of Scylla has a wide general bearing, and she is the

personification of the strange creatures within the

bosom of the sea, objects of terror to the sailor, or

subjects for the marvellous tales which amuse the

leisure moments of the seafarer.

§ 2. Poseidon (Neptune)
—Ampiiitrite—The Train

OF Poseidon.

Overbeck, GriccJiischc Kiiiistmytlwlogie, iii.,
" Poseidon."

All such secondary spirits as these already mentioned

are subject to the rule of the lord of the sea, Poseidon,

"the great sea god who shakes the earth and the

inexhaustible sea."^ Early in art Poseidon appears

as a distinct figure with a mythological character of

his own. Though nothing very definite is known

about the nature of the oldest images of Poseidon,

he was represented at a very remote period upon the

wall of the temple of Artemis Alpheionia, near Olympia,

by an early painter, Cleanthes of Corinth. The god

'

J. E. Harrison, Myths of the Odyssey, p. 1S3, "Scylla and

Charybdis."
- Homeric Hviiin to Poseidon, xxi.
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held in his hand a thunny-fish, which he appeared to

be offering to Zeus, before Athena was born.^ The

greater number of the archaic representations of

Poseidon are known only from description ;
it is so

Fig. So.—Scylla (vase-painting).

in the case of the bronze itatue of Poseidon Hippies

at Phensea, said to have been dedicated by Ulysses ;

and again in that of the bas-reliefs of the temple of

Athena Chalkioikos at Sparta, where he was repre-

'

Atlienaus, viii., 346.
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sented beside Amphitrite. There is, in fact, no

undoubtedly archaic statue or bas-relief extant by

which the plastic type of Poseidon, during the period

preceding the very end of the sixth century, might

be determined. The student must go for information

on this subject to

vase -
paintings and

coins.

The mythological

conceptions of Posei-

don and Zeus are

sufficiently alike for

there to be points in

common in their types

in art. The reader

may be reminded of

the confused type of

Zenoposeidon, a sort

of sea Zeus, shown on

some imperial coins

of Mylasa, who holds

both the eagle and the

trident. On vases of

the old style Poseidon

is very similar to Zeus,

completely draped, and

wearing over the long

chiton a richly embroidered himalion
;

his long hair

and beard are carefully combed, and his brow is often

surrounded by a crown or a fillet. This also is the

aspect he wears on some terra-cotta plaques, found

near Corinth, and now in the Museums of Berlin and

rig. 81.—Poseidon, terra-cotta plaque

(Louvre).
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of the Louvre (fig. 8i); these votive tablets, dedicated

in a sanctuary of the god himself, are not later than

the sixth century. Sometimes, as in the instance here

reproduced, the god is alone, holding a wreath, and his

characteristic trident
;
sometimes he is on his chariot,

and accompanied by Amphitrite.

Some coins of Posidonia (fig. 82) seem to reproduce

a sculptural type, which must have prevailed during

the archaic period. Poseidon is represented in the

act of advancing, like Zeus Polieus on the Attic coins :

almost naked, clad only in a

chlamys thrown scarfwise over

his arms, he brandishes the

trident. symbol of histhe

power ;
he is the trident wielder

{rpiaLVOKpciTcop), who rules over

the sea.

Archaeologists are not agreed

Fig. 82.—Poseidon (coin as to when and where the type of
of Poseidonia). n -j r- ,

• j • r^^ Poseidon first received in Greece

that ideal character, which was thenceforward regarded

as the highest expression of the god possible in plastic

art. O. M tiller ascribes the design to a Corinthian artist
;

and there is no doubt that the worship of Poseidon

was held in special honour at Corinth. The Isthmus

of Corinth was, according to the story of Herodotus,

chosen by the Greeks as the site for the erection of

a colossal statue of the god after the battle of Plataea.

It is, however, difficult to believe that the Attic school

had no hand in the formation of the standard type.

Pheidias represented the sea-god on the base of the

'

Herod., ix., Si.
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throne of Zeus at Olympia, and he appeared again on

the Paithenon frieze. The dispute of Athena and

Poseidon was the subject of the Western Pediment
;

the torso of the god is among the fragments that have

been preserved, and the drawings of Carrey enable us

to form some idea of the grand Hnes of the figure. It

must at least be admitted that the school of Pheidias

had formed an ideal conception of Poseidon, and this

ideal was not sensibly modified in later times. At the

same time it may be said that Poseidon does not often

appear to have been represented as a single figure

standing or seated, such as the Zeus of Olympia, or the

Hera by Polycleitus. Scopas and Praxiteles represent

him in a group, such, for instance, as that of the Twelve

Gods. Little is known of the statue that Lysippus
made for the Corinthians, and nothing justifies the

inference that the sculptor of Sicyon made any very

great innovation in the ideal type of the sea-god.

Existing monuments show several very distinctive

features which serve to mark the difference between

Poseidon and Zeus. A comparison of the bust of

Poseidon in the Chiaramonti Museum of the Vatican,

with the busts of Zeus, brings out the difference strongly.

There is nothing like the same expression of serene

power and gentleness which characterises the Ruler

Df Olympus ;
the features are more mobile, and the

hair falling in straight stiff" lines, as if it were wet,

gives the finishing touch to the sterner aspect of the

sea-god ;
he is the dark-haired god {Kvavo-)(a[Tri<i).

Sculptors represent him with a large and well-knit

figure. The epithet of wide-breasted (evpvarepvo'i),

given to Poseidon, is fully justified by the magnificent

13
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But the strength of Poseidontorso of the Parthenon,

is less serene than

that of Zeus
;

it is

the strength of the

seaman always strug-

gling with a fierce

element.

Usually Poseidon is

naked as he appears
on several vases, and

where the vase-painter

represents him draped,

he wears only a short

pleated tunic, as in

the scene from the

Gigantomachia on the

Beugnot cylix, in

the Berlin Museum

(fig. 83). In sculpture

Poseidon sometimes,

like Zeus, wears the

himation draped over

the lower part of the

body, or thrown back

across the shoulder
;

it is thus that he is

draped in a colossal

statue found at Madrid.

But complete nudity
is much more common,

J 1 J , , Fig. 84.—Poseidon, bronze (Naples).and would seem to be ^ ^ \ f /

one of the characteristic signs of the god. A bronze in

J^AK. Coltianori
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the Museum at Naples, found at Herculaneum (fig. 84),

affords an illustration noteworthy from this point of

view
;
the god, standing in an attitude of rest, leans

upon his trident
;

this is his most common attitude.

Artists are also fond of representing him with his foot

placed on a rock or on the prow of a ship, as in the

statues of the Lateran and the Villa Albani
;
some-

times his foot rests upon a dolphin. Looked at in

this aspect, Poseidon is the god whose calm power

prevails over the vast domain that pertains to him.

The trident and the dolphin are his usual attributes
;

they appear on the reverse of a coin of Messina, and

the dolphin is frequently placed in the god's hand by

vase-painters. The horse is another of his attributes.

The reader will remember that Poseidon sometimes

has the title of Hippios, and that legend says that

he created the horse with a stroke of his trident. The

association of the horse with Poseidon is specially

common on coins, and alludes to the story of the

ere at on of the horse
;

instances are to be found in

the coins of Potidaea where Poseidon rides the horse;

and in coins of Rhaukos, in Crete, where he stands

beside it, holding it by the bridle. It is easy to see

the connection established by the vivid imagination

of the Greeks between the horse and the god of

the sea. The curving outlines of the waves, their

foamy crest and rapid movement, naturally suggest

a likeness to certain forms of animal life
;

and

the appearance of the waves in time of storm early

called forth the conception of the impetuous team

which drew Poseidon's chariot over the surface of the

water. "The god put upon him his golden armour,
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seized a gleaming whip, of rare workmanship, stepped

upon his chariot, and drove it over the wave. Below

him leapt the monsters, come forth in crowds from

their hiding places to recognise their lord. The sea,

overjoyed, opened to make a way before him. His horses

sped on rapidly, and as they passed the wave did not

make wet the brazen pole."^

Like the other gods Poseidon appears in the

Gigantomachia, where he fights armed with the trident,

and crushes the giants beneath fragments of rock

covered with shells and sea beasts, and torn from

the lowest deeps of the sea. But vase-painters are

mainly interested in the story of his loves. One of

the subjects treated by them is the pursuit of the

Danaid Amymone, who flies before the god, holding

a hydria in her hand. But in art, as in mythology,

the usual companion of Poseidon is the Nereid

Amphitrite, the feminine personification of the sea.

Wife of Poseidon, she shares in his worship, and is

constantly associated by artists with him. She was

beside him in a group which decorated a temple of

Poseidon at Corinth." The sacred pair were seated

upon a chariot drawn by four horses, and near them

two golden Tritons. Sometimes Amphitrite appears

without the god ;
she is borne by a Triton, and holds the

trident to distinguish her from the rest of the Nereids.

Poseidon and Amphitrite have their train. When
the sea-god moves upon the waters, all round him there

sports a whole world of mythological creations, who

make up his noisy escort. First comes the choir of

the Nereids, sometimes carrying musical instruments,
'

Iliad, xiii., 23 and following.
''

Pausanias, ii., I, 17.
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as on a fine sarcophagus in the Louvre, and in a

Pompeian fresco.^ Among these gracious goddesses

are the Tritons equipped with sounding shells, and

with bodies ending in fishes' tails
;
then come, in late

days, the Centaurs of the sea, beating the water with

their mighty fins, with their heads sometimes sur-

mounted by lobsters' claws. To these must be added

marine monsters, such as hippocampuses, dragons,

bulls, and goats, whose shapes are combined with

those of various sea creatures, original and powerful

conceptions affording scope for the exercise of the

brilliant imagination of the Greeks. A sculptor of

the fourth century, Scopas, sought in the stories of

the spirits of the sea a subject well suited to his

impetuous and impassioned genius. He made for a

city in Asia, possibly in Bithynia, a group represent-

ing Poseidon, Achilles, and Thetis, surrounded by

the choir of the Nereids, and the marine demi-gods.'

These statues were carried to Rome, and adorned the

temple near the Flaminian Circus, built by Domitius

Ahenobarbus. There was discovered in Rome a very

fine frieze in relief, representing the marriage of

Poseidon and Amphitrite, and now in the Glyptothek

at Munich^ (figs. 85, 86). The centre of the com-

position is occupied by the chariot of the two gods,

which glides over the waves, driven by a young Triton

blowing upon a shell. In front of the chariot is the

Oceanid Doris, mother of Amphitrite, riding upon a

'

Helbig, Wandgemcelde, No. 1033.
'
Pliny, .A''. H., xxxvi., 26.

2
Brunn, Beschreibuiig der Glyptothek, No. II5. This bas-relief

was formerly at Rome, in the Palazzo Santa-Croce.
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hippocampus, and bearing tlie marriage torches. On
either side of the central group winds the train of

Tritons and Nereids, and among these fly Loves,

guiding the bulls and sea dragons which serve as

horses for the Nymphs of the sea. Urlichs^ sees a

close connection between this frieze and the group by

Scopas. It is suggested that it is the work of the

master himself, or at least of one of his pupils, and

that it was taken from the same temple that provided
the principal group. Without going into a discussion

of details, it may be admitted that the architectural

character of the frieze to some extent bears out the

theory, but the style of the bas-relief and the presence
of the pigmy love-gods point to a later date. There

is no doubt that it was some Greek artist of a good

period who designed the original of this masterly

composition, arranged with consummate skill
;
some of

the Nereid figures, half lying on the backs of the sea

Centaurs or hippocampuses, and surrounded by the coils

of their finny tails, are full of exquisite grace, and recall

the happiest designs of the art of the fourth century b.c.

During the Roman period, the subject continued to

be a favourite one for decorative compositions on a

large scale. A Pompeian mosaic, found in 1869, repro-

duces a similar subject ;
and the train of Poseidon also

appears in a great mosaic in the Louvre, found at

Constantinople. But the overcrowded scene betrays
Roman workmanship, and, impressive though the

decorative effect may be, these mosaics will not bear

comparison with the Munich frieze, as regards the

elegance and harmony of the design.
'

Urlichs, Skopas, p. 120.



CHAPTER II.

THE GODS OF FRESH WATERS,

§ I. Rivers.

Percy Gardner, "Greek River-Worship," in the Transactions oi i\\e

Royal Society of Literature, 1876; O. Schultz, Die Ortsgottheiten

in der Gr. and Rom. Kiinsf, 1889. River-gods on coins : Head,
Historia Nuninioruni, passim.

"O Cephisus, majestic stream, with the face of a

bull !

" ^ These words, put by Euripides in the mouth

of the youthful Ion, are not a mere poetic simile, but

represent an idea long familiar in art, the meaning of

which is not difficult to see. The impetuous course of

the torrents of Greece, during the rainy season, sug-

gests an analogy with some form of animal life
; and,

at the same time, the fluidity of water caused the pre-

valence of stories of metamorphosis in the mythological

character of the river gods. In the legend of Acheloos,

the stream was " now a magnificent bull, now a spotted

snake with long coils
; now, again, he bore the body of

a man and the countenance of a bull, and from his chin,

as from a fountain, sprang a flowing stream." -

Art is in entire agreement with poetry in the repre-

sentation of scenes suggested by the myth of Acheloos.

The reader is doubtless familiar with the main out-

lines. The river god, personifying the stream which

'
Euripides, Ion., 1261.

-
Sophocles, Track., 13 and following.
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flows between JEtoVia and Acarnania, disputes with

Herakles for the possession of Deianira
; and, over-

come in the conflict, leaves one of his horns in the

hands of the hero. Vase-painters represent him in

the form of a bull with the face of a man, emitting

from his mouth streams of water; this is the subject

of a painted vase from Girgenti. Elsewhere, on the

coins of iEtolia, for instance, he wears the aspect of a

man with horns upon his brow, holding a patera and

a reed.

But, though of all the Greek rivers Acheloos is the

one richest in legend, other river-

gods present similar plastic types.

Coins afford the best means of

studying the type. In the first

place, they are more often inspired

by local legend, and, moreover, they

provide a chronological sequence, Fig. Sj.-River-god
which enables the development of (coin of Gela).

type to be traced. The oldest manner of represent-

ing a river-god is the combination of the bull's body
with the human face. Thus on the coins of Gela in

Sicily. (fig. 87), the river Gelas is represented in this

way in the archaic period;^ the face is rude in cha-

racter, the beard is long, and the short and straight
hair receives a granular treatment. The same type
is maintained, even when art is much less restrained,

.^lian,^ enumerating the forms under which rivers are

worshipped in various Greek countries, says that the

' See the series of coins from Gela in the Catalogue of the Greek

Coins ill the British Museum—Sicily.

Varies HistoricT, ii., 33,
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Eurotas at Sparta, the Asopos at Sicyon and Phlius,

and the Cephisus at Argos, are all like bulls. But a

purely human type of river-god begins to appear on

coins without its being certain that this later represen-

tation is reserved for the smaller streams. The river

Gelas himself, on the coins of Gela (fig. 88), appears

as a young beardless man, crowned with reeds, and

surrounded with fish
;

on his brow are sprouting

horns. The Strymon on the coins of Amphipohs, and

the Hipparis on those of Camarina, present similar

types. At Selinos the coin engravers represent the

Hypsas as a young man standing

full length, and sacrificing upon an

altar.^

River-gods often take their place

in the great sculptural compositions

which decorate the pedestals of

Fig. 88.-H^ of river- temples, where they serve to in-

god (coin of Gela). dicate the place assigned by legend

to the scene represented. The exigencies of the

triangular shape of the pediment helped, no doubt,

to emphasize the half-recumbent position already

felt to be appropriate to river-gods. It is thus that

the two river-gods of Athens fill the angles of the

western pediment of the Parthenon
;
and in the temple

at Olympia, the Cladeos and the Alpheus in the same

way frame the composition of the eastern pediment.

The fine statue in the Louvre, known as the Inopos,

is doubtless a fragment of some architectural whole.^

In the group of the Tyche of Antioch, executed by
'

Catalogtie of the Greek Coins—Sicily, p. 141.
'''

FrOhner, Sculpture Antique, No. 448.
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a pupil of Lysippus, Eutychides the Sicyonian, and

reproduced on the coins of the city, the river Orontes

appears emerging below the feet of Tyche. From the

Hellenistic period onwards, beginning with the suc-

cessors of Alexander, this practice becomes habitual.

The classical type of the river-god then came to be

that of a figure in a half-reclining position, crowned

with reeds, and leaning on an urn. Two of the most

celebrated instances only can here be quoted, namely,
the statues of the Nile and the Tiber, discovered at

Rome in the sixteenth century. The statue of the

Nile is now in the Braccio-Nuovo

of the Vatican. It represents a

bearded man in the prime of life,

half lying down, and holding in

one hand an ear of wheat, in the

other a cornucopia, as seen on a

Roman coin of the time of Hadrian
yig. 89.—River Nile

(fig. 89). Around him play six- (Roman coin),

teen children, personifying the sixteen cubits which

the river must rise above its bed in order to fertilize

the valley by the deposit of alluvial mud. Some hold

ears of corn, others play with a crocodile and an

ichneumon. On the pedestal are carved the animals

and the plants peculiar to Egypt, This colossal

figure is no doubt the copy of a Greek original, dating
from the period subsequent to that of the successors of

Alexander. It was matched by the statue of the Tiber,

now in the Louvre. The Roman river half lies upon
a rock, holding a rudder and a cornucopia. In front

of him is the wolf suckling Romulus and Remus. The
decorative effect of these enormous monuments is very
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Striking ;
but the abuse of allegory shows the begin-

ning of the love of theatrical display which developed

during the Graeco-Roman period. Art is far from the

forcible and simple conceptions of the Greeks.

§ 2. The Nymphs.

Krause, Die Mttseii, Grazten, Horcii, mid Nymphen (Halle, 1871).

Although in popular mythology the Nymphs are

often confused with the Dryads and Hamadryads, and

inhabit the forest or the mountain, they are, notwith-

standing, originally spirits of the waters. These

cheerful goddesses, who delight in the choral dance,

dwell in dark grottoes, whence the springs take their

rise.
" In that safe place are shut stone bowls and

amphoras. There do the bees deposit their honey, and

upon mighty looms made of rock the Nymphs weave

purple garments a wonder to behold." ^

Although

their origin is similar to that of the river-gods, art

respected their charm, and always represented the

spirits of springs as entirely human maidens.

In monuments of the pure Hellenic style, the Nymphs
have no special attributes. Nothing distinguishes them

from the Horai or the Charites. On the bas-reliefs of

Thasos, dating from the first half of the fifth century,

they might be confused with the Charites, were it not

for an inscription which points out as Nymphs the

young women clad in the Dorian peplos or diploidion,

and bearing fillets and flowers. The same confusion

is possible in looking at the Attic ex-votos representing

the god Pan in a grotto, opposite a group of three

•

Odyssey, xiii., 102 and following.
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young women, led by Hermes, dancing, and draped in

long veils. These have been variously described as

the daughters of Cecrops, the Horai, and the Charites.

But the habitual association of Pan with the Nymphs,
rustic deities like himself, allows the recognition of

these figures as those of the goddesses of springs.^

In the Homeric hymn to Pan, they are the companions
of the god. "The Orestiad Nymphs follow him with

secret tread to the deep spring, and join their sounding
voices with his voice. Echo answers them around

from the top of the high mountains, in the tender

meads where the crocus and the sweet-smelling

hyacinth mingle their blossoms in the tufted grass ;

while the god, his shoulders covered with the skin of

a lynx, blood-besprinkled, dancing now and again,

takes his place in the measure, proud at heart of the

re-echoing joy."
^

The Nymphs compose an impersonal group, but the

divinity of a particular source is often separately repre-

sented. The coins of S3Tacuse show the head of the

nymph Arethusa, surrounded by fish, according to the

regular type used for river-gods. A bas-relief at

Naples (fig. 90), representing the nymphs Telonnesos,

Ismene, Kykais, and Eranno, as well as the Charites,

no doubt refers to the goddesses of particular springs.

But in studying the type, such peculiarities as this

may be disregarded. The Nymphs were at first com-

pletely draped, but later it was usual to represent them

half draped only over the lower part of the body.
Sometimes in the quite late days of art, they hold in

' See Pettier, Bulletin de Corr. Hell., 1881, p. 349 and following.
* Homeric Hymn to Pan, xviii., 19-25.
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their hands a shell or an urn whence flows water.

Grasco-Roman art multiplies the statues of the Nymphs,
who are often worshipped as the divinities presiding
over hot springs.^ It is not uncommon to see them

grouped three together on bas-rehefs used to decorate

Nymphcea, or erections over the source of a fountain or

a hot spring.

'

Mommsen, Inscriptiones Regtti NeapoUtani, No. 3513.

14



BOOK III.

THE GODS OF THE EARTH.

CHAPTER I,

GAIA AND CYBELE.

Gerhard " Ueber das MetrOon zu Athen, und iiber die G5tter-Mutter

der Griech. Mj'thologie," in the Akad. Abhandhingen ; A. Conze,
"Hermes Kadmilos," Arch. Zeitimg, l88o, taf. 1-4, p. l; Carl

Curtius, Das Metroon in Athen,

From very early times, the earth was personified by
the Greeks as a deity, under the name of Gaia or Ge.

In the Hesiodic Theogony, this goddess is one of the

primeval elements of the world. She it is who, by the

action of Eros, is joined in marriage to Chaos, and so

becomes the mother of Ouranos, or the Heaven. By
him, again, she becomes the mother of the monstrous

brood of Titans. Underl3'ing all these legends is the

grand poetic conception of the never-ending fertility of

the earth, always present in the Greek mind
;
Gaia is

the universal mother, the most ancient of divinities,

who nourishes upon her soil all living things.^

But long established though the worship of Gaia is,

in mythology she only occupies a subordinate place,

and it would seem that her character of primeval

' Homeric Hymn to Gaia, xxx.
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goddess was too general and too complex to present

a well-defined outline such as the artist asks. Little is

known of the early images used for her worship. It

is probable that she was represented seated, as she

appeared in a statue seen by Pausanias in the sanc-

tuary of Demeter at Patrae. Perhaps Panofka^ is right

in identifying with Gaia certain terra-cotta images

representing a seated female deity, wearing a polos,

from which falls a long veil. Sometimes this goddess

holds a child pressed against her breast, and enveloped

in the folds of her drapery. In this case, she may be

Ge Kourotrophos, the fostering goddess, who had a

sanctuary on the west slope of the Acropolis of Athens.^

But though little is known of the cultus images of Gaia,

the goddess appears in scenes where her functions as

Chthonian deity are marked by an interesting point of

detail
;
she is shown only half length, with her bust

rising out of the ground. She is thus represented in

vase-paintings and on bas-reliefs representing the birth

of Erichthonios, the father of the Attic race, the earth-

born hero. Gaia, with a wealth of luxuriant and

flowing hair, half rises from out the depths of the earth,

and presents the child to Athena. She is depicted in

the same fashion, rising out of the earth, in scenes of

the Gigantomachia. In the later times of art, she is

distinguished by the turreted crown around her brow.

On the other hand, the huge Titans, sons of Gaia,

offer a subject constantly treated in plastic art. The
reader has already seen that the struggle of the gods

'

Panofka, Term-cotten des K. Museums zu Berlin, pi. i., 2, 3, and

pi. ii.

*
Pausanias, i., 22, 3.
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and the Titans, or the Gigantomachia, is a common

subject for large sculptural compositions, suitable for

the decoration of buildings used for religious purposes.^

In this way the development of the type of the Titans

in art can easily be traced. Artistic tradition seems,

as time went on, to have perpetually emphasized the

monstrous character of these sons of the earth.

On the oldest monuments, such as the pediments
of the Treasury of the Megarians at Olympia, and the

metopes of the most southerly of the temples at Selinos,

the Titans have the form of men
; they fight, as Hesiod

says,
"
shining in the brilliancy of their armour, and

brandishing long spears."^ By the fourth century,

upon the bas-reliefs of the frieze of the temple of

Athena Polias at Priene, they are winged, and their

bodies end in serpents' tails, covered with scales.

Later still, in the frieze of the great altar at Pergamos,

the theme is developed by the sculptor with an extra-

ordinary richness of imagination. Among the Titans,

who are fighting against the company of the gods, are

some who look like youthful heroes
;
for instance, in the

group where Athena appears, Gaia is appealing to the

compassion of the goddess on behalf of a young Titan

in human shape (fig. 91). Others, with enormous

wings, raise against the gods the serpents' heads in

which their limbs terminate; while others, again, have

the head and chest of a lion, or the head of a bull
;

others the scales of a fish. The dramatic feeling and

the somewhat theatrical taste of the successors of

Alexander, suggested to the sculptors of the frieze

an infinite number of combinations of shape, by which
' See book i.,

ch. i., p. 35.
*

Theogony, 185.
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they might represent the monstrous nature of the

sons of the Earth, who are on the point of being

defeated by the gods. The victory of the gods over

the Titans is the triumph of order over the natural

forces, violent and unorganized, which were at work

within the bosom of the earth at the creation of the

world.

In another form, Cybele, like Gaia, is the deified

earth.
-^ But her origin is unlike that of the primeval

goddess. The mother of the gods, the great goddess,

is an Asiatic goddess, and the centre of her worship

was at Pessinus,^ at the foot of Mount Didymus, where

the Phrygians celebrated occult rites to the sound of

drums and cymbals, with all the raptures of a pas-

sionate mysticism. The worship of Cybele, early

brought into Greece, there received official recognition.

Athens had a temple of the Mother of the Gods, known

as the Metroon, adorned with a statue of Cybele,

executed probably by a pupil of Pheidias, Agoracritus.

The Phrygian goddess found her chief worshippers

among the populace. Ex-votos and inscriptions show

the great favour with which her worship was regarded

by the sailors and the foreigners who frequented the

Peiraeus.

Ex-votos in relief,^ and votive statuettes,
— such, for

instance, as the Louvre figure, which comes from the

Metroon in the Peiraeus,
—

reproduce the regular type of

the goddess. On an Attic ex-voto (fig. 92), from the

' She is confused with Rhea, whose legend is given in the Hesiodic

Theogony.
-
Livy, xxix., lo, ii.

'
Stephani gives thelist. See Dtr AtisriihetideHerak/cs, p. 6S. See

also Conze,
"
Hermes-Kadmilos," in the Ardi. Zeitimg, 1880.
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Berlin Museum, the Mother of the Gods seems to be

represented as in the cultus statue of Agoracritus

Fig. 92.
—Cybele, votive relief (Berlin).

Seated on a throne, wearing on her head the high

stephane from which the veil falls, she holds in one

hand a cup, and in the other the flattened drum, or



2l6 GREEK MYTHOLOGY.

cymbal, used in the rites in her honour
;
a lion lies

at her feet. Sometimes her statue is placed in a

little building representing a temple. Elsewhere, as

on a terra-cotta ex-voto found on the Ionian coast

and now in the Sabouroff collection at the Hermitage,

the artist has surrounded her with persons who com-

pose her train : a Silenus, a young Kadmilos pouring

out the wine of libation, dancing women, and a row

of wild beasts, these latter symbolizing the royal

sway exercised by the Mother of the Gods over all

living nature. In the monuments of art, the type

of Cybele admits of no variation involving any great

alteration. She always has the developed figure of

mature womanhood, and the expression of her face is

majestic and calm. Clad in the long robe and veil,

she wears the stephane, or the high headdress of the

matronly goddesses, called the calathos. In Graeco-

Roman sculpture the artist gives her for headgear the

turret crown, and the lion is her invariable attribute.

Connected with the worship of Cybele is that of

Attis, the young Phrygian shepherd, represented in the

Asiatic legend as the lover of the Mother of the Gods.

But the figure of Attis was not in favour in the art of

Greece proper during the best period ;
and if the Greek

artist has to introduce him into an ex-voto, the bar-

barian character of this foreign god is diminished, and

his origin is only indicated by details in his costume,

such as the Phrygian cap and anaxyrides.^ It is not

till the Roman epoch that representations of Attis are

common. That was a period when the populace was

' See an article by M. Max Collignon, on " Bas-reliefs Grecs Votifs

de la Marciana," in Monnnmits Grccs de I'Ass. des Etudes Grecqries, 1881.
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passionately interested in the mystic and disquieting

emotions aroused by the worship of the youthful god,

the victim of mutilation imposed by Cybele in a fit of

jealousy, dying in the bloom of youth, and subse-

quently brought back to life. Graeco-Roman art is

fond of representing him. Attis is soft and effeminate

in figure, his drapery only partly covers him, and he

leans languidly upon the shepherd's crooked stick which

recalls his pastoral origin. Near him is a pine tree, on

the branches of which are hung the cymbals, the flute,

and the drum,—all the noisy instruments of the worship

of the Mother of the Gods.



CHAPTER IT.

DEMETER AND KORE (CERES AND PROSERPINE).

Ovcrbeck, Griecliisclie Ktinstiuythologic, ii., book iv.,
" Demeter und

Kore;" Fr. Lenormant, article "Ceres" in the Didionnaire dcs

Andqiiite's Grecques et Romaines ; Mannhardt, "Demeter" in the

volume of Misccl/aucoiis Essays.

§ I. Type of Demeter and Kore in Art.

To the Greeks the chief earth goddess was Demeter.

Her reb"gious legend was inspired by the conception of

the inexhaustible fertility of the earth and the mystery

of the yearly germination of the seed. A beneficent

goddess, it was Demeter who taught men, through the

instructions of Triptolemus, the uses of agriculture ;

it was she, as Thesmophoros, who instituted marriage.

But the most important of the myths of Demeter is that

of the rape of Kore, her daughter ;
the disappearance

of the young goddess, and her periodic re-appearance

upon the earth, represented in vivid and poetic imagery

the yearly renewal of nature, and the suspension of all

vegetable life during the winter time. The sadness of

Demeter, bereft of her daughter, and the mournful search

to which she devoted herself, gave a touch of passionate

tenderness to the expression of Demeter
;
her mother-

hood is her distinctive feature. At the same time the

deep moral significance belonging to her ritual helps to

give great dignity to her sacred figure.
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At first the representations of Demeter were rude

xoana. In Phigaleia, in Arcadia, a strange xoanon of

the black Demeter (Melaina) presented a combination

of monstrous shapes ;
the goddess had the head of a

mare surrounded by snakes. Such was the respect for

local tradition to which this image was due, that an

FJg. 93.
—Demeter (terra-cotta figures).

iEginetan sculptor, Onatas, was commissioned to repro-

duce in marble the old wooden statue which had been

destroyed by fire. It is probable that the xoana of

Demeter usually represented her seated, and an old

type of Demeter may be recognised in a series of

terra-cotta figures found at Haghios Sostis, on the site
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of Tegea^ (fig. 93, a and b). Most of them are of

rude workmanship, and show the goddess seated,

wearing the polos, and covered with necklaces and

jewels. There is the more reason for giving the name
of Demeter to these rude figures that about the same

time another terra-cotta was found, of later workman-

ship, showing the plastic type after it had attained its

complete development, as it was conceived by the

artist of the severe school of the early years of the fifth

century. The characteristic marks of the goddess are

the lofty cylindrical headdress (polos) adorned with fully

expanded flowers, the veil falling upon her shoulders,

and the poppy in front of her. The same calm and

solemn pose is to be seen in the terra-cottas of ^gina
and Magna Graecia

;
and it may be inferred, with pro-

bability, that the cultus statues during the archaic period

reproduced a similar type.

The art of the fifth century emphasises the matronly
character of Demeter by representing her with the fully

developed form of a woman who has borne children.

The fine bas-relief of Eleusis, marked by a severe

simplicity of style still more conspicuous owing to

unmistakable traces of archaism, affords the best

example of the type of Demeter in the period imme-

diately preceding Pheidias. The two goddesses, seated

on stools close to each other in the east pediment of

the Parthenon, have been called Demeter and Kore
;

but the attribution is so doubtful that no statement

as to the type of either mother or daughter can be

based on it. A sculptor who lived about the hundred

and second Olympiad (368 b.c), Damophon of Messina
'
Fr. Lenormant, Gaz. Archcol., 1878, p. 42.
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Fig. 94.
—Demeter (Vatican).

represented the two great goddesses in a group placed
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in the temple of Akakesion in Arcadia. Probably the

fourth-century artist modified the type current in the

fifth century b.c. by giving to Demeter's face a pathetic

expression. Praxiteles made statues of the goddess

more than once : in a group with Kore and lacchus for

a temple at Athens, and again in a group of the principal

Olympian gods, as well as in the group known as the

Katagotisa, which represented one of the episodes in

the myth of the rape of Kore.

The type of Demeter, as finally determined by art,

offers more than one point of similarity with that of Hera
;

but it is, nevertheless, distinguishable by the gentler

and more human aspect of Demeter
;
the divine element

is less strongly insisted upon, and consequently some
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doubt has been cast on the propriety of regarding as

Fig. 96.
—Demeter of Cnidus (British Museum).

Demeter certain statues which have been so considered.
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The presence of the well-known attributes of the god-

dess, such as the polos, the torch, the wheat sheaf, or

the pig, is the best proof that the figure is really that of

Demeter. Speaking generally, the existing marbles

may be classified under three heads. To the first class

belong the statues of which the colossal Demeter in the

Vatican (fig. 94) is the most complete specimen. The

goddess is standing, leaning on a sceptre, clad in the

Dorian chiton
;
often she wears neither veil nor calathos,

and her hair is held only by a fillet or a stephane.

Probably cultus statues suggested this type, which is

also a favourite with the carvers of ex-votos (fig. 95).

In another class of monuments, such as the statuette of

the Palazzo Doria, and a statue now at Tunis,^ the

goddess is veiled, and holds an ear of corn. A third

group consists of statues, so far few in number, of

Demeter seated
; among these the fine statue found by

Sir C. T. Newton at Cnidus most deserves attention

(fig. 96). The type of the face, framed by the folds of

the veil, is refined and delicate, and the expression of

sadness stamped upon it suggests that the artist followed

the tradition of Praxiteles. The tradition recalls the

Homeric Hyniu, where the poet introduces the goddess
worn out with exhaustion after the fruitless search for

her daughter :

" There seated, with her hands she held

her veil before her face
; long silent and plunged in

grief she stayed upon that seat, saying no word, and

giving no look to any ;
but unable to smile. . . . She

sat, consumed with sorrowing for her daughter, the

deep-girdled maiden." ^
It is possible that the head of

1 Overbeck, Atlas of Kunstniythologte, pi. xv., fig. 23.
* Homeric Hytnn 192 and foil.
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a veiled woman, brought back from Apollonia in Epirus

by M. Heuzey, and now in the Louvre/ belonged to

a figure of the same type as the Demeter from Cnidus.

A head of exactly the same type from the Sabourofif

collection is in the Berlin Museum.

Among the terra-cotta figures from Greek burying-

grounds, and particularly from the tombs of Tanagra,

there is frequently to be found a veiled woman, seated

or standing, in whom archaeologists are tempted to

recognise Demeter, But though this type, as more

probably explained, represents a woman and not a

goddess, there seems every reason to see Demeter in

certain series of terra-cotta figures which may, without

much hesitation, be identified with her.

Without indulging unduly the tendency to mytho-

logical symbolism, it is reasonable to see in certain

figures found at Peestum and in other Greek cities

representations of Demeter Kourotrophos the Nurturer

(the type is not distinguishable from that of Ge Kouro-

trophos). The goddess, seated on a throne, holds a

child wrapped in the folds of her veil. These images

belong to the class of ex-votos, and recall at once the

special protection extended to mothers by Demeter,

and the function which legend assigns her as the sacred

foster-mother
; according to the Eleusinian tradition she

brought up the young Demophon, son of her host

Keleos, and she was likewise the mother of lacchus.

Another series of terra-cottas, the meaning of which

is less doubtful, show a veiled goddess with her hands

upon her breast
; only the bust is represented, and

' L. Heuzey, Recherches sur les Figures de Femtites Voi/ecs dans fArt

Grec, in Monuments decs de I'Ass. des Etudes Gircqites, 1873.

15
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seems to rise from out of the ground. These engraved
busts seem to refer to the character of Chthonian goddess
which Demeter undoubtedly possesses. As has been

said, art is fond of representing the earth gods only

from the waist upwards, as though appearing for a

minute from out of their subterranean realm. In these

cases Demeter would seem to be figured in her capacity

of sacred guardian of the tombs of the dead.

But though the type in art of Demeter is sometimes

not very clearly defined, that of Kore is even less precise,

and Demeter's daughter is less easily to be recognised

by any personal characteristics than by the individuals

with whom she is associated. There is no doubt of her

identity when she appears beside Hades, under the

name of Persephone, or Pherephatta, with her head

veiled, as if she were a Hera of the lower world. On
the other hand, when she is represented outside the

realm of the dead, wherein during a third yji the year

she shares the rule of Hades, her individuality is less

distinct. On Sicilian coins, for instance, the type of

Kore has much similarity with that of Demeter; the

delicacy of profile, the gentle expression, the crown of

wheat ears round the hair, are features common to both

the great goddesses. Archaic terra-cottas represent

them both seated, and exactly similar. A marble statue

found at Cnidus, the archaism of which is more affected

than genuine,* represents Kore with the high calathos

and the veil gathered tightly round her form
;
one of

her hands holds a flower against her breast. But in

later times art succeeds in finding shades of difference

to distinguish Kore from Demeter, by giving her a

' Sir C. T. Newton would see in this a work of the fourth centurj'.
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more youthful and slender figure, a less matronly aspect,

and a simpler headdress. Thus vase-painters, while

keeping the long torch and the ears of corn which

Demeter also carries, give Kore for headdress a fillet

instead of the calathos.^ The statue of the Museum at

Naples in the Sala di Giove, shows Kore as a young

girl holding a sheaf of corn, in the pose of Demeter,

but of a much more slender build than the elder goddess.

Figures of Kore alone are not common
;
she more often

appears in scenes taken from the conjoint mythology
of the great goddesses.

§ 2. Myths of Demeter in Art.^

The principal centre of the worship of Demeter was

Eleusis. The mysteries there celebrated reached such

a degree of importance from the sixth century onwards

that they may be looked upon as the highest expression
of the religion of the ancient world. This is not the

place to summarise the lengthy controversies to which

the study of the mysteries has given rise.^ The problem
is not near solution, and archaeologists can only conjec-

ture what were the rites in which the faithful pilgrims

participated who left Athens and followed the holy way
to the entrance of the Eleusinian sanctuary, the plan of

which is now laid bare. It is at least probable that the

ceremonies known only to the initiated included some

sort of scenic representation. The episodes in the story

of Demeter were enacted in a series of moving scenes
' See fig. 95.
"
Besides the books already referred to, see Gerhard,

" Ueber den

Bilderkreis von Eleusis," in the Akad. Abhandhaigen.
* See the interesting chapter in M. P. Decharme's Mythologie de la

Grece Antique, p. 364,
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before the eyes of the onlookers, and acting vividl}'

upon their imaginations. Amid these legends the story

of the rape of Kore held the foremost place. The

different stages of this myth are familiar from the poetic

tale in the Homeric hymn. Kore, playing with her com-

panions in the fields of Enna, and "
plucking the rose

and the crocus, fair violets, the iris and the hyacinth

flower," is carried off by Aidoneus or Hades,
"
who,

in spite of her struggles, caught her up into his golden

chariot and bore her off, though she lamented and called

with loud cries upon her father, the son of Kronos, the

highest and most mighty lord."^ The second act of

this sacred drama consists of the sad wanderings of

Demeter in search of her daughter. The reader need

hardly be reminded how Zeus consented to send Hermes

to bring back Persephone ;
how she, having unwittingly

tasted some seeds of a pomegranate, is obliged by the

bidding of Zeus to stay through the winter as the com-

panion of Hades
;
how in the end Demeter is appeased,

and consents herself to escort her daughter back to the

realm of Hades.

Such a legend as this, which lent itself to representa-

tion in the temple of Eleusis by pictures alternately

sombre and brilliant, showing now the regions of the

lower world, and then again the brilliant light of

Olympus, furnished art with subjects for dramatic

scenes. The rape of Kore is constantly treated.

Praxiteles had represented it in a bronze group, in

which the Athenian master must have found scope for

the display of all the resources of his genius, skilled

as he was in portraying the more passionate emotions

' Homeric Hymn to Demetet-, iv., 11. 1-21.
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An Alexandrine painter, Nicomachus, took the scene

as the subject of one of his pictures. It is a striking

fact that the same scene is found on a large number of

coins, such as those of Nysa, Sardis (fig. 97), Cyzicus,

and Hierapolis, and it is possible that the coin engravers

were reproducing a great work of sculpture. The

subject also appears in vase-paintings, but the most

complete series of scenes is to be found in the carvings

of sarcophagi. It is easy to understand how in the days

of the Roman Empire the idea of a second birth and

a future hfe found happy

expression in such allegori-

cal compositions as this.

Thus, on several sarco-

phagi
—

such, for instance,

as those in the Hall of the

Muses in the Vatican and

in the Palazzo Ricasoli at

Florence—different scenes

from the myth are often

grouped within the frame

of the relief, representing,

Fig. 97. -Rape of Persephone
(coin).

as if in so many successive pictures, the plucking of

the flowers (ai'doXoyia), the rape of Kore, and the

departure of Demeter mounted upon a chariot drawn

by dragons, and hastening to seek for her daughter.

The popularity of this allegory in Roman times is

attested to this day by the paintings at Ostia and the

tomb of the Nasones.

The return of Persephone to the light of day under

the escort of Hermes is less often represented, but at

least one instance must be referred to. The fine vase
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painting here given (fig. 98) shows Persephone still half

within the region of the dead, and welcomed to the

upper world by Hecate in the presence of Demeter.

The artist has followed the current version of the story,

though in one of the Homeric hymns it is Demeter

herself who goes to fetch her daughter.^

In his group of the Katagousa, only known from

Pliny's description,^ Praxiteles no doubt represented

one of the latest stages of the myth ;
the work probably

served to balance the group of the rape. The reconsti-

tution of the Katagousa is the subject of an ingenious

paper by M. Heuzey, who would see reminiscences of

the composition of Praxiteles in several terra-cotta

groups from Tanagra.' But fascinating as the theory

is, it seems doubtful whether the Athenian master

would have represented Demeter carrying Kore, and the

Tanagra figures more probably represent the games of

some girls at sport. The scene of the rape, in which

the chariot of Hades was conspicuous, suggests that

something similar would appear in the second group,

and it is tempting to believe with M. O. Rayet that

Praxiteles represented Demeter carrying Kore back to

Hades on a chariot by her side. In ever3^-day life the

bride was thus taken on a chariot to the house of the

bridegroom.

When her sorrow is appeased, Demeter loads man-

'

Orphic Hymns, xli.

*
Pliny, N. H., xxxiv., 69 :

" Fecit . . . et ex sere pulcherrima opera :

Proserpinae raptum, item Catagusam."
3 L. Heuzey,

" Recherches sur un Groupe de Praxitele d'apres les

Figurines de Terre-Cuite," Gas. des Beaux Arts, 1875. ^^^ *-*• ^^yet,

Monuments de I'Art Antique, 1st edit. Figurine de Tanagra, col-

lection Lecuyer.



232 GREEK MYTHOLOGY.

kind with benefits. Before leaving Eleusis she entrusts

to Triptolemus the ear of wheat which is to make

fruitful the fields, and enjoins upon him the task of

spreading abroad among men this precious gift. The

main illustration of the myth of Triptolemus in art is to

be seen in a long series of vase-paintings, one of the
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finest of which is the cyHx by Hieron, in the British

Museum, of which a fragment is reproduced in fig. 99.

Triptolemus wears a long chiton and himation, and is

seated upon a winged chariot drawn by snakes. In

one hand he has the sheaf of wheat, the kindly power
of which he is about to teach to man

;
with the other

he holds out a cup to receive the sparkling draught

that Persephone pours out for him. This was one

of the favourite subjects with the inhabitants of Attica,

and in treating it the potters of the Kerameikos were

only representing a popular legend well calculated to

flatter Athenian patriotism. It was Triptolemus, so

the story went, who first discharged at Eleusis the

functions of priest of the great goddesses. In Athenian

art he is always the Grain-giver ; only in Alexandrian

days, when he took upon him in Egypt the functions

of Osiris, did he become the typical ploughman—
"
Uncique puer monstrator aratri." ^

' De Triptokmo Aratore, Genethliacon Gottmgense.



CHAPTER III.

DIONYSUS (BACCHUS) AND HTS TRAIN.

Fr. Lenormant, article on Bacchus in the Dtcttonnaire des Antiquites

Grccques et Ronmincs ; article on Dionysus by Thrsemer in

Roscher^s Lexicon.

§ I. Dionysus.

The son of Zeus and Semele is one of the latest

gods in the Greek Olympus. In the Homeric poems

his place is not yet well marked among the Hellenic

gods ;
he is somewhat of a stranger, but yet Lycurgus,

who contends with him, is "abhorred of the immortal

gods."^ His worship, Asiatic in origin, was probably

brought into Greece by way of Thrace
;

it came first

to Boeotia, where Thebes became the cradle of the

legend, and then into Attica. The importance of the

worship of Dionysus in Attica is well known
;

it is

intimately connected with the development of poetry,

dithyrambs, comedy, and tragedy. But in the be-

ginning the worship of Dionysus was very simple ;

he was the wine god, honoured chiefly by the vine-

growers of Attica ;
in the rustic festivals in which they

smeared with lees the rude image of Dionysus there

was not any trace of the mystic and passionate

raptures which later made up an essential element

in the Dionysiac religion. This orgiastic element did

'

Iliad, vi., 130-40. The passage is probably a late interpolation.
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not develop until about the sixth century under the in-

fluence of Thrace and the Lydo-Phrygian religions, and

it was the entry into Greece of a new Asiatic worship

of Dionysus which supplied Euripides with the subject

of his tragedy of the Bacchce. When the god entered

Thebes on his way from Lydia, he looked like a

stranger. The graceful languor of his gait and his

effeminate costume betrayed his Asiatic origin. "They

say that there has come from Lydia a stranger, an

attractive impostor, whose hair is fair and curled, and

his head scented, and his black eyes have all the charm

of Aphrodite."^ The new arrival brings in his train

a following of bacchantes, who with him have left the

heights of Tmolus, near Sardis. Crowned with "flower-

ing bunches of the evergreen ivy, with oak-leaves and

pine," they make the mountains echo to their cries,

and leap
"
through the valleys, over torrents and rocks,

carried away by the madness inspired in them by the

god." The magnificent lines of Euripides reveal the

ecstatic and impassioned character of the new religion,

which was enthusiastically taken up by the women of

Greece, when Oriental mysticism invaded Greece in

the practices of the Dionysiac religion.

The transformations which deeply affected the very

spirit of the worship of Dionysus can only be briefly

touched upon here, but some account of them is

necessary for understanding the type of the god in

art. Art indeed reflected them faithfully, and worked

hand in hand with religion. The earliest images of

the god stood in close relation with the old conception

of the Greek Dionysus, the god of the vinedresser.

'

Euripides, Bacch., 233.
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These were herms, surmounted by a bearded head,

often painted with vermiHon; round these posts twined

the ivy or the vine. Vase-paintings have preserved

the appearance of these herms, often dressed in striped

Fig. lOO.—Xoanon of Dionysus and Maenad
dance. Cylix by Hieron (Berlin),

Vase by Hieron

(Berlin Museum).

stuffs, which for a long time were the countryman's

favourite image of the gcd. The ancient xoana de-

scribed by Pausanias must have been of this type.

No better instance could be selected than the vase-

painting in fig. 100, from a cylix at Berlin, signed by
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Hieron. On the obverse is the figure of Dionysus,

merely a draped post surmounted by a head. The

robe of the figure is elaborately decorated, a fashion

of which Hieron seems to have been fond. From the

bust and neck of the god issue vine branches, on

which are suspended circular objects of uncertain

meaning ;
round his neck he wears a garland of dried

figs, which symbolize purification. In front of the

xoanon is an altar flecked with blood; on it no doubt

sacrifice has just been made. Round about it dance

the Maenad worshippers : some carry the thyrsus, one

plays the pipes, another the krotala,

another brandishes a kid, but all are

dancing in lovely gracious rhythm, a

circular chorus broken in part, into

a succession of contredanses. Attic

vase-painting has no more perfect

bit of composition than this ritual Fig. loi.—Head of

Dionysus Ccoin).
scene. :/ k j

Archaic art is only acquainted with one type of face

for the god of the vine, that of the bearded Dionysus,

the Pogonitcs, represented in the full vigour of manhood.

The coins of Thasos and Naxos (fig. 10
1), show the

characteristic features of the head, the long hair crowned

with ivy, the silky and abundant beard cut to a point ;

on vases of the severe style he wears the tunic falling

to his feet, and the himation (fig. 102). The centre

of the Hieron vase (fig. 102), already discussed, is a

good instance of this type. Dionysus bearded, with

luxuriant hair, and ivy wreath, carries a splendid vine

branch in his left, a thyrsus in his right. He listens,

well pleased, to the piping of a snub-nosed, horse-tailed
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satyr. Such, in all probability, was the type repro-

duced by Alcamenes in the chryselephantine statue of

the god made for one of the sanctuaries at Athens.^

This statue may possibly appear on the co'ns of Athens,

Fig. 102.—Dionysus and Satyr (centre of Hieron cylix)

where Dionysus is shown seated in the attitude usually

given by the sculptor to cultus images.

Under the influence of the Lydian legend the old

archaic type assumed an effeminate character. The
words put by Euripides into the mouth of Pentheus

'

Pausanias, i., 20, 3.
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are applicable to the later figures of Dionysus Bassareus.
" The long flowing locks that spread lovingly over thy

cheeks are not those of an athlete, and that dehcate

white skin of thine was never exposed to the ardour of

the sun."^ But though the type of the face still recalls

that of the old images, some touches in the costume

show an effeminate care for detail
;

the long tunic

developed into the bassara, or robe of the women of

Asia
;

the hair was confined by the Oriental mitre,

and the features wore an expression of languor. This

type survived in art even in later times. It is thus

that Dionysus was figured in the series of bas-reliefs

which represent him entering, full of wine, into the

house of some mortals, doubtless his priests, to take

his seat at the banquet. The most marked of the

statues of this class is the Vatican statue (fig. 103),

known as the Indian Bacchus, which is to be dated

certainly not before the time of Alexander. The wide

draperies and majestic pose give Dionysus the appear-

ance of an Asiatic monarch.

In the fourth century, under the influence of the

tragic poets, the new Attic school created an entirely

different type which eventually prevailed. Nothing can

be more unlike the Dionysus of the older vase-paintings

than the Ephebe, almost feminine in figure, and standing

in an attitude of indolent indifference, who is from this

time on represented by sculpture. The pointed de-

scription by Callistratus of a statue of Dionysus, due

to the chisel of Praxiteles, shows plainly the part of

the Athenian artist in this alteration of the type; he

was a young man, "in the bloom of youth, soft and
'

Euripides, Bacch., 455.
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Fig. 103.
—Dionysus (Vatican).

voluptuous, as Euripides drew him in the Bacchae."

•
Callistratus, Statitce, 8.
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His head was crowned with ivy and vine leaves, and

he leaned upon a thyrsus. The Greek orator specially

dwells in carefully chosen words upon the brilliant and

inspired glance of the god, and this certainly was one

of the characteristics of his expression. In the tradition

inaugurated by Praxiteles, Dionysus wears a curious look

of enthusiasm and melancholy combined, as though he

were himself filled with the feelings which he arouses.

A sculptor such as Praxiteles, skilled in the representa-

tion of the most complex motions, must have brought
out vividly the species of bewilderment induced by the

Bacchic frenzy. This later type of Dionysus is the

one most commonly reproduced in the statues in modern

museums, which differ from one another chiefly in

details of costume or attitude. A marble figure in the

Louvre (fig. 104), formerly in the Chateau Richelieu,^

shows the god absolutely nude, according to the usual

practice of the sculptor; the languid pose, and the

feminine aspect of the head, shaded, as it is, with vine

and ivy, and framed with long flowing curls, are the

most characteristic points in the series of monuments
of which the Louvre statue is a specimen. The variety

in dress makes but little difference in the plastic type
of Dionysus. Sometimes the god wears only his

fawnskin, or his pantherskin, tied carelessly round

his shoulders, and his delicate feet are protected by
the high boots called endromides. On other occasions

the fawnskin is worn over a short linen tunic, which

half conceals the full and ror.nded lines of his figure;

this is the dress Dionysus wears in the bas-reliefs of

the Gigantomachia of Pergamos. Further, there are

'

Frdhner, Sculpture Antique, No. 217.

16
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Fig. 104.
—Young Dionysus (Louvre).

statues, like the Munich one, where the lower part ot
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the body is concealed under the folds of a mantle.

The usual attributes of the god are the thyrsus,

surrounded with leaves, and surmounted by a fir-cone,

and the panther caressing him after the fashion of

a dog.

The scenes in the life of Dionysus capable of sup-

plying subjects for representation in art are very
numerous. His double birth, first from his mother

Semele, and afterwards from the thigh of Zeus, is

constantly portrayed on gems and vases. An elegant

marble bowl in the Museum of Naples, adorned with

reliefs by Salpion of Athens, shows a scene from the

childhood of the god ; Hermes, followed by Satyrs

and maenads, brings him to the nymph Nysa, who is

surrounded by mystic personages symbolizing the

initiatory rites. When Dionysus has grown older, and

travels all over the world as his wandering spirit

suggests, his journeys are rich in adventures, and these

incidents are multiplied by local tradition. Captured

by Tyrrhenian pirates, he suddenly reveals his godhead
to them, and changes them to dolphins ;

this scene is

represented on the charming frieze of the monument 01

Lysicrates. Vase-painters occasionally treat subjects

from the legend of his love for Ariadne at Naxos, but

the favourite scene in art is the final one of the story,

the sacred marriage of Dionysus and Ariadne beneath

a bower of ivy, or upon Olympus in the midst ot

other sacred couples.

In his distant journeyings the god visits the furthest

ends of Asia : "I have left the fields of Lydia, so

rich in gold, and the lands of the Phrygians ;
I have

crossed the burning plains of Persia, and the cities of
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Bactria, and the fearful land of Media, and of Arabia

the blest, and all Asia washed by the salt sea with its

strong and populous cities where Greeks and barbarians

mingle together."
^ This triumphal journey has furnished

the subject for a curious vase-painting^ of the best

style ;
the god, dressed in the Oriental fashion, advances

seated upon a dromedar}', preceded and followed by

Lydian women and by Phrygians in striped garments,

playing upon the lyre or the tambourine. The vase

seems to illustrate the lines of Euripides above quoted.

§ 2. The Followers of Dionysus :
—Satyrs—

SiLENI—MiENADS—ThE GoD PaN—ThE CeNTAURS.

A. Rapp,
" Die Manadcn in dem Griechischen Cultus, in der Kunst und

Poesie" (R/tciii. Museum, 1872) ; Wieselcr, ZJfPrtx^ etPaiiiscisatqHe

Satyris Corniitls, 1875; Sidney Colvin, "On Representations of

Centaurs in Greek Vase-Painting" {Journal of Hellenic Studies,

1880); Mannhaidt, Wald %ind Feldkulte.

In the train of Dionysus follows a noisy company ;

around him are grouped mythological personages of

inferior rank, representing in different forms the intense

vigour of physical life. In the first rank come the

Satyrs. At first they are no more than the savage

and superhuman beings which popular fancy supposes

to inhabit mountains and forests; then, owing to an

affinity with the god, they enter into his train, and

become his regular companions. Their type in art

results from a combination of human and animal

nature ;
their bodies end in the tail of a horse, their

noses are snub, their profile savage, their ears are

'

Euripides, Bacch., 15 and following.
2 Monuinciifi Inediti dell' Inst., t. i., pi. L, A.
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straight and pointed like those of goats. Their fore-

heads are bald, and their beards are long and

flowing. The lines of their bodies are sometimes

excessively hard and dry, and sometimes, as might be

expected in a lascivious and wilful race, puflfy and

effeminate, thus betraying a love of drink and sensual

Fig. 105.
—

Satyrs (vase-paintirg).

instincts. Hesiod paints their moral nature in a stroke

or two when he says,
"
They are a cowardly race, and

good for nothing."
^

The type briefly described above was long maintained

in art. The Marsyas of Myron, of which the Lateran

'

Quoted by Strabo, 1., x., 3, 19.
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Statue is a good copy, is a satyr of the thin and nervous

kind, with a tufted beard
;
and the bronze Marsyas of

Patras, now in the British Museum, belongs to the

same class. On the vases of the old style (see fig. 105),

as well as in later vases, this tradition was observed,

and the satyrs are almost always bald and bearded.

Few subjects are more commonly treated by vase

painters, as they find in the usual occupations of satyrs

an inexhaustible store for fancy to draw upon. These

joyous companions of Dionysus, with their restless

and active temperament, are always in action
;
some-

times they chase nymphs, as on the coins of Thasos,

where the engraver has done full justice to the animal

side of their nature
;
sometimes they play the flute, or

in the Dionysiac rout join their fantastic capers with

the orgiastic dancing of the Maenads. Athenian

comedy helped to popularize them
;

their cowardice

and animal instincts supplied a comic element to the

satyric drama of Athens. In the Cyclops of Euripides,

Ulysses calls them in vain to help him in piercing the

red-hot stake into the e3^e of Polyphemus ; they hesitate,

and then run away.

Vase-painters, not being obliged to submit to the

same conditions as sculptors, delighted in representing

satyrs in the traditional way ;
but in the fourth century

a plastic type of satyr was conceived, in w'hich the

animal side was very much diminished. The statue

by Praxiteles, which Athenseus calls the "Satyr of the

Street of the Tripods,"
^
is known from description, and

is possibly echoed in the statue (reproduced in fig. 106)

known as the Faun, or more correctly the Satyr,
'

Athenseus, xiii,, p. 591, B.



DIONYSUS (BACCHUS) AND HIS TRAIN. 247

Fig. 106.—Faun of the Capitol.



248 GREEK MYTPIOLOGY.

of the Capitol.^ He has nothuig brute-hke about him,

only his pointed ears and the fawnskin worn slantwise

recall his origin; his careless attitude and slender

figure give him the grace of an Ephebe. This new

type of the satyr, young and entirely human, was

reproduced incessantly in art with every kind of

variation, from the utmost refinement to the most

complete realism. Usually the only characteristics

borrowed from animals are the fleshy glands beneath

the chin, the shape of the ears, and the little sprouting
horns. It is impossible here to give any list, however

brief, of the innumerable monuments representing

satyrs in every imaginable attitude. Some instances

only can be mentioned. The youthful Satyr of

Herculaneum (fig. 107) represents a favourite motive,

that of the satyr sleeping lazily, as is natural to one

of his pleasure-loving type. In the older satyrs sleep

is induced by drunkenness, as is the case with the

colossal Munich statue known as the " Barberini

Faun." ^ Stretched on the skin of a beast, with mouth

half open and frowning brow, he sleeps the heavy sleep

of drunkenness
;

his coarse face, with its thick and

pouting lips, strikingly embodies mere animal existence.

The tipsy Satyr of the Naples Museum belongs to the

same family, but he has not yet been overcome by wine.

In fits of laughter he flings back his head, and snaps
his fingers with delight.

Side by side with the satyrs in the train of Dionysus
were the Sileni, but their mythological origin was quite

different. As spirits of springs and fountains they

' There are replicas at Munich, in the Vatican, the Villa Borghese, etc.

Brunn, Bescheibnng der Glyptothek, No. 95.
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Fig. 107.—Satyr of Herculaneum (Naples),

belonged to the Asiatic element of the religion of
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Dionysus. Marsyas, for instance, who is usually called

a satyr by Greek writers, was a Silenus according to

the Phrygian legend ;
he was the personification of

the little stream Marsyas which flows near the town of

Apamea Celaense, on whose banks grew the reeds from

which the Phrygians made their flutes. But when the

Sileni were introduced into Greek mythology in com-

pany with Dionysus, they lost their original character
;

their dignity disappeared by degrees, and they ended

by being indistinguishable from the satyrs. Hellenic

art gives them a comic aspect ; they are older sat3TS,

with fat and hairy limbs. Their regular attribute is

the skin full of wine. The fine bronze of Naples

(fig. 1 08), which serves as support to a tripod, repre-

sents a Silenus of the usual type, reeling under the

influence of wine. Often these comrades of Dionysus

wear a species of fitting vest of fur, recalling the

goatskin in which the Greek peasant was enveloped ;

and so clad the Silenus presents the appearance of a

being more like an animal than a man. This was the

costume worn upon the stage by the actor playing

Silenus Pappos, as is shown by a curious vase-painting

representing the preparations for a comic play.
^

Besides this the actor wore a special mask over his

face, and this is often copied by workers in terra-

cotta.^ These properties helped to make up a comic

type, which must have been very like some of the

plastic representations of Silenus Pappos ; among others

may be mentioned a fine marble, found near the

' Monnmenti Incditi delV Inst, di Coirisp, Arch., vol. iii., pi. xxxi.

- Several of these masks are reproduced and described by

M. Cartault in Terres Cuites Antiques de la Collection Lecuyer.
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Fig. 108.— Silenus (Naples).
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Fig. 109.
—Silenus carrying Dionysus (Vatican).
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Dionysiac Theatre at Athens, in which the artist has

taken special pains over the thick fur of his Silenus.

But the vulgarity of the figure vanishes when Silenus

appears in art as the foster father of Dionysus.

The statues in the Louvre, the Vatican (fig. 109), and

in Munich, represent him as a man of mature age,

bearing in his arms the young god with an expression

of fatherly interest
;
his strong limbs have lost the fat

which usually gives him a comic aspect.

Very different names have been given to the female

persons who appear in the company of Dionysus ;

Meenads, Thyiades, and Bacchantes are constantly

confused, and it is difficult to distinguish between

these types in art. The chief characteristic of the

Bacchante of Scopas, possibly reproduced on the

reliefs of the marble vase carved by Sosibios, is the

impetuous energy of her action. In the numerous

scenes representing the train of Dionysus, the

Bacchantes are women with long, disordered hair,

clad in trailing garments and fawnskins, waving
the thyrsus, or playing upon the cymbals, or the

flute, as, for instance, in a bas-relief from Naples

(fig. no). Art, however, sometimes emphasizes the

Thracian origin of the Maenads by bestowing on

them a distinctive dress ; they appear in the garb
of huntresses, with short chitons and laced boots,

recalling in some points the type of Artemis the

Huntress.* But it would be a mistake to attempt to

classify very definitely the various personages of the

train of Dionysus. The artist's fancy has no limits

' See the article by Dr. P. Knapp,
" Msenaden auf Vasenbildern,"

Arch. Zetfung, 1879.
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and delights in the creation of a whole world of

imaginary beings, embodying the noisy joys and vivid

sensations born of the Bacchic frenzy. On a line



DIONYSUS (BACCHUS) AND HIS TRAIN. 25 5

vase in the Vienna collection, Dionysus is surrounded

by beings who are the offspring of mere imagination :

Oinonoe is drunkenness, Hedyoinos is the sweetness

of wine, Komos represents the Dionysiac chorus and

the abandon of the excited revel.

The god Pan is often to be found among the

Fig. III.—Hermes and nymphs in cave of Pan, GallipoU relief

(Vienna).'

satyrs and Sileni, as he is closely united with the

usual companions of Dionysus, owing to his nature

as well as to his character of rustic deity. But the

little goat god, son of Hermes, a special favourite

' This illustration is, by kind permission of the Council, reproduced

from the Journal of Hellenic Sttidics.
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with the shepherds of Arcadia, had his distinctive

functions, and his origin was quite independent of

the wine god. He was the guardian of the flocks,

and delighted in sheltered spots in the midst of rocks,

or by the side of streams. After the Persian war

he had a precinct set apart to him in a cave in the

north-west rock of the Acropolis. A goodly list of

ex-votos show him in his cave with Hermes, playing

on the syrinx while the nymphs dance.

One instance of this class is given in iig. ill, a

relief found at Gallipoli, and now in Vienna. The

scene is represented as taking place within the arch

of a cave, doubtless the cave of Pan. Pan himself

is perched on the rock to the right ;
he sits cross-

legged, and is playing on his pipes. Beneath him

is an altar. The main design is occupied by the

three nymphs, who, led by Hermes, dance about

the altar. He leads them just as a Greek youth

nowadays leads the syrtos at many a rural festival.

Pan, the piper, was ever the " dear delight
"

of the

nymphs.
His art type is even more closely connected with

the animal world than are the satyrs; his legs are

those of a goat, and he has horns upon his narrow

brow, which is half covered by his short and shaggy

hair. The animal aspect of Pan is strongly expressed

in the Greek coins of Panticapaeum, which bear on

the obverse a head of Pan with a brutal and savage

expression.^ No less characteristic is a bust in terra-

cotta, in the Museum of the Archaeological Society at

' R. S. Poole, Catalogue of Greek Coins—The Tauric Chcrsomiese,

p. 4 and following.
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Athens/ which shows considerable ingenuity in com-

bining the features of a man with the head of a goat.

The same Museum contains a charming statuette in

which Pan, with his wicked yet kindly old face,

and his shaggy legs, has donned a himation, which

he has carefully folded about him in his attempt to

become a respectable Athenian citizen.

The statues that have been preserved are mostly
of late date, and reproduce the type just described,

which underwent very little modification, save that

of constantly increasing coarseness, in its transition

from Hellenic to Grseco-Roman art. The statue in

the Louvre (fig. 112) shows the god Pan with his

regular attributes
;
sometimes he is occupied in teach-

ing the art of flute-playing to the young Olympus.
The Arcadian god ended by becoming a mere secondary

spirit, half human, and subject to the law of death.

The reader probably knows the curious story told by

Plutarch,^ how in the reign of Tiberius, a sailor who
chanced to be on the water by the island of Naxos,
heard a mysterious voice call the Egyptian pilot,

Thamous, and charge him to proclaim everywhere
that

" Great Pan was dead." This strange story, told

by Plutarch in all good faith, illustrates the change

undergone in the mythological character of Pan during
the last days of Paganism.

Although the Centaurs have their own legends they

may be linked with the train of Dionysus ;
for in a

period when art no longer regarded mythologic fact

'

Furtwaengler,
" Biiste Pans in Terra-cotta," Mitlh. des Arch. Inst.,

1878, pi. viii.

^
Plutarch, De Defect., Orac, 17.

17
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Fig. 112.—Pan (Louvre).

they were constantly represented among his followers.
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This is not the place to consider the different traditions

current concerning the Centaurs, nor to discuss their

meaning.^ The legend recorded by Pindar explains

their descent, and makes them the children of Ixion

and Nephele; but a careful consideration of the moral

and physical characteristics assigned to them by art

and poetry alike, leads to the possible conclusion that

in these mythological beings is to be found a very early

personification of the savage inhabitants of Thessaly.

Even in the Homeric poems they were described as

creatures covered with hair, of brutal appetites, and

savage appearance. Archaic art embodied this con-

ception with its usual vigour. In the oldest works of

art, the Centaurs were half animal in form
;
the hind

quarters of a horse were in some way attached to a

human body. The Centaur represented in this fashion

upon the chest of Cypselus caught the attention of

Pausanias, who says,
" All his legs were not those of

a horse, but in front he had human legs."^ This

type is known from archaic monuments, among which

may be mentioned some pendants found in the necro-

polis at Camiros, and a bronze statuette found at

Athens in the substructure of the old Parthenon. In

the fifth century the type of the Centaur in art was

perfected, and he henceforth kept the human shape

only to the waist, from which point sprang the body
of a horse. Artists, however, did not forget the primitive

type which continues to appear on vases of the best

style. It is possible that the designers of vase paint-

' See the article "
Centauri," bj/ M. de Ronchaud, in the Did. dcs

Ant. Grecqites et Rouiaincs.
^
Pausanias, v., 19, 7.
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ings intended in this way to mark the difference between

the savage nature of some Centaurs and the gentler

instincts of others, who maintained the look of men.

But it is not easy to determine this question. At the

same time it may be noticed that the vases of later

i.\ c

Fig. 113.
—

Centaur, Cheiron (vase-painting).

Style sometimes assign the older type to Cheiron, the

wisest of the Centaurs, the master of Achilles. M.

Heydemann^ v^ould recognise Cheiron in the Attic vase

shown in fig. 113, where it will be seen that the

artist skilfully conceals, under the folds of a short

'

Griccliisclie Vasenbilder, pi. vii., I.
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mantle, the necessarily uncouth point of junction of

the two forms. Cheiron is represented as a huntsman

carrying hares fastened to a pine branch.

In plastic art from the fifth century onwards the

later type is persistently retained. A favourite topic

with the artist was the story of the struggle of Theseus

and Peirithoos with the Centaurs at the wedding of

Hippodameia. The outline of the story is indicated

in the Odyssey :

" Was it not wine which in the palace

of great-hearted Peirithoos led astray the famous

Centaur Eurytion when he came to the feast of the

Lapiths ? Overmuch wine subdued his wits, and in

his madness he did shameful deeds within the palace.

Keen wrath fell upon the heroes
; they arose, and with

the sharp bronze did they cut his ears and nostrils,

and drew him out of the portals, all blood-stained,

with venom in his heart. And from that time . . .

was there war kindled between men and the Centaurs."^

This struggle supplied sculpture with a subject rich in

variety of episode and in dramatic contrasts between

the attitude of the Greek heroes and the disordered

movements of their opponents. In the fifth century

it was treated by the artists who executed the frieze

of the so- called Theseion, the metopes of the Parthenon,
the eastern pediment of the temple of Olympia, and

the frieze of the temple of Phigaleia. This last men-

tioned work offers admirable examples of the pure
Greek type of the Centaur, with his head with its

animal expression, his long beard, his muscular hind

quarters, and thin delicate horses' legs. The beast-

like aspect of the Centaurs is strongly brought out
'

Odyssey, xxi., 295 and following:.
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1-ig, 114.—Youthful Centaur (Capitol).
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by the sculptor of the pediment at Olympia ; nothing
more full of life can be imagined than the Centaur

who is dragging off the young Greek maiden. After

the battle of Centaurs and Lapiths the most common

subjects are the carrying off of Deianira, the visit of

Herakles to Pholos, and the combat of Herakles

against the Centaurs at the foot of Mount Pholoe.

But these appear more frequently in vase-paintings

than in sculpture.

As art in quest of novelty sought to reconstruct

the old subjects of Greek mythology, the type of the

Centaur felt the influence of the development. Zeuxis

painted a Centaur mother suckling her child, and in

later times the Pompeian painters joined the Centaurs

with the Loves, and represented both in Dionysiac
scenes. In sculpture Centaurs were represented as

single figures, as being subjects well suited to exhibit

technical skill, which had by this time become the

distinguishing merit of every artist. Two contem-

poraries of Hadrian, Aristeas and Papias, executed

the young Centaur of the Capitol (fig. 114), with a look

as festive as a satyr. The names of the same artists

appear upon the Old Centaur subdued by Love, now
in the Capitol, but of which there is a replica in the

Louvre. Such mannerisms as these mark the distance

of the space which separates these works from the

vigorous conceptions of the Parthenon and the temple

at Olympia.
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THE GODS OF DEATH.

Alf. Maury, "Du Personnage de la Mort et de ses Representations
dans I'Antiquite et au Moyen Age," Revue Archcologique, 1st series,
vol. iv., 1847-8; Julius Lessing, De Mortis Apud Veteres Figura,
1866; C. Robert, "Thanatos," Programm.znm Winckelmannsfesie,
1879; J. E. Harrison, "The Descent into Hades," in Myths of the

Odyssey ; E. Rohde, Psyche, 2nd edition.

The form in which the imagination of the Greeks

conceived and expressed the idea of death varied

considerably at different periods. As compared with

the naive descriptions of epic poetry, the artistic

representations of Death in later times show a suc-

cessful attempt to present the hateful figure in a

softened aspect. The theory of archaeologists of the

eighteenth century was carried too far, and cannot

be altogether accepted ; Lessing refused to believe

that the Greeks could have represented Death in

plastic form at all.^ But there is no doubt that in

the best period Greek art avoided horrible figures,

such as were the terrific creations of epic poetry.

' G. E. Lessing, Wie die Alten den Tod Gebildet, etc., 1769.
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In this respect the art of Etruscan tombs, in its

choice of sombre and repulsive subjects, showed much

more respect for the figures begotten by the fancy of

the old Greeks, than did the Greek art of the fourth

century b.c. So, too, it is in the earliest monuments of

Greek art, and the vases of the older style, that the

best representations of these figures must be sought.

The object of the next chapter will be to show by
the help of art the most clearly defined of the types

by which the Greeks represented the idea of Death
;

it has not been found possible to adhere absolutely

to chronological order in the treatment.

§ I. The Keres. Thanatos (Death).

The spirits who dealt to man the fatal blow were

the Keres.^ In epic tradition the Keres personified

at the same time both destiny (Motpa) in general

and the supreme destiny of death, but the description

of them chiefly suggests the idea of the destructive-

ness of death in its most striking aspect. The Keres

"of Death that stretches man in the tomb"^ are re-

presented with wings on their feet and shoulders, with

black or bluish-coloured skin, and hideous countenance.

Hesiod describes them as flying over the field of battle,

"grinding their white teeth, with horrible hungry, blood-

stained eyes," fighting for the fallen warriors. "All

were eager to drink the dark blood. When they

seized a warrior lying upon the ground, or who had

' For the representations in art of the Keres, see de Witte, Antiali

delV Inst., v., p. 311 and foil., and article " Keres "
in Roscher.

^
Iliad, viii., 70 : 5vo Kjjpe TavTjXey^o^ Oavdroio.
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just fallen thereon, they dug their huge talons into

his flesh, and his soul departed to Hades, into the

frozen Tartarus."^ Polygnotus seems to have been

inspired by some such description in the painting

decorating the Lesche at Delphi. Among the cha-

racters of the Nekyia is an image of all that is most

repulsive in death, the demon Eurynomos, "who
devours the flesh of the dead, and leaves only the

bones."^ He is "in colour a blackish blue, like the

flies that settle upon meat
;

" he shows his teeth and

gnaws his prey, seated upon the skin of a vulture.

But this gloomy personage must be looked on as an

individual creation of Polygnotus, and never seems to

have passed into popular art.

The Keres seem to have been chiefly familiar in

quite early days ; but, on the other hand, the type of

Thanatos, the image of Death, continued to develop

during a period of some length, and traces of it are

to be found even in the funeral symbolism of the

Romans. Thanatos is Death itself Twin brother of

Hypnos (Sleep), he was, according to differing legends,

son of the Night or of Gaia. On the chest of

Cypselus, Thanatos and Hypnos are represented as

two children, one white, the other black, borne in the

arms of Night. But such naive symbolism as this

was soon given up by the artist, who in scenes

borrowed from the epic cycle represented the brothers

as winged genii. In the sixteenth book of the Iliad^

when Sarpedon has been slain by Patroklos, Zeus

'

Hesiod, Shield of Herakles, 249 and foil.

^
Pausanias, x., 28.

*
Iliad, xvi., 671.
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bids Apollo summon Hypnos and Thanatos,
" the twin

brothers,"
" the swift convoy," to take up the body of

his son and carry it back to Lycia, and there lay

it in the grave. This scene is represented on several

vases. On a black figured amphora in the Louvre,

and a fine red figured bowl bearing the signature of

Pamphaios and now in the British Museum, the two

genii are beardless and of the same age, thus following

the tradition of Homer. Both are completely armed,

and carry the sword and spear. It is possible that

the wearing of armour alludes to the pitiless character

ascribed by Hesiod to Thanatos, the god "with iron

soul and brazen heart, that knows not pity, neither

lets go whom he has seized."^ If Hypnos is himself

regarded as the god
" who subdues all," the god who

lays mortals low,^ and is so conceived in art, the idea

is usually carried out by representing both spirits

naked and unarmed, whether they are bearing away
the corpse of Sarpedon, or, following a later version,

are lifting in their arms the body of Memnon, son of

Eos, to carry him back to ^Ethiopia.

The figures of Hypnos and Thanatos are, however,

not only found in scenes representing myths, but they
occur on the white lekythi of Athens, where the sub-

jects are closely connected with popular beliefs. These

monuments are of great interest, as showing how com-

pletely the Athenian genius had succeeded by the fourth

century in divesting the image of Death of all its terrors.

The reader probably knows the fine lekythos repre-

'

Thcogony, 758 and foil.

^ This theory is suggested by Dr. C. Robert in his article on

Thanatos, p. 13.
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senting the interment of a youthful woman b}^ Hypnos
and Thanatos/ Another lekythos, in the British

Museum (fig. 115), shows the two genii in their most

characteristic aspect. Both are depositing at the foot

of a stele the body of a young man clad in his armour.

Thanatos, wearing a beard, looks like a man in the

prime of life; from his shoulders spring two long

wings and the upper part of his body is covered with

fine plumage. Hypnos, on the other hand, is young and

beardless. On the Athenian lekythi Death usually

wears the aspect of a man of ripe years, while Sleep is

a youth. It would be difficult to find a more delicate

means of expressing an idea familiar to literature. A
curious fragment of Eukleides of Megara, preserved

by Stobseus," describes Hypnos as a youthful spirit,

prompt to take flight ; while Thanatos is an old man,

growing grey, blind, and deaf, whom none may escape.

The poetical conception which made Thanatos the

elder brother of Hypnos, as though Death were but

a prolonged sleep, easily brought about a confusion

between the two spirits. The confusion became

complete in the Roman sarcophagi, where the spirit of

Death was in truth no other than the spirit of Sleep,

represented as a winged boy seeming to sleep, or leaning

upon an overturned torch. But though it is impossible

to follow out the development of the type to Roman

days, it should be remembered that the gradual toning

down of horror in the figure of Death is altogether

Greek. On vase-paintings Thanatos is a kindly spirit,

and his image is in complete harmony with the repre-

' Ma)tuel d'ArcIi. Grecque, p. 310, fig. 1 19.
^

Florilegiiiiu, vi., 65.
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sentation of funeral steles, where the feeling evoked is

one of peace and rest alone. The bystander is reminded

of the prayer in the Philodetes of ^Eschylus, calling upon

Thanatos,
" who only is the physician of incurable ills,

for no pain any more reaches him who is dead." ^

§ 2. The Harpies and the Sirens.

Cerquand, Etudes de Mythologie Grecque ; Schrader, Die Sirenen

(Berlin : 1868) ; J. E. Harrison, Myths ofthe Odyssey, "The Sirens,"
and Journal of Hell. Soc, vi., 19.

Side by side with the direct personification of Death

must be set such mythological beings as the Harpies
and the Sirens, who belong to the allegorical part of

Greek religion. Their functions, however, are not ex-

clusively funeral in character. In poetic tradition the

Harpies, often called the daughters of Typhon, are the

image of the whirlwind, and in that capacity may be

associated with the spirits of storms. The Sirens, on

the other hand, have their part in the story of Ulysses.
It is on the sea-shore that popular belief placed them,
and so in some sort they may be regarded as goddesses
of the sea. But in spite of the modifications they have

undergone, the Harpies and Sirens had a common

origin and a similar type, and stand in close relations

with the gods of Death.

Their type in art was no doubt suggested to the

Greeks by the human-headed bird which represented

the soul of man in Egyptian art,^ In investing the

Harpies with this form, the Greeks embodied in vivid

'

Frag., 250 (Nauck's edit) ; Dindorf 229.
* See L. Heuzey, Catalogue des Figurines de Terre Cinte dti Louvre,

p. 12.
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shape the conception of the awful maidens,
" the

snatchers," who personified the rage of the whirlwind

and its fatal breath. On the Lycian monument known

Fig. 116.—Fragment from Harpy Tomb (British Museum).

as the Harpy Tomb (fig. 1 16) they are represented as

birds of prey, but of kindly and gentle aspect, with the

heads and breasts of women, carrying ofT in their talons
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the souls of the dead. Elsewhere, on vases and bas-

reliefs, they appear as monuments on the tomb of the

dead man. It is probable that as time went on their

type became purely human, and in this way they grew
to resemble other winged divinities. A good instance

of the Harpy type of winged woman is offered by a

vase from .^gina in the Berlin Museum (fig. 117),

Fig. 117.
—

Harpies, vase-painting (Berlin).

where the inscription Apeirvia may be read by the

side of two winged women advancing in rapid flight ;

the two figures form part of the scene of the slaying
of the Gorgon by Perseus. Gorgons, Harpies, and

Sirens are in their attributes and art form easily inter-

changeable ;
but poetry did not lose sight of their

primitive shape. In Virgil the Harpies are still
" birds

with the faces of maidens
;

foul water drips from off
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Fig. 118.— Siren from tomb (Central Museum, Athens).

their sides, their hands are armed with claws, and their

countenance is ever pale with hunger."
^

'

JEneid, iii., 216.

18
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The idea of the breath of the wind is also to be

found in the conception of the Sirens, but not the

violence of the whirlwind. Theirs is a musical and

harmonious breath, whose charm is fatal to all who

yield to it. Although legend associates the Sirens with

sailors and the sea, their connection with funeral art

recalls the origin of the type. A Cyprian terra-cotta in

the Louvre shows them in a species of tomb, clearly

alluding to a conception similar to that of the Greeks in

later times. These goddesses, with a woman's bust,

ending in the body of a bird, are placed on the funeral

steles of the Greeks, either alone or mingling in scenes

which place their funeral character beyond a doubt. ^

An Attic stele shows a Siren playing upon the lyre

between two weeping figures. Sometimes the Siren

stood on the top of the stele, as was the case with the

marble fragment of Athenian work reproduced in fig.

Ii8; sometimes she was carved in relief on the pedi-

ment. The instruments on which the Sirens play, such

as the lyre, flute, or lute, allude to their functions as

Muses of Death. Thus beside the pyre of Hephestion
were placed the figures of Sirens, made hollow so as to

conceal within them the singers of the funeral dirge.

The small terra-cotta Sirens found in large numbers in

the tombs at Myrrina are represented as tearing their

hair and beating their breast for sorrow.

§ 3. Souls—^The Psychostasia, or weighing of

Souls.

The image of the soul, as has been said, was some-

times placed within the talons oi the Harpies, as upon
'

Pervanoglou, Grabsteine, p. 79.
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the reliefs of the Harpy tomb from Xanthos. Greek

imagination invested the soul itself with a tangible

shape. This is not the place to discuss the question

whether this idea was peculiar to Greece, or what was

the exact nature of the constituents which, in the Greek

fancy, made up the soul.^ All that need be said is that

some representations in art are to be explained by
the special thought which continued to exist in the

popular mind throughout the whole Hellenic period.

The Greeks always regarded the soul, when outside the

body, as a half material substance in the form of a little

ghost, the eidolon, keeping the likeness of the body.'^

In the poems of Homer this idea is expressed with

vivid and unexampled simplicity. The eidolon or
yjrv)(7]

maintains a sort of faded life; the blood poured by

Ulysses into the trench, in the scene of the Nekyia,

attracts these colourless shapes, and when drunk im-

parts to them new vigour. In the twenty-fourth book

of the Odyssey, when Hermes carries off the souls

of the suitors, they follow him uttering little cries,

and fluttering after him. " Even as bats in the depths

of a mighty cavern flutter with shrill cries when one of

them has fallen from the rock to which they all were

hanging together."
^

The representations of the soul on Greek monuments

all start from this half materialistic conception. Vase-

painters show the eidolon as a tiny winged figure, a

miniature reproduction of the dead man. In battle

' See Alf. Maury, Religions de la Grice Antique, i., p. 333 and foil.

* The Greek eidolon has some resemblance to the bai or double of

Egyptian belief. See G. Perrot, Histoire de VArt dans I'Antiquite,

vol. i., p. 129, and foil.

^
Odyssey, xxiv., i-io.
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scenes the winged eidolon, armed like a hoplite, flutters

over the body of the warrior which it has just left. On

vase-paintings representing Hector dragged by Achilles

round the tomb of Patroklos a little armed figure hovers

over the tomb
;
this is the eidolon of Patroklos. A wall

painting, described by Philostratus, showed the souls of

Hippodameia's suitors fluttering round the chariot of

Pelops. Sometimes the soul is carried off by winged

spirits, Keres or Harpies, as on the bas-reliefs of the

Xanthos monument already referred to. In a later

period, during the fourth and third centuries, the

Athenian painters of funeral lekythi give a slightly

different view of the old type of the eidolon. Whether

the scene represented be that of the laying out of the

corpse, or the crossing in the ferry boat of the dead, or

again the fulfilling of the ceremonies beside the stele

(fig. 119), the eidolon of the dead man appears as a

little naked and winged figure, hovering near the tomb,

or over the body of the dead man.

Vase-paintings, recalling scenes from the heroic cycle,

sometimes represent Hermes weighing in the scales of

a balance the souls of the heroes (fig. 120). Pictures of

the Psychostasia, or weighing of souls, are suggested

by the passages in the Homeric poems, where Zeus

weighs the fates of the combatants. " Zeus takes out

his golden scales, and places in them the fates of Death

that stretches men in the tomb, the fate -of Achilles, and

the fate of Hector, the tamer of horses." ^ But while in

the poems of Homer Zeus weighs against one another

the Fates or Keres, in paintings it is the souls themselves

'

Iliad, xxii. 210-14. One of the lost tragedies of ^schylus was

called the ^uxoorao-t'a.
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that are placed upon the scales of the balance. Without

seeking to establish any connection between these

scenes and the similar subjects known to us from the

funeral rites of Egypt, it is impossible not to be struck

by the resemblance. The Psychostasia, indeed, is the

most striking of the scenes of judgment represented in

Egyptian ritual
;
and there it is Thoth, the Hermes of

Egypt, who holds the centre of the balance in the

presence of Osiris, the judge of the Amenthi. But

Hg. 1 20.—Psychostasia (vase-painting).

whereas the weighing of souls is one of the articles of

Egyptian belief, in Greece it bears quite another cha-

racter, and is not one of a number of scenes representing

the progress of the soul in the regions of the lower

world. If the evidence of art is to be trusted, the

popular belief concerning the destiny of the soul after

death was never very rigidly fixed. Official religion

gave no theological dogma on the subject, which art

could take hold of and reproduce regularly, and the sub-



THE GODS OF DEATH. 279

jects carved upon funeral steles are a fertile source of

controversy. But this is not the place to consider the

Greek conception of a future life, nor to interpret the

funeral monuments of the Greeks. The task before us

now is to consider the method in which art, drawing its

inspiration from myths and legends, represented the

pageantry of the lower world, so often called up by
the fancy of the poet.



CHAPTER II.

THE GODS OF THE LOWER WORLD.

Gerhard,
" Die Griechische Unterwelt auf Vas^nbildern," etc., Arch.

Zettiaig, 1843 ^T^ 1844; P. Hartwig,
" Neue Untervvelts

Darstellungen auf Griechischen Vasen," Arch. Zeit., 1884, p. 254,

taf. 18, 19. The three complete Lower Italy vases are published

together by V. Valentin, Orpheus tiiid Heraklcs in der Unterwelt

(Berlin, 1865). J. E. Harrison,
"
Myth of the Descent into

Hades," in Myths of the Odyssey (1882).

§ I. The Lower World.

Mythological tradition concerning the dwelling-place

of the dead underwent considerable alterations, and

was far from being consistent even in the Homeric

poems.
^ In the Odyssey the dead inhabit a dim region,

beyond the stream of Ocean
;
while in the Iliad, Hades

reigns over a subterranean realm, which communicates

by means of passages with the dwelling-place of the

living. The latter version prevailed when poetry had

to become definite in its description of the lower world

in treating of the journeys of Herakles, Orpheus, and

Peirithoos in the home of the dead. Such definite

descriptions supplied distinctive features to the artist,

and enabled him to create a complete group of gods of

the lower world. Pausanias says in so many words

See the article by M. H. Martin on "Les Traditions Homeriques et

Hesiodiques sur le Sejour des Morts, Anintaire de VAssociation des

Etudes Grecques, 1 878.
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that in his paintings at Delphi, Polygnotus followed

the traditions of the Minyad and the Odyssey. Con-

jecture only can be resorted to for the restoration of

the scene of the Nckyia, with which Polygnotus is

known to have adorned the walls of the Lesche. But

the vase-paintings of a later period have made it

possible to realize how Greek art conceived, as far as

the main outline is concerned, the grouping of the chief

gods of the lower world.

These vases are of Graeco-Italic workmanship. The

most important are the Canosa vase, at Munich (fig.

121), the Ruvo vase, at Carlsruhe, and the Altamura

vase in the Naples Museum. They are very interesting,

as they are all derived, with slight variations, from a

common original, which yet has no similarity with the

great composition of Polygnotus. The Altamura vase

is of great importance because, as most of the figures

are inscribed, it enables us to interpret the others.

The Munich vase, in some respects the most com-

plete of the series, is given in fig. 121. In the

centre is a small Doric temple, which represents the

home of Hades. Within it are Hades, or Plouton,

seated on his throne, and by his side his wife

Persephone. The rest of the composition falls, as

is usual with these Lower Italy vases, into three tiers.

At the top, on the right hand, Theseus takes leave of

Peirithoos
;
near them is seated Dike (Justice), with a

drawn sword. Below them are the three judges of

Hades, Minos, ^acus, and Rhadamanthus, or according

to some versions Triptolemus. The top left hand group
is Megara with her two sons

;
below them Orpheus in

Thracian dress plays on his lyre ;
near him a group
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whose names must be left undetermined. Below, the

centre is occupied by Herakles dragging away Cerberus
;

Hermes points the way to the upper world, and a Fury

lights him. To the left Sisyphus upheaves the

mighty rock, and to the right Tantalus in Phrygian

dress seeks to catch the ever receding fruit.
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As has been seen, all these are legendary characters,

and there is no allusion of any kind to the fate of the

ordinary souls, nor to their place in Tartarus, as in the

Etruscan painting of the Tomha delV Oreo at Corneto,

where some tiny figures representing the souls of the

unknown dead are jumping and skipping about upon
the branches of a tree that has lost its leaves.^

It is possible that the Eleusinian mysteries exercised

a certain influence over the representations of the

lower world, and it is certain that the initiation into

the mysteries involved some sort of scenic display, in

which the palace of Hades suddenly appeared,^ But

though the possibility of this influence cannot be

denied, poetic tradition is sufficient to explain such an

artistic conception of Hades as appears on the Lower

Italy vase, where the criminals of fable are grouped

together, and the presence of Orpheus and Herakles

recalls a cycle of well-known tales. Poetry enabled

art to make a selection from among the figures appro-

priate to the lower world, just as after Orcagna Italian

painters draw their inspirations from the descriptions

by the poets of Hell.

But these groups by no means represent all the gods
of the lower world, and they may be supplemented by

investigating in greater detail, and from other sources,

the aspect given by the artist to the figures with whom
Greek fancy peopled the dusky realms of Hades.

' Mon. lucditi dclT Inst., vol. viii., pi. xiii.-xv. See also Helbig,

Aniiali, 1870. The painting bears other obvious traces of the

influence of Greek mythology,
"
See M. P. Decharme, MyUwlogic de la Grcce Antique, p. 364,

and foil.



284 GREEK MYTHOLOGY.

§ 2, Charon.

Belief in the rivers of Hades involved the conception

of a boatman, whose duty it was to ferry the souls

across in his bark. But Charon does not appear till

late either in art or literature. He became one of the

characters of the comic stage at Athens
;
he was in-

troduced by Aristophanes and described by Lucian as

an ill-tempered old man, with a face overgrown with

hair. He seems to have been one of the favourite

figures of popular legends. His image is to be found

upon funeral monuments, which have kept alive the

remembrance of the cherished beliefs of the multitude ^

better than the works of art of a higher class. Charon

is represented on one of the steles of the Kerameikos,

at Athens, and his ferry-boat is one of the subjects

occurring upon the white lekythi of Attica.^ But as

in the case of Thanatos, the repulsive features are very
much softened down, and there is nothing horrible in

the Charon of the Attic lekythi (fig. 122). Clad in a

short tunic, and wearing the high cap of the Greek

sailor, he leans on an oar, standing in the bows of his

boat ready to ferry over the river the dead who are

waiting upon the shore.

A very different figure is that of the Etruscan

Charon, who is conceived as the embodiment of

violent death, and the executioner in charge of the

' Charontas is constantly mentioned in the ballads of the modern

Greeks.
^ See the article by M. Mylonas, Bull, de Corresp. Hell., vol. i., 1877,

p. 39; and for the whole subject see F. von Duhn, "Darstellungen von

Charon," Arch. Zcii., 1885, p.i. But note that the terra-cotta pubhshed
taf. I is now acknowledged to be a forgery.
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punishments inflicted in Hades. ^

Paintings in the

necropoHs of Vulci and of Corneto frequently represent

this hideous being with a grimace upon his counte-

nance, a hooked nose, and a mouth full of huge teeth.

Equipped with a mallet, he is beating his victims, or

torturing them by the aid of a fork or a burning torch.

M.
M^ffJ-irr iC-

Fig. 122.—Charon (Attic lekythos).

Etruscan art, with its love of the horrible, is fond of

representing this image of the demon of Death, who

may be compared with the Eurynomos of Polygnotus.

But the Greek Charon is found only on a few monu-

ments, and then his characteristics are softened.

' See Ambrosch, De Charonte Etrusco (Breslau, 1837;, and J. E.

Harrison, Myths of the Odyssey, p. 144.
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§ 3. Hades-Pluton and Serapis.

Braun, Kunstmythologie ; Muller-Wieseler, Denkmciler clcr Alfeii

Ktaist, ii., Nos. 851-64.

The reason why the ruler of the lower world is less

often represented in the sculptor's art than are the

other gods is doubtless to be found in his mythological

character. Hades, one of whose attributes is the

Kvver), a sort of head covering which makes him in-

visible, is the Unseen God, reigning over a dim world.

He only appears in the light of day in the myth of the

rape of Kore. Thus, setting aside monuments of that

series and vase-paintings representing his marriage

with Persephone, or the general view of the lower

world,^ there are few statues or bas-reliefs in which

Hades can be recognized with any certainty. Vase-

painters portray him in the vigour of age, bearded,

nude to the waist, with much the same general aspect

as Zeus
; but, as will be seen, there is no need for them

to accentuate his distinguishing points, for the scene

in which he appears renders all ambiguity impossible.

Speaking generally, art seems to have conceived him

as a sort of lower world Zeus, and to have given him

a type and attitude suggestive of those of the ruler of

Olympus. He is marked off from Zeus by his more

sombre aspect, his more solid build, the disorder of his

hair and beard, and an expression of something like

brutality. Of all the monuments of sculpture, the

most certain representation seems to be furnished by
a statue of the Villa Borghese (fig. 123). Clad in the

chiton and himation, Hades is seated upon his throne,
' See Welcker, Annali dell' Inst,
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with Cerberus at his feet.^ This copy probably made

UitHt^i^-iiT

Fig. 123.
—Hades (Villa Borghese).

under the Antonines from a Greek origina], has made

' The sceptre and Patera, as well as the hands, are modern
restorations.
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it possible to identify Hades on some other monuments,
where the sullen expression of the face seems pur-

posely exaggerated. Among these are the engraved

gem of which an impression has been preserved by

Dolce, and in particular the marble head of the Chigi

collection, which is looked on by Visconti as the only

antique sculpture of any authority for determining the

type of the god. This fragment, found in the excava-

tions at Porcigliano, is of very careful workmanship.

The untended hair and beard, the sunken eyes and

deeply furrowed brow, carry out the idea that the

Greeks may well have had of the "
pitiless and terrible"

god, as he is called in Orphic poetry.

The same general features were preserved in Etruscan

and Roman art. Owing to the love of funeral sym-

bolism developed under the rule of the Antonines, the

group of Hades and Persephone is constantly repre-

sented upon the bas-reliefs of sarcophagi and on the

paintings of tombs. Hades sits upon a throne, beside

Persephone, in a majestic attitude
;

the lower world

pair are very much like Zeus and Hera, but the head

of Persephone is always veiled. Sometimes, as in the

painting of the tomb of the Nasones, Hades' mantle is

also brought over his head, and so suggests the invisi-

bihty attributed to the god of the lower world. On

other monuments, as, for instance, on a coin of Sardis

of the Imperial epoch, representing the rape of Kore,

the mantle, caught by the wind, curves above the god's

head, and a snake, the regular attribute of the Chthonian

deities, darts beneath the feet of the horses that draw

the chariot.

In Greek mythology, and possibly under the influence
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of the Eleusinian ritual/ Hades is sometimes regarded

as a beneficent god ;
it is Hades-Pluton wlio makes the

fruits of the earth grow. This function of Hades

accounts for the attributes which on several monuments

are placed in his hands
;
such as the cornucopia in some

painted vases at Naples and in London, and possibly

some flowers on a terra-cotta from Epizephyrian

Locri, where some archeeologists have recognized

Hades seated beside Persephone, who holds a cock and

some ears of wheat. But this aspect of the god has

left very slight traces in art, whereas in religious belief

Hades is the formidable god who suggests only the idea

of death.

The reader has already seen the facility with which

the Greek mind assimilated certain foreign gods with

the Hellenic gods. During the so-called Hellenistic

period a divinity of Egyptian origin, Serapis, was intro-

duced into the Greek Pantheon, and borrowed some of

the features of Hades. The worship of this god, very

popular at Alexandria, soon spread rapidly through the

Greek and Roman world, as is proved by monuments

and inscriptions ;
at Delos the foreign deity had his

worshippers, just as had Apollo, the great god of the

island. According to a story recoi'ded by Clement of

Alexandria, the first statue placed in the temple of

Serapis, built in the part of Alexandria called Rhakotis,

was of Greek workmanship. It was a statue of Pluton,

made by Bryaxis of Athens, and brought from Sinope.

The inference to be drawn from this story is no doubt

as Professor Brunn has said, that Bryaxis was the

Greek artist who fixed the type of Hades-Serapis. So
' See Foucart, Bull, de Corr. Hell., 1883, p. 387.

19
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it was during the period when Scopas was at work that

Greek art began to represent this god of indeterminate

character, who partook at once of Zeus and Hades, and

whose mysterious ritual had a strange fascination. The

plastic type of Serapis showed curious combinations.

Some of his busts, such, for instance, as the colossal head

in basalt of the Villa Albani, recall the type of Zeus, but

the expression is less serene
;
on

the other 1 and, certain attributes

seem borrowed directly from, the

Greek Hades. Serapis has be-

side him a sort of Cerberus,

with the head of a lion, and on

either side of the neck of the

lion are the heads respectively

Fig. i24.-Hades (coin), of ^ wolf and a dog. His un-

failing attribute is the modius, or calathos, upon his

head (fig. 124); this is enough to distinguish him

clearly from Hades.

§ 4. The Erinyes—Hecate.

E. Gerhard,
" Die Dreifache Hekate," Arch. Zettung, 1843 ; Petersen,

"Die Dreifaltige Hekate," in the Arch. Epi'graphische Mitth. aiis

(Esterreich, 4th year.

It has been seen that the Erinyes appear in the

general group of the lower world gods, and although

their power is also exercised upon the earth, artistic

tradition constantly places them in scenes from Tartarus.

They are the instruments of the justice of Hades and

the judges of the dead. Under the names of Penalties

(Tloivai) and Madnesses (MaviaC), which latter was

their regular appellation in the Arcadian legends, they
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take part in the punishment of the criminals celebrated

in mythology ; they lash Sisyphus with their whips,

and turn Ixion's wheel. The importance of the Erinyes
in the religion of the Greeks can only be briefly re-

ferred to here
;

the Eumenides ^ of ^schylus shows

them as avenging goddesses, the incorruptible guardians

of moral law. It is probable that art followed dramatic

poetry in investing the Erinyes with a severe and

impressive aspect, the terrible side of which was

gradually softened. But the most certain representa-

tions of the divinities now existing are in vase-

paintings which, being the art of the people, are faith-

ful to the common view, and conceive the goddesses as

objects of terror. In vase-paintings, then, the Erinyes

appear as female figures, wearing short tunics, and

hunting-shoes upon their feet; they look as if they

were keen-footed and swift to pursue. Often they have

long bird-like wings. Snakes are twined among their

locks, and wind around their arms. In the scene of

Orestes tormented by the Erinyes they usually pursue
him with coiled snakes in their hands.

Such scenes as these suggest reminiscences of the

treatment of Greek tragedy ;
but ethical ideas alone fail

to explain the connection of a goddess like Hecate with

the divinities of the lower world, and account must be

made with a certain love of mysticism, largely influenced

by external ideas introduced from abroad. If the lunar

aspect of Hecate only is considered she is closely con-

nected with Artemis
;
and as far as the facts of the

.

' For the agrarian origin of the Semnae or Eumenides and their

peaceful type in art, see J. E. Harrison, Mythology and Monuntents of

Athens, chapter on Areopagus.
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stories are concerned the myths of Artemis and of

Hecate must be grouped together. But in popular

behef, which exercises a much more powerful influence

over art than does the theogony of the learned, Hecate

stands in special relations with the lower world. The
rites of her worship involve magical ceremonies, she

presides over incantations and the calling up of spirits.

Closely bound with the Orphic doctrines, her worship
was very popular in some parts of Greece, and the

oldest images of Hecate are unmistakably cultus

images. At ^gina, where she had many worshippers,

honours were paid to a xoanon of Hecate, the work of

Myron,^ of which the characteristic

points are reproduced upon the coinage

of the island. A coin of JEgina (fig.

125), bearing a bust of Fulvia Plautilla

on the obverse, shows Hecate on the

Fig. 125.—Hecate reverse. The goddess appears in the

(coin of ^gina). ^^^^ ^^ ^ g^^^^ ^-^^ ^^^^^ ^^^^^ ^^^^

up of the union of three bodies
;
the heads wear the

calathos.^ Alcamenes seems to have modified this

type in his Hecate Epipyrgidia, dedicated near the

temple of the Wingless Victory on the Acropolis, and to

have expressed the idea of the triple goddess by repre-

senting three women, possibly leaning against a central

column. This is certainly the form in which the lunar

goddess appears in a series of monuments all coming

from the same original, such as the bronze of Arolsen,

the bronze of the Capitol, and the marbles at Leyden,
'

Pausanias, ii., 22.

^ See a small bronze figure found at^gina. Stackelberg, Grceber der

Hellenen, pi. 72, 6
; J. E. Harrison, Mythology and Monitnients of

Athens, pp. 372-80.
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Munich, and Venice. In this type the attributes of

Hecate are long torches, resting on the ground, fruits,

and a cup ; often, too, the dog, an animal specially

sacred to her, appears beside her. Later art assigns

other attributes to Hecate, and emphasizes her cha-

racter of lower world goddess. In her six hands

she holds short torches, a sword, ke3's, a dagger, a

scourge and snakes. On a coin of Aizani her hair

consists of twining serpents. But sculptors understood

how to combine respect for mythological tradition

with the necessities of art. In the bas-reliefs of the

Gigantomachia, on the Pergamene altar, Hecate, seen

from behind and fighting, looks like a single figure, and

it requires some attention to make out behind the bold

outline of the goddess the two heads and four arms

which the artist has skilfully concealed in very low relief.

It has been shown in the preceding chapters that

funeral monuments,^ during the period ofgood Greek art,

give very little help in the study of the types of the gods
of the lower world, whose images are certainly affected

rather by poetic tradition than by religious belief. It

is not till Graeco-Roman times that they appear upon

sarcophagi, when art sought also in other legends for

scenes that would symbolize a future life. But this is

not the place for dealing with the subject of sarcophagi.

The Dionysiac scenes, for instance, so frequently to be

found upon them, have no connection whatever with the

representation in art of the gods of the lower world.

' For the whole subject of the underworld deities on the Sparta

grave reliefs, and their influence on later Athenian monuments, see

J. E. Harrison, Mythologv and Momtynents of Alliens, chapter on the

Kerameikos.



BOOK V.

THE GODS OF HUMANITY; THE HEROES.

CHAPTER I.

THE GODS OF BIRTH AND HEALTH.

ElLEITHYIA. ASKLEPIOS (EsCULAPIUs) AND HyGIEIA.

Von Sallet, Asklcpios unci Hygieia (Berlin, 1878); W. Wroth,
"Asklepios," Ntimisnmtic Chronicle, ii., 1888, pp. I-51, anAJ.H.S.,

iv., p. 46. For new light cast on the origin of the god by
the excavations at Epidaurus, sec Isyllus von Epidaiirits, by
Wilamovvitz Moellendorf.

The deities who preside over human action form a

separate group. Although the destiny of mankind

depended primarily upon the will of Zeus, certain

secondary powers were regarded as the agents of

the lord of Olympus, and Greek fancy invested them,
as it did the gods, with distinct individualities. Of
these divinities, those who had to do with physical

life were widely worshipped, their ritual was popular,

their images numerous, and their characteristics

marked, if not varied. They did not remain mere

ethical or poetical ideas.

Eileithyia is the goddess who presides over the

birth of men as she does over that of gods. Reference

has already been made to the vase representing the
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birth of Athena
;
the older vases follow the Homeric

tradition, and show more than one Eileithyia. Later

these various Eileithyias are reduced to one person, who
is sometimes confused with other goddesses, and lends

her name to Artemis or Hera. But Eileithyia has an

individuality of her own
;

the goddess of birth has

her sanctuaries, and her cultus images, worshipped by
women. Eileithyia had a temple at Athens, where

the women were wont to congregate. At iEgium, also,

the statue of the goddess was an old wooden image,

to which Damophon, of Messene, a contemporary of

Lysippus, had added a marble head and limbs.^ This

statue is, perhaps, reproduced on the coinage of the

city, where the goddess is shown, clad in a long

robe, holding up her right hand, and grasping a torch.

Pausanias, in the manner of his times, ascribed an

allegorical significance to this last attribute :

"
It is

Eileithyia who brings children forth into the light."

There is but little variation in the type ;
a simple

form is suited to an image meant for popular worship,

and art reserves its powers for gods of another class.

Although Eileithyia early attained to a distinct person-

ality, there is little doubt that, like Nike, she was at

first an attribute of whatever local deity was powerful^

Hera, Artemis Demeter, even Aphrodite, perform the

functions of Eileithyia.

Asklepios,- the god of health, derived his healing

science, according to the later tradition, from his

'

Pausanias, vii., 23, 5.
^ For a different view of the origin of the god, and the development

of his type, see Mytliology and Moimmmts of Alliens, chapter on

Asklepios.
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father Apollo. But though the importance of his

worship grew in Greece, in his famous sanctuaries

in Tricca, Cos, Pergamos, Asklepios was at first

only a hero, and according to one view it was not

till later that he attained to the honours of god-
head. Archaic art once, at least, represented him

young and beardless. In the chryselephantine statue

made for Sicyon, Kalamis followed the old tradi-

tion, and represented him without a beard, leaning

on a staff, and carrying in his hand a fir cone. It

is not certain when the older type, which eventually

prevailed, was first introduced
;

it is, however, this

later type which appears in most of the existing

statues. Otfried Miiller attributes the innovation to

an artist of the Pergamene school, Phyromachos, who
executed a figure of Asklepios, set up in the Nike-

phorion, at Pergamos. But before that date, the

handicraftsmen of the fourth century were famihar

with the classical type of the physician god, as is

clearly shown by the ex-votos found on the site of

the Asklepieion, at Athens. The school of Pheidias,

in creating the ideal of Zeus, no doubt also popular-

ised the new type of Asklepios, which resembles the

type of Zeus rather than any other. In art (see

fig. 126) the god of medicine is a sort of milder

Zeus
;
the expression of his face, sometimes beard-

less, is serene and merciful
;

his mighty breast is

bare, and the himation, thrown across his shoulders,

drapes the lower part of the figure. He rests upon
a sceptre, or a knotted stick, and a snake coils around

his feet. Such is the type reproduced upon the coins

of Pergamos, in the group in which he appears in
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Fig. 126.—Youthful Asklepios,
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conjunction with Hygieia and Telesphoros,^ and in

the Florentine statue, which may be directly derived

from the work of Phyromachos.

M...C.

Fig. 127.
—Ex-voto to Asklepios (Athens).

The ex-votos found in Greece, in particular, during
the excavation of the Asklepieion, at Athens show

' For Telesphoros see W, Wroth, J. H.S., Hi., p. 283.
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the god in very varied circumstances^ (see fig. 127).

Sometimes he is welcoming a family of suppliants who

are advancing to implore his aid and bringing up to

an altar the victims destined for the sacrifice
;

else-

where he is approaching a sick man. On another

series of votive reliefs, the interpretation of which

lends itself to discussion, Asklepios is half reclining

upon a couch, holding a rhyton ;
before him are dishes

arranged on a table, as if he were accepting the feast

offered him by the suppliants, represented in the corner

of the slab. But though the meaning of these scenes

is sometimes uncertain, there is no doubt that they

show the regular type of Asklepios ;
the carvers of

these marble slabs always represent the god as a

bearded man, with a kindly expression.

The secondary personages grouped round Asklepios

can only be briefly mentioned here. The spirit of

convalescence, Telesphoros, worshipped chiefly at

Pergamos, is represented as a child wrapped in a

cloak. The various members of his family are also

represented with Asklepios, as, for instance, on the

relief found at Loukou, near Nauplia,^ where he is

accompanied by the children mentioned by Aristides

the orator.^ First come two young men, his sons,

Podaleiros and Machaon, then the group of the three

goddesses, his daughters, laso, Panakeia, and Aigle,

and behind, in low relief, a goddess, who may
be either Hygieia, or the wife of Asklepios, Epione.

' See the article on the ex-votos of the Asklepieion by M. P.

Girard, L'Ascle'pieion d'A/Iihies d'apres de Re'centes De'convertcs,

p. 97 and foil.

* See O. Lliders, Annali delV Inst., 1875, tav. d'ag., M. N.
^

Oral., vii., 26, p. 79.
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Hygieia is often represented beside the god on ex-

votos as well as alone. She appears as a strong

young maiden, holding in her hand a patera, from

out which a snake is drinking. As the type is not

very clearly defined, the name of Hygieia has been

bestowed with no great certainty on a considerable

number of ancient statues. Among the least doubtful

may be mentioned the Cassel statue, found at Ostia,

and the Vatican statue, the head of which possibly

really belongs to a statue of Athena-Hygieia. Hygieia

was, no doubt, originally an attribute of Athena.

Athena-Hygieia had a statue on the Acropolis, close

to the Propylaea, the basis of which yet remains.^

' See J. E. Harrison, Mythology and Monuments of Athens, p. 389,

fig. 21.



CHAPTER II

THE GODS OF MORAL AND SOCIAL LIFE.

§ I . The Fates—Tyche, Nemesis, the Agathod^emon.

For Tyche see P. Gardner, "Countries and Cities in Ancient Art,"

Journal Hell. Soc, ix., No. i, 1888, p. 47.

The gods of moral life are less characteristically defined

than any other deities. The reason is obvious
; they

are at first regarded by art as mere allegorical figures,

whose meaning is fixed by their surroundings. In the

best period of art, when the love of form was the first

thought of the artist, allegorical figures were extremely

simple. The desire to attract the attention of the

spectator by bringing emblems into prominence arose

later, when the learned art of the decadence took

delight in far-fetched symbolism. Thus it comes about

that the monuments in which the gods of moral life

can be most clearly identified belong mainly to the

Grseco-Roman period.

This idea of the Fates (Moirae) was too abstract to

provide early plastic art with the elements of a clearly

defined type ;
and few monuments of Greek style exist

in which the Fates can be recognised with anything

like certainty. Some archseologists would give the

name of Fates to the magnificent group of three seated

women which fills the right hand angle of the east pedi-

ment of the Parthenon
;
but this interpretation is losing
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ground in archaeological favour, for the three figures at

first supposed to be closely united, are now known to

be separable into a group of two and an isolated figure.

The same reservation of judgment is advisable in the

case of the three women represented on the reliefs of

the Borghese altar. It is a pure conjecture of Welcker's

to call these figures, holding sceptres surmounted by

pomegranates, the Fates.^ A more certain group is that

on the well-known puteal at Madrid. The traditional

group of the three sisters, each with her special attri-

bute, is largely due to the carvers of sarcophagi. Roman

symbolism represented the Fates engaged upon their

appointed task
;

Clotho holds the distaff, from which

is wound off the thread of destiny ; Atropos, standing

beside a globe, reads from the scroll the decrees of

Fate, and Lachesis casts the lot.

Like the Fates, Nemesis is an allegorical figure,

whose divine character developed late
;
the idea of the

wrath of God, which she personifies, is a purely ethical

conception. But Nemesis became a separate divinity>

and had temples of her own, of which the most famous

was the sanctuary of Rhamnos in Attica
;
here she was

represented holding in her hand the branch of an apple

tree, and wearing the Stephanos upon her head. But

if the stories about the Rhamnos statue are to be be-

lieved, her type in art cannot have been very distinctive.

According to Pliny, the statue was the work of Agora-

critus, and originally represented Aphrodite, herself the

eldest of the Fates. The Parian sculptor, failing to win

the prize in a competition, changed his Aphrodite into

' M. FrOhner, on the other hand, would call them Eumenides

{Sculpture Antique du Louvre, p. 6).
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a Nemesis, and sold her to the people of Rhamnos.

According to another version, Pheidias himself made

the statue, and signed it with the name of Agoracritus

out of friendship. One fact at least is certain, that in

the time of Pheidias the type of Nemesis was not yet

fixed. Later, the goddess is characterized by the head-

dress known as the polos and by her gesture ;
her

right hand is held before her mouth, with one finger on

her lips, as though to command silence. Several coins

of Smyrna (fig. 128), belonging to imperial times, thus

represent her upon a chariot

drawn by gryphons, with the

nymph Adrasteia at her side.

Themis, who is sometimes

joined to her, is known only

in vase-paintings.

Tyche, the goddess of For-

tune, is better represented in

art, and at least the origin of

her type is known. One of the

early masters, Boupalos, was

the first to show her wearing the polos, and holding in

her hand the horn of the goat Amalthea, which became

later the cornucopia ;

^ the statue of Boupalos was at

Smyrna. The beneficent character attributed to Tyche

is further emphasized by the epithet Agathe (good)

which was given her.
" Good fortune

" was wor-

shipped at Athens, and in the fourth century the

decrees of the Athenian people were all passed under

her auspices. Praxiteles represented her twice ;
one

of his statues was in a temple at Megara, the other,

*
Pausamas, iv., 30, 6.

Fig. 128.—Nemesis (coin of

Smyrna).
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carried to Rome in later times, was no doubt the one

which was near the Prytaneum at Athens. After the

days of Alexander, Tyche often personified the protect-

ing deity of a city, and the name and place, added as

a distinguishing title, gave her a special sense in each

country. Coin engravers are fond of reproducing

Tyche, whose image is usually on the obverse of the

coin; on the coins of Antioch (fig. 129) the Tyche of

the city appears as a woman crowned with towers,

wrapped in a long veil, and holding in her hand a palm

branch, or some ears of wheat.

This coin type was no doubt

suggested by the statue of the

Tyche of Antioch, the work of

Eutychides of Sicyon, ofwhich

there is a marble copy in the

Vatican Museum. The god-
dess is seated on a rock, an

ear of corn in her hand
;

at

her feet a young river-god

half rises from out the water
—the Orontes, who was represented in the original

group. Such large decorative statues as this suggest
a comparison with the allegorical figures personifying

cities in the present day, and have precisely the same

meaning. But the Greek imagination only produced
them at a late period, when art pandered to a taste for

theatrical display. In the fourth century allegories

were much more simply treated
;
a city or district was

figured as a young woman, with no attributes, the sole

thought of the sculptor being for grace and purity of

outline.

Fig. 129.
—Tyche (coin of

Antioch).
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The Agathodaemon, a species of beneficent spirit, is

often associated with Tyche, and both were worshipped
in common in a small temple at Lebadeia, near the

oracle of Trophonios. But it is difficult to determine

the type in art of the Agathodaemon ; nothing is known

of the way in which Praxiteles represented him, and

of Euphranor's statue all that is known is that in one

hand he held a patera, in the other ears of corn and

poppies. It is probable that he was represented in

sculpture as a young man, perhaps something after the

fashion of the Kairos (Opportunity) of Polycleitus, but

some very late terra-cottas show him in the aspect of

a fat Silenus, having for his attributes the patera and

the cornucopia ;

^ near him is a female figure, whom
Gerhard calls Tyche. But so vague a conception as

that of the Agathodaemon offers no clearly-defined type

to the artist; it would be hazardous to confine him within

the limits of a fixed form, and when he is represented

at all the artist has no guide but his own imagination.

§ 2. Nike (Victory), Eirene (Peace), and
Ploutos (Wealth).

p. Knapp, Nike in der VasenutaUrci (Tubingen, 1876).

The part played by Nike in Greek poetry was not

what might be expected from the frequency with which

she was represented in art. Learned mythologists

included the goddess of victory in the scheme of the

Greek divinities, Hesiod and Bacchylides made her

the daughter of the Titan Pallas, but usually she was

regarded as a sort of attendant or emanation of the

' See Gerhard's essay,
" Ueber Agathodaemon und Bona Dea,' in

the Akad, Abhandhmgen, xii.

20
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great gods, in particular of Zeus and Athena. In

Attic tradition she was often confused with Athena,

whose warlike might she personified ;
her name became

an epithet of Athena, who was sometimes called by

poets Parthenos-Nike,^ and the goddess worshipped at

Athens as Nike was in fact no other than Athena,

Later her individuality grew more distinct
;
she un-

doubtedly had a separate ritual of her own in Roman

Fig. 130.
—Nike (vase-painting).

times, and the inscriptions in the theatre of Dionysus

mention a priest of the Olympian Nike.^ These

transformations are of more interest in the history

of mythology than in that of its representations in

art, and seem moreover to have little effect upon the

type of Nike, which was fixed at an early time. The

'

Menander, Frag., 738.
-

Corp. Inscr. Attic, iii., i, 245.
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goddess was at first represented simply as a youthful

maiden, and the first artist to give her wings was

Archermos, an archaic artist working before the fiftieth

Olympiad (576 B.C.). Thenceforth wings were an

almost invariable attribute of Nike. Kalamis made her

without wings in an ex-voto dedicated by the Messe-

nians at Olympus ;
but that, as Pausanias says, was in

order to imitate the Attic xoanon of Athena Nike.

Owing to her undefined functions, Nike takes part
in scenes of widely diflferent kinds, and is one of the

commonest figures on vases (see fig. 130). She has

a recognised place in subjects drawn from religious

legend ;
sometimes she pours a libation for the gods

assembled on Olympus, and then she is not very dis-

tinct from Hebe
; sometimes again she flies beside

Zeus or Athena in the combat of the Gigantomachia,
and it is she who brings to the victorious Herakles ?

crown and fillets. Moreover she appears in scenes

from the hfe of men, like a sort of female Eros. In

these cases she personifies an actual victory, won in

a gymnastic or musical competition. On a vase from

Nola, for instance, she is pouring a libation before a

tripod in honour of a victorious poet. The same
differences of function are to be found in the represen-
tations of Nike in sculpture, but only the more impor-
tant can be mentioned here. In the chryselephantine
statues of Pheidias she appears as an attribute of Zeus
and Athena, but sculpture often represents her alone,

and her image sanctifies the memory of very real

victories. The people of Messene and Naupactus
dedicated a Nike at Olympus after the aff"air at Sphac-

teria, and German excavations have discovered this
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Fig. 131. -Nike of Samothrace (Louvre).
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statue, the work of Paionios of Mende. The sculptor

represented Nike as a vigorous maiden with long wings,

whose hands, now broken off, no doubt held a crown

and a palm branch
;
the body is thrown boldly forward,

and the modelling of the form is plainly shown under

folds of the drapery driven back against the limbs by
the wind. After the fifth century no modifications

were introduced into the type as treated by Paionios
;

but Nike is not always conceived as a solitary figure.

Just as the Loves are multiplied round Aphrodite, so

several Victories appear in the beautiful bas-reliefs of

the temple of Athena-Nike on the Acropolis at Athens
;

some are leading the bulls for sacrifice, one, in an ex-

quisitely graceful attitude, is loosing her sandal, another

fastening up a trophy. The fine Nike of Samothrace

in the Louvre^ (fig. 131), found at Samothrace, on the

other hand, is a soHtary figure, conceived on much the

same lines as the Victory at Olympia. Erect on the

prow of a trireme Nike steps forward in triumph ;
her

drapery floats round her, blown by the sea breeze,

her right hand held a trumpet, her left a trophy. The
same type appears on the reverse of some coins of

Demetrius Poliorcetes
;
and it is reasonable to suppose

that the Victory of Samothrace was dedicated by the

son of Antigonus after his victory in 306 B.C. In this

case the Louvre statue would be a work of the end of

the fourth century, perhaps belonging to the school

of Scopas. Under the Macedonian kings the image of

' Found in March, 1S63, by M. Champoiseau, French Consul at

Adrianople. See M. Rayet's account, "Victoire, Statue en Marbre

trouvee a Samothrace," in the Mommwiits de VArt Antiqtie, 2nd

edition.
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Nike is constantly reproduced by the coin engraver ;

the symbol was popular with the warrior kings who
divided the realm of Alexander.

In Roman times the ever-increasing love of sym-
bolism gave a type in art to such abstract ideas as

honour, loyalty, and modesty, and these divinities had

their statues and temples at Rome. Greek sculpture

seems not to have represented such abstract ideas,

except in the case of the goddess of Peace, Eirene,

whose individuality was fixed at a very early date.

Originally Eirene is one of the Horai, the daughters of

Themis, and is sometimes found in the troop of Diony-
sus. As the peacemaking goddess, she was worshipped
at Athens, and sacrifices were offered upon her altar.

In the fourth century, an Athenian sculptor, the elder

Kephisodotos, represented her holding in her arms

the child Ploutos, the personification of riches. The

statue stood in the Kerameikos. A copy of the work

of Kephisodotos is to be found in a marble group at

Munich (fig, 132); Eirene appears as a woman clad

in the ancient Greek chiton, and Ploutos no doubt held

the cornucopia,^ which is his attribute on the coins of

Cyzicus, reproducing the group of the Athenian master.

Poetic legend, as is well known, made the god of Wealth

blind, as he appears in the play of Aristophanes. But

late artists allow themselves great freedom in their

treatment of the allegorical god of Wealth
;
sometimes

he appears as a winged boy, and the painters of vases,

who are not afraid of the most subtle devices, give him

for a comrade Chrysos, the personification of gold

itself, also a child. This forms the subject of an

' The urn that he carries in the Munich group is a modern restoration.
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Fig. 132.- Eirene and Ploutos (Glyptothek, Munich).
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oenochoe with gilded ornaments in the Museum of

BerHn.

But it is impossible to follow the Greek artist any
further into the region of allegory, where his fancy
finds infinite scope to disport itself. Every manifesta-

tion of human power might have been represented in

a living form, but such creations have no fixed type,
and so do not come within the subject treated in this

volume; they belong to the debateable ground which

separates mythology, properly so called, from allegory.



CHAPTER III.

THE HEROES.

Article " Heroes" in Rosdiet-'s Lexicon,

The Greeks gave the name of heroes not only to

beings superior to men, sprung from the union of a

mortal woman with a god, or a goddess with a

man, but also to various actual or legendary persons

whose origin was not divine. The group of Heroes

includes the demi-gods, such as Herakles, just as much

as the warriors of the Trojan cycle, or the founders

of the cities of Greece. Every country had its heroes,

and their adventures furnished inexhaustible subjects

for the artist. A study, however brief, of all these

groups of heroes would exceed the limits of this

volume. But among all these legends, while some

have remained the special property of the art of the

handicraftsman, such as the vase-painter, others on the

contrary have supplied suggestions to the sculptor, and

the heroes so treated have a well-marked type ;
it is

this class only that will be treated of briefly here.

§ I. Herakles (Hercules),

Stephani, Der Attsruhende Herakles (St. Petersburg, 1854).

Anything less like the robust athlete so frequently

represented by the school of Lysippus can hardly

be conceived than the Herakles of early art. The
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xoana of the Theban hero show him fully armed like a

Greek hoplite. A Rhodian poet of the seventh century,

Pisander of Camirus, was the first to describe the

vigorous figure of Herakles, as known from archaic

monuments, and give him as attributes the club and

the Hon's skin
;
in earlier days he carried the bow. The

idea may be a pure poetic fanc}', but it is more probable

that the poet of Camirus borrowed some touches from

Oriental monuments. Some of the representations of

the Egyptian god Bes, who appears as a strong and

muscular figure, clad in the skin of

an animal, and holding a lioness,^ may
have supplied certain elements to the

Greek Herakles f on the other hand,

the Phoenician Melkarth, who in his

turn was modified to suit the Greek

Fig. 133.—Herakles hero, may have had originally some
(coin of Thasos). j^fluei^ce on the creation of the type.

But without entering upon what is mere guesswork,

it may be safely asserted that the archaic type of

Herakles was fixed after the seventh century. On

the oldest metopes of Selinos he has not yet got his

regular attributes, and the sword is his only weapon.

But the artist soon gave him a characteristic costume

and a clearly-defined type, known from black figured

vases, coins of Thasos (fig. 133), and the figure of

Herakles shooting the bow on the east pediment of

iEgina. The hero is beardless; he wears the skin

of the Nemean lion, with the head over his brow after

' See the colossal statue found at Cj^prus, Gazette Archeaologiqiie ,

1879, pi. xxxi
'' See Heuzey, Catalogue des Figurines du Louvre, p. 76.
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the fashion of a vizor, the cheek pieces being made

by the hanging open jaws of the beast. Of his original

armour, he often retains the leather jerkin and the sword.

In the fifth century, Herakles is conceived of as a

full-grown hero with muscular limbs
;
he ceases, as a

rule, to carry the bow, and uniformly wields the club
;

at the same time the hero puts off his armour, and

even his lion's skin, and appears wholly nude. On
the Olympian metopes, the sculptor has adopted

this later type, which was only taken up by vase-

painters some time later; for in the best vases of

the severe style .Herakles still wears the lion skin.

Lysippus and his followers designed the type of the

hero as it was finally accepted by art. Ancient writers

tell us of several statues of Herakles executed by

Lysippus, besides the complete group of the Twelve

Labours, which he made for a temple of Alyzia in

Acarnania. The colossal statue of Tarentum, described

by the Byzantine writer Nicetas, represented him on a

seat, covered by the skin of the Nemean lion. Else-

where Lysippus portrayed him overcome by an Eros,

who was despoiling him of his arms
;
and in a third

statue, subsequently taken to Rome, Herakles was

seated holding a cup, as though engaged in feasting :

this was the Herakles-Epitrapezios. The popularity of

the Sicyonian school at the Renascence of Greek art,

which took place about 138 b.c, caused the reproduction,

more or less accurately, of the statues of Lysippus, and

many of these have survived. To mention only the

most celebrated, the Herakles-Epitrapezios' may possibly

' For Herakles-Epitrapezios see A. S. Murray, Journal Hell. Soc,

jii., p 240.
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—Farnese Hercules (Naples).
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have been the protot3^pe of the magnificent marble torso

of the Vatican, which bears the signature of Apollonios,

son of Nestor. Another Athenian sculptor who worked

for Rome, Glycon, seems to have followed Lysippus in

making his
" Farnese Hercules" (fig. 134). He must

have had the same model before him as the artist of

the Herakles of the Pitti,^ at Florence. In all pro-

bability, the Farnese statue furnishes some notion as

to the Lysippean type of Herakles. The vigour of the

hero is shown by his athletic build and the exaggerated

muscular development ;
the small head is set upon an

enormous neck. Leaning on his club, over which is

thrown the lion skin, the hero seems to be resting after

his labours
;
but the anxious expression of the features

shows a certain depression, as if Herakles were over-

burdened by the sense of the fate which decrees for

him the hardest tasks.

The adventures of his life on earth have always

provided endless subjects for art. Even his childhood

was full of marvels, and when he came to man's estate

the expiation imposed on him by the Delphic oracle

obliged him to enter the service of Eurystheus, forced

him to signahse his journeyings through Greece, or in

distant countries, by a never-ending series of feats.

The legend is not purely Greek, but owes something
to the Asiatic east. The originals of several of the

labours of Herakles may be recognised in certain

scenes represented on Phoenician or Assyrian monu-

ments.^ For instance, some hideous dwarfs strangling

' The Pitti statue has an inscription, certainly not genuine, which

describes it as a work of Lysippus.
* See W. Mansell, in the Gazette Arche'ologique, 1879, pp. 1 14-19.
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wild beasts or birds upon Phoenician scarabees or

terra-cottas may have suggested to the Greek imagina-
tion certain episodes in the legend of Herakles

;
and

the same may be true for the Assyrian Izdubar, who

appears upon engraved cylinders, carrying off the lion

he has defeated. Representations of this kind were

carried by Phoenician traders into all the Greek

countries round the Mediterranean
;
and it is easy to

see the material for tales of the marvellous which would

be found therein by the inquisitive mind of the Greeks,
with its love of novelty. Naturally the hero of these

tales would be Herakles, the famous slayer of monsters.

Perpetually enriched from the stores of a lively imagi-

nation, the tale of the Theban hero came to include

adventures of the most different kind
;
the Twelve

Labours only represent a small part, and are a late

classification of the mythographists who have left out

episodes of an inferior class which they call Udpepya
"extra tasks." But though the classification is not

anterior to Euripides, art had been obliged to make a

selection from among the toils of Herakles of the more

important. The scenes figured on the metopes of

Olympus are those classed by mythographists among
the Twelve Labours, and are mentioned by Pausanias in

the following somewhat reversed order :
—

1. The boar of Erymanthus.
2. The combat against the three-headed Geryon.

3. The theft of the mares of Diomede.

4. Herakles and Atlas in the garden of the Hespe-
rides.

5. The cleansing of the stables of Augias.

6. The fight with the Amazon Hippolyta.
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7. The Cerynician stag (see fig. 135).

8. The Cretan bull.

9. The Hydra of Lerna.

10. The Stymphalian birds.

11. The Nemean lion.

j^rCjI'fX.r/' / c

Fig. 135.—Herakles and the Cerynician stag (vase-painting).

The description of the Greek traveller is incomplete,

but German excavation^ has shown that the twelfth

' See Die Ansgrabimgen von Olympia (Berlin, 1877-81) and Die

Funde von Olympia (Berlin, 1882) ; Bstticher, Olympia, gives a

popular resume.
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metope represented Herakles binding Cerberus. Each
of the Twelve Labours has been reproduced over and
over again ; vase-painters in especial delight in illus-

trating these most popular of legends, and sculpture
found in them the subject for great decorative compo-
sitions. To quote one example only : the fight against
the Nemean lion appears on the metopes of the so-called

Theseion at Athens
;

it also formed part of the decora-

tion of the pediment of the Herakleion at Thebes,
attributed to Praxiteles, and was the subject of the

group dedicated to Nicodamos in the Altis at Olympia.^
It would be impossible to count the vases on which
Herakles appears standing over the lion, sometimes

alone, sometimes accompanied by lolaos, and helped by
Athena or Hermes. Another favourite story is the

scene with the Cretan bull, and this is shown in the

metope from Olympia, now in the Louvre, where
the composition is marked by the most masterly sim-

plicity of treatment. Other scenes are less often

reproduced. For instance, there are few examples in

vase-paintings of the combat with the Stymphalian

birds, a fact which gives a special interest to the

amphora of the British Museum ^

collection, lately pub-
lished by M. J. de Witte. Herakles is bringing down
the evil birds with his sling; the birds are represented
as cranes or ibises.

Connected with the Twelve Labours are stories

which have come to be added to the original version.

• The list of bas-reliefs representing it is given by Zoega, Bassirilievi,

ii-) P- 53 ;
ti"*^ the list is not up to date.

2
J. de Witte, "Hercule et les Oiseaux de Stymphale," Gazette

Arche'ologtque, 1876, pi. iii.
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Thus the adventures of Herakles at the court of the

Egyptian king Busiris is an incident of his voyage to

the garden of the Hesperides. The reader no doubt

remembers how the king, pitiless towards all strangers

landing in Egypt, endeavoured to sacrifice Herakles, but

was killed by him. Satiric drama and comedy helped

to popularise the legend, and the vase-painter delighted

in drawing the strange figures of the ^Ethiopians, the

servants of Busiris, trying to bind the Greek hero.

Again, it was while pursuing the boar of Erymanthus

that the son of Alcmena engaged in combat with the

Centaurs of Mount Pholoe. The fight with Alkyoneus,

with Acheloos, with Geras, and the story of Deianira

and the Centaur Nessus, are among the adventures of

Herakles not included in the Twelve Labours, The

reader need hardly be reminded how the death of

Herakles, upon the pyre on Mount CEta, put an end to

the trials of his life on earth, and how the hero, sum-

moned to Olympus, was finally admitted to share the

happiness of the gods. This part of his story is as rich

in illustration as any other. The apotheosis of Herakles,

and his marriage with Hebe, form the subject of many a

vase-painting.^ The hero undergoes a transfiguration :

he receives the gift of immortal youth, and it is as a

young man that he takes his seat amid the Olympians.

But though the scene of his apotheosis was often repre-

sented in art with much dignity, it also offered a subject

for the caricaturist. The Frogs of Aristophanes shows

the grotesque aspect of Herakles in Greek comedy, and

art sometimes drew its inspiration from the parody of

' See J. Roulez, "Death and Apotheosis of Hercules," Annali dell

Inst., 1847, p. 263-78.

21
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the comic writer. An amusing painting on a vase now

in the Louvre shows a grotesque view of the entrance

of the hero into Olympus.^ His chariot is drawn by

Centaurs, preceded by a drunken Satyr; near him stands

a hideous Nike, with the profile of a negress, and the

hero himself has the foolish and grinning countenance

of a comic mask.

§ 2. Other Heroic Cycles.

If it is remembered that while every Greek country

furnished its local legends to the mythology of the

whole, each artistic group underwent a development of

its own, the method of dealing with subjects of the

nature of the one under discussion will best be realized.

The right thing to do would be to follow the geogra-

phical order, to investigate each myth separately, to

collect together its representations in art, classify them,

trace out the development of the types and of poetic

feeling, till the time when the legend had become of

slight importance to art. In this way might be studied

successively the Attic legends, such as those of Theseus,

of Cecrops and his daughters, and of the daughters of

Pandion; the Theban group, in particular the stories of

(Edipus, Cadmus, and Antiopa ;
the myths of Argos,

Corinth, Laconia, Thessaly, Crete, and of the Trojan

cycle.^ But we can here only briefly touch on the more

important myths, and describe the plastic type adopted

by the artist to represent the various heroes.

' G. Perrot, "Le Triomphe d'Hercule, Caricature Grecque," Monu-

tnents Grecs de r Ass. des Etudes Grecques, 1876.
- On the Trojan cycle see the work of Overbeck, Bildwerke sum

Thcbisclicn mtd Troischen Heldenkreis (Stuttgart, 1857).
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Of all the heroes Theseus is the one who approaches

most nearly to Herakles.^ Like Alcmena's son, he

accomplishes feats which mark the various stages of his

journey from Troezene to Athens, and on through

Attica. The more important deeds are represented on

the metopes of the so-called Theseion at Athens, and

appear in the following order :
—

r. The fight with the Minotaur.

2. The story of the Bull of Marathon.

3. The victory over Sinis on the Isthmus of Corinth.

4. A scene of doubtful meaning, which may represent

the defeat of Procrustes.

5. Theseus overthrowing the giant Periphetes, and

seizing his club.

6. The combat with the Wrestler Cercyon.

7. The slaying of Sciron.

8. The slaying of the sow of Crommyon.
The likeness between these exploits and those of

Herakles gives Theseus some points in common with

the Theban hero
;
he is represented as a vigorous youth,

armed with the club. But his athletic development does

not deprive him of grace ;
the type of Theseus is always

youthful, and his face shows the delicate beauty attri-

buted to him in the story of his arrival in Attica. An

ex-voto in the Louvre shows him clad in a chlamys,

wearing a peaked helmet, and leaning on a long staff.

This was the popular type of Theseus in Athenian

tradition.

Of the heroes of Bceotia (Edipus is the most fre-

quently represented, but the type given to him is not

' For all Attic mj^hs see J. E. Harrison, Mythology and Monuments

of Athens, Mythological Essay.
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fixed with any great precision. In the scene of his

visit to the Sphinx, vase-painters portray him as a

young man in a travelling garb, with the petasos slung

round his shoulders, and two lances in his hand. It is

the presence of the Sphinx that identifies the subject of

the painting. On a vase in the Vienna Museum, signed

by Hermonax,^ the monster is represented in front of

(Edipus, upon the shaft of a column with an Ionic

capital ;
its type answers in every point to the descrip-

tion by Apollodorus.^ It has "a woman's face, the

breast, paws, and tail of a lion, and the wings of a bird."

Behind (Edipus crowd the Thebans, who have gathered

to hear the answer to the riddle which the Sphinx asks

of all travellers. Another Boeotian myth, the story of

Amphion and Zethos, furnished the Trallian sculptors,

Apollonios and Tauriscos, with the subject of a colossal

group representing the two sons of Antiopa fastening

Dirce upon a wild bull, to avenge the imprisonment of

their mother by Dirce and her husband Lycus. The

group is called the Farnese Bull. Compositions on such

a scale as this are most common in the Alexandrian

period. During the Hellenistic period artists were

exceedingly fond of the less popular mythological tales,

and sought in them the subjects of dramatic scenes.

The tragic history of Medea is one of the favourite

topics of Alexandrian art. Pompeian painters repre-

sent Medea on the point of killing her children, and

some archaeologists see in these paintings a reminis-

cence of the picture of Timomachus.

'

Heydemann, "Edipo e la Sfinge," Annali dell' Inst., 1867; see

Jeep, Die Griechische Sphinx (Gottingen, 1854).
^
Apollodorus, Bibliothek, iii., 5, 8.
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The legends of the Peloponnesus are just as rich and

varied as those of Northern Greece. The story of

Bellerophon developed at Corinth, and its various epi-

sodes were engraved on the coins of the city. Although

the conqueror of the Chimaera has himself no charac-

teristics which distinguish him from any other hero, he

is always recognisable by his winged horse,^ Pegasus,

and sometimes by the radiated halo which often sur-

rounds his head. On vase-paintings this cycle only

comes in late. The hero usually appears fighting

against the Chimsera, "a monster of divine descent,

with the head of a lion, the body of a goat, the tail

of a snake, whose mouth breathes forth terrible and

glowing flames." ^

Argos was the birthplace of lo,

the daughter of Inachus, transformed by Zeus into a

cow, and entrusted to the care of Argus, the giant

with innumerable eyes. Argus appears in art as a

huge being, whose body, covered with eyes, looks

spotted like the skin of a panther. In later times so

naive a figure is unsuited to the more cultivated taste of

the period; and the curious painting in the house of

Livia, on the Palatine, shows how the art of the first

century endeavoured to reconcile the demands of con-

temporary taste with respect for mythological tradition.

But the most popular of the Argive myths was the

story of Perseus. The tale of the conqueror of the

Gorgon supplies dramatic incidents, and brings Perseus

into the presence of the terrible figures which early

art loved to represent. The Gorgons were hideous

beings ;

" Their heads were wreathed with snakes^

1 On a terra-cotta plaque found at Melos, Pegasus has no wings.
^

Iliad, vi., 179, and foil.
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they had teeth Hke the tusks of the wild boar, hands

of bronze, and golden wings."
* The moment chosen

by early artists is usually that when Perseus cuts off

the head of Medusa, as on one of the metopes of

Selinos. Sometimes the slaying is accomplished, and

Perseus, with the bronze scimitar given him by

Hermes, and the kibisis, or wallet, the present of the

daughters of Phorkys, is departing in hot haste, hold-

ing in his hand the head of Medusa, who runs behind

him without her head
;
her sisters Stheno and Euryale,

closely pursue the flying hero. This forms the sub-

ject of several vase-paintings of early style, but other

episodes in the story were also represented ;
for

instance, on an Athenian pyxis, in the Louvre, Perseus

appears surprising Medusa in her sleep.^

1 he head of Medusa, known as the Gorgoneion, be-

came the regular emblem of terror; it was represented

upon the aegis of Athena, and often treated separately

as an independent figure. The study of the series of

monuments in which it appears is very interesting,

and brings out clearly the way in which the love of

the beautiful ended by annihilating the vigorous con-

ceptions of an earlier generation.^ The Gorgoneion

which appears on the coins of Athens, Corinth, and

Coronea, is descended from the old type, and is

frankly hideous. So, too, is the head on lome terra-

'

Apollodorus, Bibliotli., ii., 2.

-A. Dumont, "Pyxis Athenienne Representant ^Pcrsee
et les

Gorgones," Momiuicnts Grecs, published by / 'Assoc, des Etudes Grecques,

1878.
3 See the essay of the Due de Luynes on the work of Levezow,

" Sur

le Developement du Type Ideal des Gorgones dans la Poesie et I'Art

Figure des Anciens," Aniinli dell' lust., 1834, p. 311.
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cotta masks (fig. 136), of archaic workmanship, where,

moreover, the ugliness of the face is enhanced by the

brightness and crudeness of the colouring. As time

went on, the type gradually softened, until it ended

in attaining perfect beauty. The Medusa's head of

the Villa Ludovisi is that of a lovely woman, and the

little wings on the temples are the only vestiges left

of the winged Medusa of early art.

U.c

Fig. 136.
—Head of Medusa (terra-cotta).

In Laconia, the chief national heroes are the

Dioscuri, the sons of Zeus and Leda. They often

appear surmounting Spartan steles, and are repre-

sented as slim and strong young men, sometimes

alone, sometimes holding their steeds by the bridle.

At Athens they had a sanctuary on the north slope of

the Acropolis.* Besides their air of youth and vigour
'

J. E. Harrison, Mythology and Monuments of Athens, p. 151.
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they are distinguished by wearing peaked caps. Some-

times stars over their heads, as, for instance, on some

Etruscan mirrors and coins, recall their astral character.

The foregoing heroes are Greek in origin, and

no less so in type and costume. But some of the

Thracian and Asiatic myths enable the artist to repre-

sent figures of a foreign type; as, for example, Orpheus
and the Amazons. But early art is not concerned

with the correct reproduction of either dress or attri-

butes, and the archaic artist bestows on the foreigner,

whether he be Thracian, Mede, or Phrygian, the Greek

type and costume, slightly modified in small points

of detail. As to Orpheus, in particular, it is known

that Polygnotus represented him in Greek dress in

the paintings for the Lesche at Delphi, for Pausanias

mentions the fact with some surprise. Later, the

Thracian hero often appears, as already noted, on

the Underworld vase, in Phrygian dress
;

he wears

the tiara called a cidaris, from which his long hair

flows unrestrained, the embroidered tunic, and the

anaxyrides, or close trousers. Vase-paintings of the

latest times show him thus, sometimes seated upon a

rock playing the lyre, sometimes a prey to the rage

of the women of Thrace. On a fine bas-relief of the

Villa Albani, of which there are several replicas, he

wears a dress that is partly Greek, namely, the tunic,

the fur cap, called Alopekis, and the high boots which

the Greeks sometimes borrowed from the Thracians.^

The Amazons are also foreigners. The most

generally accepted tradition placed the home of these

' See book iv., chap, ii., fig. 121.
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mythical heroines in the district of the Pontus, on the

banks of the river Thermodon. Their legend was

complex and varied/ but they always appeared as

warriors fighting against the Greek heroes, such as

Herakles, Theseus, and Bellerophon. They were said

to have pursued Theseus, the ravisher of Antiope, as

far as Attica, and thus they were connected with the

legendary history of Athens. In representing the

combat of the Amazons against the Greeks, art was

dealing with a national story, and one, moreover,

singularly suggestive Scenes from this contest, full

of movement, rich in contrasts, lent themselves ad-

mirably to sculptural composition on a large scale,

and nothing further was wanted to justify their

popularity among artists. It would take too long to

give the list of the buildings decorated with subjects

from the myth of the Amazons
;
mention must, how-

ever, be made of the frieze of the temple of Apollo

Epikourios, at Bassae, the frieze of the mausoleum

of Halicarnassus, and the votive offering of Attalus

to the Athenians. The subject is as popular in

painting as in sculpture ;
Micon represented it upon

the walls of the Stoa Poikile at Athens, and on the

Theseion
;
Panainos on the barrier which surrounded

the throne of Zeus at Olympia. In the fifth century

B.C. the great Athenian artists, tradition said, took

part in a competition held by the Ephesians for a

statue of an Amazon, to be placed in their Artemision.

Polycleitus, Pheidias, Cresilas, Phradmon, and Kydon
were among the competitors ;

and there is little doubt

' See KUigmann, Die Aniasoiieii hi Allisrhen LiUcraiitr tmd Knnst

(Stuttgart, 1875).
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—Amazon (Museo Chiaramonti).
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that several statues of Amazons, now in various

European museums, are copies of the works by these

sculptors. Lucian tells us that the Amazon of Pheidias

was wounded, and leaning upon her spear. It is

possible that the statues in the Salone of the Capitol

were derived from the work of Pheidias
;
and accord-

ing to Overbeck, the marble, figure in the Museo

Chiaramonti, of the Vatican (fig. 137), may be a copy

of some ancient type. A beautiful Amazon statue,

standing in the Rotunda of the Berlin Museum, has

been thought to echo the original of Polycleitus, but

conjectures of this sort are hazardous.^

In sculpture the type of the Amazons is altogether

Greek
; they wear the short tunic, and often the Greek

helmeti The object of the sculptor is not to produce

an exact likeness of an Asiatic woman
;

realism is

made subordinate to beauty, or rather, is altogether

neglected ;
and the combination of drapery and nudity

peculiar to the heroic figures offered more scope to

the artist than the Eastern garment, which covered

the whole form. The conditions of vase-paintings

are quite different, but for some time vase-painters

followed the tradition of sculptors. On vases of the

old style, and on a certain number of the more finished

vases, the Amazons wear the helmet, the short tunic,

and the embades, or turned-back boots of a Greek

rider. It is only on the best vase-paintings (fig. 138)

that they appear in Asiatic dress, with the tiara and

' See Klugmann,
" Statua d'Amazzone, der R. Museo di Berlino,"

Annnli (ielV Inst., 1869, p. 272. A complete catalogue and discussion

of these various scattered statues will be found in an article by

A. Michaelis, "Amazonen Statuen," in the Jahrbiich of the German

Institute, vol. i., 1886, p. I.
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its floating streamers, the tunic of spotted hide, and

the anaxyrides, fitting the legs, almost like chain

armour. The Oriental costume enabled the vase-

painter to mark out the Amazons from the Greek

warrior, and, moreover, supplied him with a picturesque

subject for displaying the skill of his brush in the

I>f£l

Fig. 138.— Amazon (vase-painting).

rendering of variegated and highly ornamented stuffs.

But it is difficult to believe that it was love of

realism which led artists to adopt the later style ;

rather they were obeying the instincts which have

always been predominant in Greek art. No matter

what the story is that supplies the subject, the effort
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of the Greek artist is directed to the production of

beautiful and suggestive types, and thereby a serious

danger is avoided
;

for while mythology furnishes

stories for the imagination to draw upon, the worker

is not bound down by the limitations imposed by

symboHsm. Sterile repetition of the same type is not

necessitated by this method of treatment. It is by
no means the least distinction of the Greek artist that

he succeeded in uniting great freedom in the creation

yf types with a reverent conservatism in matters of

mythological tradition.

'1'i Finis.



IN DEX

Acrolith statues, 9, 10.

Adonis, 141, 142.

Agathodsemon, 305.

Amazons, 328-32.

Ammon, 34, 35.

Amphion, 324.

Amphitrite, 197-201.

Aphrodite, 124-42.
and Ares, 1 21-41.
and Eros, 146, 151.

Apollo, 70-87.

Ares, 118.

and Aphrodite, 121, 141.

Argus, 325.

Artemis, 88-102.

Ephesian, 100.

Persian, loi, 102.

Soteira, 2.

Asklepios, 295-300.
Athena, 52-69.
Aurora (see Eos).

Bacchus (see Dionysus).
Baetyls, 3.

Bellerophon, 325.

Bendis, 98, 99.

Boreas, 182, 183.

Centaurs, 257-63.
Ceres (see Demeter).
Charites, 167-70.

Charon, 284, 285.

Chimaera, 325.

Cupid (see Eros).
Cybele, 214-17.

Cypselus, chest of, 15.

Daedalus, 8.

Death (see Thanatos).
Demeter, 218-26, 228-33.
Diana (see Artemis).
Dionysus, 109, 234-44.

Dioscuri, 327.

Eileithyia, 294, 295.

Eirene, 310-12.

Eos, 176, 181.

Erichthonios, 68.

Erinyes, 290, 291.

Eris, 119-23.

Eros, 143-55-
and Psyche, 153.

Esculapius (see Asklepios).

Farnese Bull, 324.
Fates (see Moir^e).
Fortune (see Tyche).

Gaia, 210, 211.

Ganymede, 39.

Gigantomachia, 36, 37, 212-14.

Glaukos, 188.

Gorgon, 325-27.
Graces (see Charites).

Hades, 281-83, 286-90.

Harpies, 182, 270-73.

Hebe, 166, 167.

Hecate, 99, 291-93.
Helios, 177, 178, 181.

Hephaistos, 156-60.

Hera, 41-51.

Herakles, 85, 313-22-



INDEX. 335

Hermes, 103-17.

Herms, 5, 103-5.

Heroes, 313-33-

Hestia, 162-64.

Horai, 167.

Hypnos, 266-70.

Iris, 165, 166.

Tuno, 50, 51 (see Hi:ra).

Jupiter, 30, 31 (see Zeus).

Kabeiroi, 160, 161.

Keres, 265, 266.

Kore, 226, 227, 228-31.

Maenads 253.
Mars (see Ares).

Marsyas, 87.

Medusa, 325-27.

Mercury (see Hermes).
Minerva (see Athena).

Moirae, 301, 302.

Muses, 170-75-

Nemesis, 302, 303.

Neptune (see Poseidon).
Nereids, 187, 201.

Nereus, 185-87.

Nike, 305-10.

Nymphs, 206-9, 256.

CEdipus, 323, 324.

Orpheus 328.

Palladion, 52-4.

Pan, 255-7.

Pandora, birth of, 1 59.

Paris, judgment of, 141.

Peace (see Eirene).

Persephone (see Kore),
Perseus, 325-7.

Ploutos, 310.
Pluto (see Hades).
Poseidon, 189-99.
Prometheus, 161, 162.

Proserpine (see Kore).

Psyche, 153, I54-

Psychostasia, 277, 278.

River gods, 202-6.

Satyrs, 244-8.

Scylla, 189.

.Seasons (see Horai).
Selene, 178-80.

.Serapis, 289.

Sileni, 248-53.

Sirens, 274.

Sleep (see Hypnos).
Soul, 274-9.

Sphinx, 324.

Stones, sacred, 4.

Terra-cottas, 10-12.

Thanatos, 266-70.

Theseus, 323.

Thetis, 188.

Triptolemus, 232, 233.

Tyche, 303, 304.

Typhon, 181.

Venus (see Aphrodite).
Vesta (see Hestia.

Victory, 62 (see Nike).
Vulcan (see Hephaistos)

Wealth (see Ploutos).

Xoana, 6-9.

Zethos, 324.

Zeus, 18-40.

Printed by Hazell, Watson, & Viney, Ld.. London and Aylesbury





33. King Street, Covent Garden,
London, W.C, October, 1899.

H. GREVEL & CO.'S

PUBLICATIONS.
MONOGRAPHS ON ARTISTS.

Edited and written jointly with other Authors by H. Knackfuss,
Professor at the Royal Academy of Arts, Cassel.

Translated by Campbell Dodgson, M.A., Assistant in the Depart-
ment of Prints and Drawings, British Museum.

Price per volume, richly illustrated and tastefully bound, imp. 8vo,
with gilt edges, 4^. net

; 4^'. 6d. post free.

These charming volumes, unique in appearance and illustration,
will form, when complete, a history of the great periods of Art, but
each volume is complete in itself, and may be obtained separately.
The volumes will appear at intervals, in no strict order of succession.

Volumes already published :
—

I. RAPHAEL. With 128 Illustrations. 45-. net.

II. HOLBEIN. With 151 Illustrations. 4.?. net.

III. REMBRANDT. With 151 Illustrations, ^s. net

IV. VAN DYCK. With 55 Illustrations. 4^. net.

The next proposed to be issued are :
—

Diirer—Rubens—Michael Angelo—Leonardo da Vinci.
" These monographs are wonderfully good for the money."— Times.
" These charming volumes, unique in the daintiness of their appearance,

and full of illustrations."—Daily Graphic." Of the utmost value to the student of art."—Liverpool Mercury."
Really wonderful that for four shillings one should be able to obtain a

serious and learned work by an expert critic."— Westminster Gazette.
" At their extremely moderate price, and with such quantities of illus-

trations, these useful books should be sure of an extended sale."—St.James^s
Gazette.

"The most charming volumes we have seen."—Lloyd's Weekly."
They can challenge comparison with the bulky and expensive art

publications."
— Scotsman.

" The text is admirably illustrated by reptoductions well chosen, well

executed, and thoroughly representative."
— T/ie Guardian,

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



H. Grevel & Co.'s Publications.

THE CLASSICAL PICTURE GALLERY.
Reproductions of Classical Pictures from the Public

and Private Galleries of Europe.
Published Monthly.

Each Part containing 12 Plates. 4to. \s. 2)d., post free

Annual Subscription, i^s., post free.

Also Vols. 1894 to 1898, with 144 Plates in each. 4to. Cloth.

Each vol., £1 IS.

" All the principal galleries in England and on the Continent have been
laid under contribution, and the masterpieces of the great painters are

admirably reproduced in process at so cheap a rate that each number of the
Classical Picture Gallery is given for one shilling. This collection is by far

the best of the cheap editions of copies from the Old Masters."— Graphic.
"It is worth the attention of those who wish to make a collection of

illustrations of the works of the great painters at a small cost."—Builda:

"Judged by their price, the plates are little short of wonderful. They
will be of no little value to the serious student of art, who will be able by
their means to compare types and expressions, and refresh his memory in

various ways."
—

Saturday Revieiu,
" The reproductions are marvellously cheap, and they certainly give a

far better idea of the pictures represented than any publication we have
seen. To those who have an interest in art, to whom pictures in foreign

galleries are mere names, the work will be most valuable ; nor will it meet
a less cordial welcome from those who desire to recall what they have
seen."—Birmingham Daily Post.

THE CLASSICAL SCULPTURE GALLERY.
Reproductions of Classical Sculptures from the

Public and Private Collections of Europe.
Published Monthly. Containing 12 Plates. /^to. Each Part

\s. 2,d., post free.

Annual Subscription, i^s., post free.

Also Vols. I. and II., 1897, 1898, with 144 Plates in each. 4to.

Cloth. Each vol., ;^i is.

"The Classical Sculpture Gallery gives capital plates on good paper
after typical masterpieces. They are as instructive as they are charming."—Manchester Guardian,
"The Classical Picture Gallery, invaluable as a kind of dictionary ot

pictures of all schools, is now followed up by a '
Classical Sculpture

Gallery,' the reproductions in which are selected on the same principle,
and are supplemented by interesting notes founded on the latest identifica-

tions."—Daily Telegraph."
Sculpture lends itself particularly to the process of reproduction by

autotype, and to judge by the prints that we have seen this work should

have a high technical and educative value."—Edinburgh Evening NrMs.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



H. Grevel & Co!s Publications. %

THE PRINT GALLERY.
Reproductions of the Masterpieces of Engraving

from the end of the Fifteenth to the beginning
of the Nineteenth Century.

Published Monthly, containing 8 Plates. Fol.

Each Part, \s. 3^., post free.

Annual Subscription, 15^., post free.

Also Vols. I. and II., with 96 Plates in each. Cloth.

Each vol., ;^i \s.

" Some of the finest art in the world has been expressed in line work,

and Messrs. Gravel & Co., London, have just commenced the nionthly

issue of a series of reproductions of those masterpieces. They will date

from the end of the fifteenth to the beginning of the nineteenth century.

The publication, which is at a popular price, promises well. The rendering

of tone values is excellent."—Edinburgh Evening Neius.

"The object of this work is the reproduction of masterpieces of en-

gravings in all styles and by all methods, from the end of the fifteenth to

the beginning of the nineteenth century. In each part are some eight

process blocks, which enable the student to see the actual lines of the

original engravings."
—Star.

THE ART DECORATOR.
Designs in Colours for Art Workers.

In Monthly Parts, each containing 5 Plates. Fol. Price \s. ^d.,

post free. Annual Subscription, i^s., post free.

Eleventh Year of Publication.

Also Vols. I. to. X., with 60 Plates in each. Portfolio.

Each vol., i^s.

" Useful to both workers and amateurs—included elaborate designs

worthy of study."
—IIIlistrated london News.

" Of inestimable use to every student of art and professional decorator."
—Standard.
"To the amateur artist in search of ideas and suggestions it is simply

indispensable."
— Queen.

" Exhibits a catholic taste, and is calculated to afford valuable aid in all

branches of artistic decoration."—Daily News.
"
Designers of all sorts and conditions will find its pages full of suggestion

and assistance, and mere lovers of beautiful books might do worse than

invest in it."—Jonrnal of Decorative Art.

"The execution of the colour plates is simply superb, an astonishing
amount of careful study and patient detail work being indulged in to make
them as perfect as possible. No artist should be without it."—British

Printer.

"Admirable reproductions in colour of new designs."
—

Graphic.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



//. Grevel & Go's Publications.

MANUAL OF MYTHOLOGY
IN RELATION TO GREEK ART.

By Maxime Collignon, late Member of the Ecole Fran^aise, Athens.

Translated and Enlarged by Jane E. Harrison, Author of "
Myths

of the Odyssey,''
"
Introductory Studies in Greek Art," etc.

With 140 Illustrations.

Crown 8vo, cloth. New and Cheaper Edition, revised, js. 6d.

" This is a good book. It fills a gap in our literature, doing for Greek

mythology much the same service vi'hich Mrs. Jamieson rendered to

Christian hagiology."
—

Acaderjiy.
"The gradual development of the type of each god according to the

general principles which govern the formation of types in art is historically

considered. Miss Harrison's translation does not read like a translation,

but like an English book, and we know no higher praise than this."—
Saturday Revieiu.

EMBROIDERY AND LACE:
Their Manufacture and History from the remotest

Antiquity to the present Day.

By Ernest Lefebure, Administrator of the Musee des Arts

Decoratifs, Paris.

Translated and Enlarged, with Notes and New Designs, by Alan
S. Cole, Public Examiner, South Kensington Museum.

With 156 Illustrations.

Crown 8vo, cloth. New and Cheaper Edition, ys. 6d.

"A book which is not only a comprehensive, well-arranged, and

trustworthy history of a delightful art, but a book which is pleasant to

see and pleasant to read, well written and well edited. Its manner cf

production does much credit to the publishers."
—Academy.

MANUAL OF ANCIENT SCULPTURE.
By Pierre Paris, formerly Member of the Ecole Fran^aise, at Athens.

Edited and Augmented by Jane E. Harrison,

Author of "
Myths of the Odyssey,"

"
Introductory Studies in

Greek Art," etc.

With 187 Illustrations.

Crown 8vo, cloth extra, gilt top. los. ()d.

" M. Paris' admirable manual, which owes much more than its English

dress to its accom'^lished editor, gives us within the narrow compass a

lucid and compendious survey of the sculpture of the ancient world. '—

St. James s Gazette.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



H. Grevel & Co.'s Publications.

EXCURSIONS IN GREECE
To Recently Explored Sites of Classical Interest.

Mycenae, Tiryns, Dodona, Delos, Athens, Olympia,
Eleusis, Epidauros, Tanagra.

A Popular Account of the Results of Recent Excavations for

Students and Travellers.

By Charles Diehl, Professor at the University of Nancy.

Translated by Emma R. Perkins,

Head Mistress of the Thetford Grammar School for Girls.

Illustrated. Crown 8vo, cloth, ^s. 6d.

"
It would be difficult to point to a single volume in English which

takes so comprehensive a survey or deals with its materials in a manner

at once so scientific and so popular as this work of M. Diehl."— Times.

" We are carried round Greece by a very entertaining and well-informed

guide."
—

Acadeviy.

"A book of considerable value to the English student of classical

archseology.'
—Saturday Revieiv.

" Of the volume in general we may say that it is of the very greates t

value."—/"fl// Mall Gazette.

THE OLYMPIC GAMES.
B.C. 776—A.D. 1896.

Published with the sanction and under the patronage of the

Central Committee in Athens.

By Sp. P. Lambros and N. G. Polites, Professors at the

University of Athens.

Part I.—The Olympic Games in Ancient Times, with

loi Illustrations ;

Part II.—The History of the Revival of the Games.

Participators, Competitors, Victors. Description of the

Festival at Athens. With 104 Illustrations.

With English and German Text, in an elegant cloth cover.

4to. \(is.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C



8 H. Grevel & Co!s Publications.

O L Y M P O S :

Tales of the Gods of Greece and Rome.

By Talfourd Ely.

With 47 Woodcuts and 6 full-page Photographic Plates.

Crown 8vo, cloth, yj. dd.

" In '

Olympos
'

Professor Talfourd Ely furnishes a book which should

be found useful by a large number of readers of the present day. The

author has set himself to provide an account, which shall be at once

systematic and readable, of the chief Greek and Roman deities ; accurate

according to the light of modern researches and theories, and popular

enough in style for general reading
—a kind of Lempriere up to date.

One feature of the book should be especially useful to young readers.

Zeus and Jupiter, Hera and Juno, Poseidon and Neptune, and the rest,

have parallel but distinct accounts given to them, so that the difference

of origin of Greek and Roman deities is made clear."—St. James s Gazette.

"The book is most pleasantly written, and is the fruit of laborious

research among the best available authorities on the subject."
—Echo.

" Makes a capital gift-book."
—Scotsman,

MANUAL OF ARCHEOLOGY:
Containing an Introduction to Egyptian and Oriental

Art, Greek, Etruscan, and Roman Art.

With 114 Illustrations.

By Talfourd Ely, Member of the Councils of the Society for

the Promotion of Hellenic Studies.

Crown 8vo, cloth, ^s.

"A most admirable gift to those who take an intelligent interest in

ancient art would be the 'Manual of Archseology,
'

by Talfourd Ely."
—

Graphic. »

" We know of no such complete and concise handbook to ancient art ;

for Mr. Ely, beginning with Egypt, the mother of the sciences, takes

us through the art of Chaldea and Assyria to that of Greece and Rome. "—
St. Jameses Gazette.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



H. Grevel & Co.^s Publications.

THE STUDENT'S ATLAS OF ARTISTIC

ANATOMY,
For the Use of Sculptors, Painters, and Amateurs.

With Thirty-four Plates.

By Charles Roth, Professor of Sculpture at the Munich Academy.

Edited by C. E. Fitzgerald, M.D.

Fol., in PortfoHo. £\ t^s.

*' Professor Roth's well-known and highly valued plates of the human

muscles and bones, with his nomenclature and descriptive notes, are

worthily reproduced in this complete portfolio."
—Athenceum.

' ' The plan of the Atlas, which has been considerably enlarged from its

original form, is very simple and convenient. The two first plates repre-

sent the bony framework of the body, and the eight following ones the

muscles in action. The figure plates are carefully drawn and admirably

printed, and each is followed by an explanatory plate, in which the parts

depicted are numerated, while notes are added directing attention to those

points which are of especial interest to artists."—Daily Graphic.

"
It is a bold experiment to attempt to combine at once the classical,

natural, and anatomical elements in drawing from the nude, but in this

the author has succeeded remarkably well. The limitation to a single

pose prevents all confusion, and very much facilitates anatomical know-

ledge, whilst the addition of separate sketches at the end of the atlas

furnishes an opportunity for more detailed study of the limbs and head.

The plates are admirably executed, the engraving being smooth and even,

and at the same time sufficiently vigorous in the contrast of light and

shade. Dr. Fitzgerald's translation of Professor Roth's work is altogether

a valuable aid to the study of artistic anatomy, and in itself a work of art."

—Lancet.

H. GREVEL & GO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



lo H. Grevel & Go's Publications.

MANUAL OF EGYPTIAN ARCHiEOLOGY:
And Popular Guide to the Egyptian Antiquities

for Students and Travellers.

Chapter I. Civil and Military Architecture. Chapter II,

Religious Architecture. Chapter III. Tombs. Chapter IV.

Painting and Sculpture. Chapter V. The Industrial Arts.

By Professor G. Maspero, D.C.L. Oxen.

English Edition, with Notes, by Amelia B. Edwards, Ph.D., LL.D

With 309 Illustrations.

New and Cheaper Edition, revised by the Author.

Crown 8vo, cloth extra, gilt top. 6s.

"It is a marvel of erudition and condensation. It sums up the long
results of thousands of years of Egyptian civilisation in language precise

enough to make the work a handbook for the specialist, and popular

enough to insure its becoming a guide to the antiquarian lore of the

country for travellers in Egypt."
—Scotsman.

" The Publishers have conferred a boon alike on tourists and students

by their issue of a fourth and revised edition of Professor Maspero 's
' Manual

of Egyptian Archaeology,' as translated by the late Miss Amelia B. Edwards.

n its essential features, which could not indeed be easily improved, the

work remains what it was when first presented to the English public some

eight years ago, but the present edition has been carefully corrected, in view

of the continued progress of Egyptological knowledge, by M. Maspero

himself; additional matter has been inserted, and numerous fresh illustra-

tions are given. It should also be mentioned that by the introduction of

separate page-headings and other improvements the worth of the book for

purposes of reference has been considerably enhanced."—Guardian.

"
It is enough to mention this new edition of Mr. Maspero's well-known

work, which has been revised and enlarged by the author, and brought
down so as to include the latest researches into its subject. The author

is acknowledged as one of the most eminent authorities on Egyptian

archaeology, and into this manual for students he has compressed the result

of his vast learning. On the qualifications of Miss Edwards—herself a

learned Egyptologist
—as a translator, nothing needs to be said. Over

three hundred well-executed illustrations are given, and are so chosen as

to make the text transparently clear."—Birmingham Daily Post.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



//. Grevel & Co.'s Publications^ 1 1

THE ANCIENT EGYPTIAN DOCTRINE OF
THE IMMORTALITY OF THE SOUL.

By Dr. A. Wiedemann,

Professor of Oriental Languages at the University of Bonn.

With 21 Illustrations.

Crown 8vo, cloth,
t^s.

"Professor Wiedemann's treatise is quite a perfect thing of its kind.

He treats his fascinating subject with marvellous clearness, and the reader

follows his guidance through the mazes of the great system of immortality

with breathless interest."—Saturday Review.

"This book is extremely interesting and valuable, and is a model of

what such a monograph should be."—Glasgow Herald.

" For the first time we have a really sensible explanation of the reason

for the preservation of the body in the mummied form, and of the various

transfigurations of the soul of the deceased."—Manchester Guardian.

" Dr. Wiedemann unravels with much skill this perplexing subject, and

explains by these means the elaborate ceremonial which attended the

preservation and after care of the dead in Egypt."—Spectator.

"
Prof. Wiedemann's little book appeals not only to the Egyptologist, but

also to the student of religion and history, as well as to that larger public

which is interested in all that relates to the thoughts and beliefs of civilised

men, when set forth in lucid language by a skilful and learned interpreter.

Henceforward it will be impossible not to have a clear idea of what the

old Egyptians meant when they spoke of ka the double, of ba the soul, of

ab the heart, of sdhu the idealised body or human form, of khaib the shadow,

and of the *
Osiris

'

of the dead man himself."—Academy.

H. GREVEL & CO., 33, KING STREET, GOVENT GARDEN, LONDON, W.C.



12 H. Grevel & Go's Publications.

THE RELIGION OF THE ANCIENT
EGYPTIANS.

By Dr. Alfred Wiedemann.

Professor at the University at Bonn.

With 73 Illustrations from the Monuments.

Demy 8vo, cloth. \2s. 6d.

"Dr. Wiedemann's special faculty is Egyptology, and his present book

is based throughout on original texts, of which the most significant passages

are rendered as literally as possible. Professor Wiedemann's work evinces

sound scholarship, and merits the attention of all who are interested in the

study of the religions of the world."—Morning Post,

" The excellent illustrations and the full index complete this valuable

addition to the literature of a subject of perennial interest."—Daily

Chronicle.

" The volume before us is in every way an advance on the German

Edition.
"—Academy.

"
It contains food alike suitable to the digestion of the Antiquary and the

Divine. It gives in some 300 pages the results of the religious advance of

many thousand years."
—Pall Mall Gazette.

" We have no hesitation in saying that the volume before us is the most

lucid and thorough monograph in English on the religion of the Egyptians

as disclosed by the monuments."—Guardian.

"An admirable piece of work, well illustrated, well translated, and well

indexed.
"—Saturday Revieiv.

H, GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.



H. Grevel &' Go's Publications, 13

Bante anb bia 3Uu0trator0,

ICONOGRAFIA DANTESCA,
The Pictorial Representations of the " Divine

Comedy."

By Dr. Ludwig Volkmann.

With 17 Plates from Miniatures, Prints, and Designs, and numerous

Vignettes, Initials, Head and Tail Pieces.

Printed on Superfine Paper.

Edition strictly limited to 300 Numbered Copies,

Imperial 8vo, cloth, gilt top. _;^i is. net.

"Dr. Volkmann traces and analyses the influence of Dante upon sue.

cessive generations of artists. The volume is tastefully bound and
illustrated in the sumptuous manner which the subject demands."—
St. James' Gazette.

"The '

Iconografia' is a brilliant, a beautiful, and a fascinating book."
—Daily Chronicle.

" The book presents an amount of scholarship worthy of the importance
of its mighty subject."

—Magazine of Art.

CONTENTS OF THE DIFFERENT CHAPTERS.
Introduction.—Z)«Mfe's Personal Relation to Art, and his Personality

in Art. Part I.— The 14th and iSih Centuries. The Judgment—
The Manuscripts—Sandro Botticelli and the " Baldini

"
Copperplates

^The Wood-cut Editions of the 15th Century, and their Reaction

on the Manuscripts. Part \\,—The 16th and ijth Centuries. The

Conception of the Cinquecento—Luca Signorelli
—Michael Angelo—

The Sketches of Federigo Zuccaro and Giovanni Stradano—The
Wood-cut Editions of the i6th Century—Dante and the Art of the

"Epigonis." Part Ul.— Tlie iSth and igtlt Centuries. Dante in

the Roccoco Period—From the Classical Period to the Romantic—
The German Romanticists—Romanticism in Italy and France. The
Illustrated Editions of the 19th Century—Easel Pictures from Dante.

Appendix.—Bibliography. List of Names and Places—List of

Manuscripts—List of Illustrated Editions.

H. GREVEL & CO., 33, KING STREET, CQVENT GARDEN, LONDON, W.C,
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THE SWORDSMAN:
A Manual of Fence for the Foil, Sabre, and Bayonet
With an Appendix consisting of a Code of Rules

for Assaults, Competitions, etc.

By Alfred Hutton, late Capt. King'§ Dragoon Guards, Author of
" Cold Steel,"

" Fixed Bayonets," etc.

New Edition. With 42 Illustrations. Crown 8vo, boards. \s. 6d,

50 copies printed on Whatman paper, bound in vellum at \os. dd,

"
Captain Alfred Hutton, a well-known authority on the subject, has

compiled a book, which should prove of much service to the beginner, and
which also contains many useful hints to the more accomplished performer."—Morning Post.

"Books of the kind are rare in English, and as Captain Hutton is a

skilled master, and his method carries authority, the book deserves a

welcome from all who are interested in the maintenance of good swords-

manship."
—Scotsmatt.

"We do not know a work that is so full of clear explanation and sound
instruction on the art of fencing."

— Court yournal.
"
Captain Hutton, a well-known authority on all connected with the use

of cold steel, has here dealt with another branch of the subject, which he
has further explained by many admirably drawn illustrations."—yoiirnal of
the United Service Institution.

"This little treatise should be read by all who take any interest or who
desire to gain a practical knowledge in the art of fence—an art which

has, unfortunately, been much neglected of late years. Captain Hutton
deserves the gratitude of all admirers of the at'tne blanche, not only for his

able advocacy of the art, but also for his excellent exposition of its practice.
The book, which is replete with valuable lessons, contains forty-two illus-

trations, and will be found a most valuable companion to his other works,
'Cold Steel,' 'Fixed Bayonets,' etc."— United Service Gazette.

OLD SWORD PLAY.
By Capt. Alfred Hutton,

Author of " The Swordsman," " Cold Steel," and " Fixed Bayonets,"
etc.

With 58 Illustrations after Alfieri, Angelo, Di Grassi, Liancourt,

Marozzo, De la Touche, Weischner, and other celebrated Fencing
Masters, containing a Series of Studies of the Swordsmanship

of the i6th, 17th, and 18th Centuries, embracing the

Two-hand Sword, Rapier, and Dagger, Broadsword
and Buckler, " Case of Rapiers," Early Small

Sword Play, etc.

Royal 8vo. Superfine Dutch paper. Vellum cloth, extra. (Limited
to 300 copies.)

Buckram. ;^i i^.
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"Captain Hutton has compiled and arranged the lessons in his book so

as to make the antique methods accessible to the student without the labour

of searching through many ancient volumes."— Graphic.
' '

Captain Hutton's clear and concise treatment of this curious form of

Sword Play, illustrated as it is by plates from Marozzo and Di Grassi, is

extremely interesting. This latest contribution to the literature of fencing
should not be neglected by any one interested in that fine art."—Illustrated

London News.

"The plates are superbly reproduced, and form a most valuable

coViQQ,'C\ox\.."^Saturday Review,

BISMARCK'S TABLE TALK.

The Story of his Life in his own Words. With
Notes and an Introduction.

Edited by Charles Lowe, M.A.,

Author of " Prince Bismarck, an Historical Biography," etc.

Crown 8vo, with Portrait, New and Cheaper Edition, boards. 3.?. bd.

"Mr. Lowe has been enabled to make an exceedingly interesting and

entertaining volume, and to present the great Chancellor as he has chosen

to show himself at different periods of his life in the freedom of familiar

intercourse and in the confidence of private friendship."
— Times.

"An amusing and instructive book—one which will greatly help English
readers to understand the character of one of the world's greatest men."^

Daily Neivs.

"The eminently readable character of the book may be best exemplified
from its superabundance of amusing anecdotes anrl sparkling bons mots.'"—
Daily Telegraph.
" This is a very illuminating and valuable volume, calculated to enhance

very greatly the respect in which the Prince's remarkable personality is

held."— C^fe.
" A magnificent portrait of the Iron Chancellor by himself."—Black and

IV/iite.

" An attractive book."—Morning Post.
" Our knowledge of Prince Bismarck, ample as it might appear to be,

would be altogether incomplete without this volume of ' Table Talk.'
"—

Australasian.
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CORRESPONDENCE OF WAGNER
AND LISZT.

Translated into English, and with a Preface by Dr. Francis Hueffer.

New Edition, with an Index by Ashton Ellis.

2 Vols. Crown 8vo, cloth, gilt top. ^i is.

"Nothing more instructive with regard to the real character and

relations of Liszt and Wagner has been published. Seldom have the force

and fervour of Wagner's German been rendered w^ith such accuracy and

character in a strange tongue."
—Manchester Guai-dian.

" Here we have no meagre references to names and events, but a copious,

well-assorted, accurate, and intelligent Index by Ashton Ellis, such as

perhaps only one with a vast and intimate knowledge of the details of

Wagner's Life and Work could produce."
—
Daily Chronicle.

"The new edition of Dr. Hueffei-'s excellent translation of the Corre-

spondence of Wagner and Liszt will be welcome not only to musical

enthusiasts, but also to every admirer of the fast-decaying art of Letter

Writing. The new edition has been supervised by Mr. Ashton Ellis, who

has not found it necessary to add much to Dr. Hueffer's pioneer labour.

The most important of Mr. Ellis's services, however, is the addition of an

Index."—St. James's Gazette.

WAGNER AND HIS WORKS:
The Story of His Life, with Critical Comments.

By Henry T. Finck.

With Two Portraits. 2 Vols. Crown 8vo, cloth. £i is.

" Mr. Finck has undoubtedly enriched the literature of Music with a

book of sterling worth."—Morning Post.

"Mr. Finck's work is perhaps the most exhaustive and appreciative

account of the great composer that has appeared in the English language."
— Times.

"Mr. Finck has an exhaustive acquaintance with all the works on the

subject ;
he has Wagner's own works at his fingers' ends, and he has shown

remarkable ability in digesting and summarising his plethora of material.

More than that, his comments are expressed in a lively and entertaining

style.
' '—Graph ic .
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fIDr. 3rvine'6 Boo?^0 o\i Magncr.
WAGNER'S RING OF THE NIBELUNG,

And the Conditions of Ideal Manhood.

By David Irvine.

Crown 8vo, cloth. (iS.

" Mr. Ii-vine, as far as Wagner's
'

Ring der Nibelungen
'

is concerned,
is a most excellent guide. He has studied the work with the insight
of sympathy, and he has, moreover, studied the prose works of Wag-
ner, and the biography of the man himself, as well as the writings of

others like Schopenhauer and Feuerbach, who influenced him. He has

mastered, not only the music, and the myths, and their poetry, but also the

philosophy which underlies the whole conception."
—

University Magazine ,

"PARSIFAL"
AND WAGNER'S CHRISTIANITY.

By David Irvine.

Treating of the relation of Revolutionary Philosophy, Revolu-

tionary Art, and Revolutionary Christianity to Orthodoxy.

Crown 8vo, gilt top. 6^. net.

Contents:—Introduction — The Problem — The Characters —
Wagner's Later Prose Works introduced by a Schopenhaue r

excerpt
—The Drama—The Music.

A WAGNERIAN'S MIDSUMMER MADNESS.
Being Essays on the "Wagner Question.

By David Irvine.

Crown 8vo, paper boards. 4^". net.

comprising :

1 . The Anti-Wagnerian of the Present.

2. The Anti-Wagnerian of the Past.

3. What is a Wagnerian ?

4. Wagner's ^Esthetics. (Translated from the German.)

5. Jesus of Nazareth—Buddha—Parsifal. (Translated from the

German.)
6. The Synthetic Proposition a priori.
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CELEBRATED PIANISTS OF THE PAST
AND PRESENT.

By A. Ehrlich.

A Collection of Ii6 Biographies and 114 Portraits.

8vo, cloth. ']s. 6d.

" A convenient record of important biographical details. Over one

hundred masters and mistresses of the keyboard find places in these pages

—the names ranging from John Selmstian Bach to Coiiperin and Rameau,

down to the most famous among contemporary executants."—Daily

Telegi-aph.

A HANDBOOK OF MUSICAL HISTORY,
AND BIBLIOGRAPHY.

With 1 50 Illustrations of Portraits, Musical Instruments, Facsimiles

of Rare and Curious Musical Works.

By James E. Matthew.

Demy 8vo, cloth. \os. 6d.

" This book is well written, interspersed now and again with an anecdote

or amusing passage in the lives of the great composers."
—Morning Post.

" The sketch of the later music in Germany, Italy, France, and England,

brings the book up to date, and concludes a well-written, profusely illus-

trated, and admirably compiled volume."—Musical Nnvs.

"The plan of the book is admirably arranged and printed. The work

can be well recommended to all who desire a musical history, giving full

information in a concise and accessible form, and which is detailed without

being diffuse."—Musical Standard.

" The author covers the entire ground of his subject from the time of

St. Gregory to the present day, and serves admirably for those who wish

to obtain some general idea as to the progress of the art. The facts are

succinctly set forth, the statements are correct, and the many illustrations

give the work a distinct value."—Daily Telegraph.
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jfatbcr 1kneipp'6 ^oo\{5.

MY WATER CURE.
Tested for more than 35 Years for the Cure of

Diseases and the Preservation of Health.

By Father Kneipp,

Parish Priest of Wcerishoven, Bavaria.

With 100 Illustrations and a Portrait of the Author.

Complete Copyright Edition. Enlarged by 136 pages; translated

from the last (the 36th) German Edition.

Entirely revised by the Author, with 50 additional Illustrations

of Medicinal Plants.

8vo, cloth. 6s.

This Edition is an accurate rendering of the Original Work, as revised

by the Author himself, and is not to be confounded with another Transla-

tion, of 272 pages, price $s., which is made from an old German Edition,

and contains neither the Original Woodcuts nor the New Illustrations of

Medicinal Plants.

"All Germany bears witness to the worth of his regimen."
—

Guardian.

"Here is an author whose book has already gone through thirty-six

editions in German alone. There is no form ofwater cure but the Bavarian

pastor has something to say about. This book deals, first, with the numerous

forms of water application
—shawls, bandages, wet shirts, etc.

;
next with

medicines, and, thirdly, v/ith diseases. We hope it may find a wide

circulation in England."
—Echo.

" The author expresses himself with directness and simplicity which

are truly refreshing. Common sense is the prevailing element running

through the book, and by common sense and observation many diseases

may be averted. This volume should take its place as an honoured

member of the domestic pharmacopeia of the day."
—Sala'sJournal.

' ' The translation of this valuable work into English will have the

effect of giving us a handbook to health the like of which we cannot

boast. The idea of the culture of health is in a sense original, since the

methods instituted by the author have in their entirety never been adopted
in England. Hydropathy, it is true, has long been popular here, but not

altogether on the lines of Sebastian Kneipp. His system he has given in

the work under notice, a work that is at once original in conception and

able in execution."— Christian Union.
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"THUS SHALT THOU LIVE!"

Hints and Advice for the Healthy and the Sick on a

plain, rational Mode of Living and a natural
Method of Curing.

By Father Kneipp, Curate of Woerishoven (Bavaria),

Translated from the 19th German Edition,

8vo, cloth, ds.

First Part : Conditions of Health and Means of Preserving It.

Second Part : How the Cures are Effected after Kneipp's Method.

Third Part : A Word in Conclusion.

" Father Kneipp, the parish priest of Woerishoven, in Bavaria, enjoys
a wide reputation in Germany as the exponent of a system of ' Water Cure

'

which he carries out in his parish and applies to all who consult him there.

His fame is not unknown in this country, and many Englishmen have
either visited Woerishoven for the purpose of consulting him or have applied
his principles, as set forth in

'

My Water Cure,' at home. Though not a

professed physician, he certainly displays no little mastery of the practical
art of healing in some of its simpler applications, and his system, though
purely empirical, is not without the sanction of successful experience in a

large variety of cases.
' Thus Shalt Thou Live '

is a literal translation

from the 19th German edition of his vade mecum of dietary and clothing,
based on his own observation and experience, containing

' Hints and
Advice to the Healthy and the Sick on a Simple and Rational Mode
of Life and a Natural Method of Cure.' ' Whilst "

My Water Cure,"
'

he

says,
* was destined to show its readers how they might recover lost health

by proper applications of water and common herbs, the present work is

intended to give them the needful instructions about diet, dwellings, sleep,

clothing, etc'
"— Times.

' ' '

Tlius Shalt Thou Live
'

contains an immense amount of good advice
on a host of other subjects besides Water Cure. Father Kneipp writes

about absurd fashions in dress, properties of food, the 'hardening' of

children, eating and drinking, and hygienic subjects generally."—^r// ,3.
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MY WILL.

A Legacy to the Healthy and the Sick.

By Father Kneipp.

Containing directions for the application of his Water Cure at Home,

With 29 Photographs taken from Hfe, and other Illustrations.

8vo, cloth. 6j.

"In ' My Will
'

are given full particulars of how to administer baths of

different kinds, instructions as to bandages and compresses, a list of diseases

and their cures, and finally, details as to the preparation of his herbal teas,

powders, and tinctures, etc. There is a simplicity about this system which

is undoubtedly attractive."— Westminster Gazette.

" What is the secret of good Father Kneipp's cures ? In this volume he

lays his whole system open. Father Kneipp's book is certain to interest

all who have paid attention to natural healing. He gives a large number

of simple prescriptions for different diseases, and the volume is illustrated

by numerous plates and a portrait of the Pastor himself."—^c/^^.
" Patience in experimenting and acuteness of observation have enabled

Father Kneipp to draw up a therapeutic system as simple in principle as

effective in practice."
—Daily Chronicle.

"It is written in language a child could understand, and the processes

of bandaging, douching, and other applications of water which it recom-

mends are further explained in a series of photographic illustrations that

adds considerably to the value of ihe book."—Scotsman.

CODICIL TO "MY WILL"
For the Healthy and the Sick.

By Father Kneipp,

Privy Chamberlain to H.H. the Pope, and Pastor of Wcerishoven,
Bavaria,

Containing Chapters on the Anatomy and Care of the Human Body—
Gymnastic Exercises — First Help in Accidents — Cooking
Recipes for the Healthy and the Sick—On the Use of Medicinal

Plants—And Father Kneipp's Last Remarks on the Cure
of Diseases.

With over 100 Illustrations.

I Vol., 8vo, cloth. 6^.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.
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THE CARE OF CHILDREN IN SICKNESS
AND HEALTH.

Councils on the Hygiene of Childhood.

By Father Kneipp. 8vo, cloth. 5^.

" We cannot too strongly commend this book to all parents. It should

be carefully studied by fathers and mothers."—Pall Mall Gazette.

"
It contains advice more practically expressed than any we remember

to have read. Father Kneipp writes as a true philanthropist, a true lover

of his kind. Interspersed with his instructions as to health and conduct

are quaint and shrewd philosophical remarks, which give the work a

personal character of its own."—Academy,

PLANT-ATLAS :

Containing a Description of all the Medicinal Plants

mentioned in my Books.

By Father Kneipp.

With 41 Coloured Plates true to nature, containing 69 specimens.

8vo, cloth e.xtra, 125'. td. ;
also with uncoloured Plates, /J. 6^'.

Everybody is enabled, by simply consulting the "Plant-Atlas," to find

out for himself whatever herb he will have to look for in woods or fields,

and thus to make up, in a most pleasant way, that "Family Medicine-

Chest
" recommended by Kneipp.

The description is supplied by a distinguished Botanist, and dwells on

any point of importance
—for instance, upon the General and Special

Characteristics of every Plant, its flowering time, use, occurrence, diag-

nostics, mode of acting, healing power, etc.

THE KNEIPP PAMPHLET:
Giving information about the Life and Works of

Father Kneipp, and the Nature of the

Kneipp Cure.

By Dr. W. List, Surgeon-Major.

Illustrated, Free on application.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.
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CORPULENCE AND ITS TREATMENT, ON
PHYSIOLOGICAL PRINCIPLES.

By Dr.W. Ebstein, Professor of Medicine and Director of the Clinical

Hospital at Gottingen.

8vo, boards. 2s. 6d.

"This work is written in a thoroughly scientific spirit, and has no

sign of charlaantry about it.
"—Medical Times.

CHEMISTRY IN DAILY LIFE.

Twelve Popular Lectures by Dr. Lassar-Cohn, Professor of

Chemistry in the University, Konigsberg.

Translated into English by M. M. Pattison Muir, M.A., Fellow of

Gonville and Caius College, Cambridge.

With 21 Illustrations. Second Edition, Revised and Augmented.

Crown 8vo, cloth. 5^'.

"This is a most readable volume, and can be understood by any one."—

Spectator.

"Professor Lassar-Cohn is a lucid lecturer, gifted with distinct grace of

style and harmony of arrangement."
—Pall Mall Gazette.

"An eminently readable and, in some ways, astonishing book, which

deals with every-day chemistry."
—Financial Nezus.

" We like this book, and every page proves to be interesting reading."—

Lancet.

"The variety of matter with which the author deals is amazing. He

passes from the making of matches to the manufacture of steel ;
from the

burning candle to the new photography ; soap, paper, printing, and dyeing are

all touched upon in this exceedingly interesting volume. "—Z>«z/j' Chronicle.

.

" A work of this kind, in our opinion, may be credited with an educational

value of no ordinary nature."— Glasgov) Herald.
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THE ELEMENTS OF ELECTRO-CHEMISTRY
TREATED EXPERIMENTALLY.

By Dr, Robert Lupke,
Headmaster of the Municipal Dorothea Realgytnnasium.

With 54 Figures in the Text. Demy 8vo. 7s. 6d.

Translated from the Second Edition, Revised and Enlarged, by
M. M. Pattison Muir, M.A.,

Fellow and Lecturer of Gonville and Caius College, Cambridge;

" Not only is such a book recommended for those engaged commercially
in electro-chemistry, but to those who desire to know something of the

origin of the current in galvanic cells and accumulators, and of the theories

by means of which many problems in theoretical chemistry have been
solved.

' '—
Electricity.

"We have no hesitation in recommending the book to teachers of

physics.
"—Nature.

' ' The book is laid out with great skill and care, and arranged with the

evident intention of bringing together a connected account of recent

progress in electro-chemistry."
—Electrician,

DICTIONARY OF ELECTRICAL
ENGINEERING AND CHEMISTRY,

With special reference to Modern Machine

Technics, the Foundry, and Metallurgy. In the

German, English, and Spanish Languages.

By Paul Heyne.

German-English-Spanish Part. Crown 8vo, cloth, ^s.

English-German-Spanish Part. Crown 8vo, cloth, ^s.

"The difficult task of preparing a technical trilingual dictionary has

been accomplished in the present case with commendable accuracy. The

Spanish and German equivalents are given of a large number of technical

terms used in engineering, modern machine industry, metallurgy, electricity

and chemistry, and other applied sciences. To the engineer, the student

of physical science, and the commercial man, the dictionary should prove
of great service."—Nature.
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MURET-SANDERS' ENCYCLOPAEDIC
DICTIONARY.

ENGLISH-GERMAN PART.

Unabridged Edition.

2 Vols., A to Z, Royal 8vo (2460 pp.). Half calf. £2 2S.

GERMAN-ENGLISH PART.
Unabridged Edition.

Vol. I., A to K. (1 150 pp.). Royal 8vo. Half calf. £1 is.

The concluding volume is now being published in Parts at is. 6d.

each.

Muret-Sanders' Encyclopaedic Dictionary is the Latest, Largest, and

by far the most Comprehensive of all Enghsh-German Dictionaries, and

specially adapted for the use of scientific and literary students. It is the

only one which gives the New German Orthography, and the Pronuncia-

tion according to the Phonetic System of Toussaint-Langenscheidt.
It contains the Technical Terms used in Art, Science, Commerce, and

Manufacture ; Anglo-Indian words. Provincialisms, and Americanisms.
It is remarkable for its clear and concise typographical arrangement, as

well as for its appropriate examples and applications.

MURET-SANDERS' ENGLISH-GERMAN
DICTIONARY FOR SCHOOLS.

Abridged edition for Schools.

Royal 8vo. Half calf. ys. 6^.

PRACTICAL GRAMMAR OF THE GERMAN
LANGUAGE.

With Reading Lessons, and a German-English and
English-German Vocabulary.

By William Eysenbach.

New Edition. 8vo, cloth. 3.y. 6d.

"It is decidedly
^

practical.^ We like the gradual mode of presenting

difficulty after difficulty, and the conversational tone of the exercises."—
Schoolmaster.
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Zo'^^\iOQi\ Series*
" These excellent Movable Toy-books will please the little ones (when

their seniors are tired of playing with them) far into the Yule-tide season.

The author is Lothar Meggendorfer, a gentleman to whom Mr. Punch
wishes a '

Merry Christmas and a Happy New Year.'
"—Punch.

" Most novel of the novelties, perhaps, that we have yet seen are the

Movable Toy-books by Lothar Meggendorfer. They consist of a collection

of funny plates illustrative of comic verses, the figures
—animal and human

—
being made to move by a slip of attached cardboard. The Toy-books

are printed in bold letters, suited for little readers, who will find no end

of amusement in their laughable scenes and moving figures."
—Daily

Telegraph.

TINY TIM, PRINCE OF LILIPUT.
An Entertaining Fairy Tale with Six Movable

Pictures.

By Lothar Meggendorfer.
Small folio, boards, with coloured design. "]$. 6d.

CONTENTS.—Tim and the Bird—A Ride on the Snail's Back—A Dreadful
Encounter—The Strawberry Tree—Another Enemy—The
Bird and the Boy.

THE MONKEY THEATRE.
A Movable Toy-book.
By Lothar Meggendorfer.

Folio oblong, boards, with coloured design, js. 6c/.

CONTENTS. —Ourselves—The Repast—He and She—The Performing Goat—
The Minuet— Bimbamhoo — Madame Pompadour— The
Sentinel—See-Saw.

ALWAYS JOLLY.
A Movable Toy-book.

By Lothar Meggendorfer.
Small folio, boards, with coloured design, js. 6d.

CONTENTS.—The Angler The Elephant—The Naturalist—The Portrait

Painter—The Forgotten Latch-key—The Musician—The
Lion—The Pianist.

LOOK AT ME.
A Movable Toy-book.

By Lothar Meggendorfer.
Folio oblong, boards, with coloured design, js. 6d.

CONTENTS.—Introduction—The Nursery—St. Nicholas—At the Barber's—
Sambo and Topsy—The Three Musicians—The Carpenters
—The Obstinate Donkey—Fido.
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H. Grevel & Co.'s Publications. 2 J?

SCENES IN THE LIFE OF A MASHER.
A Movable Toy-book.

By LoTHAR Meggendorfer.

Small folio, boards, with coloured design, js. 6d.

CONTENTS.—Tlie Afternoon Stroll—At tlie Zoo—Out Riding^The Savage
Watch Dog—On tLe River—At the Club—Snowballed—
Sweet Sounds.

TRICKS OF NAUGHTY BOYS.
A Series of Six Transformation Scenes.

By LoTHAR Meggendorfer.

Small folio, boards, with coloured design. 5^.

CONTENTS.—Prologue—The Wicked Apprentice—Exchange no Robbery—
The Young Smoker—It Never Rains but it Pours—Pride
hath its Fall—Who Broke the Window?

MARLBOROUGH,
Humorous Picture-Book for the Young.

Told in 52 Pictures, beautifully printed in colours after the Designs
of Caran D'Ache.

With descriptive text by the Hon. Frances Wolseley.

4to, illustrated wrapper, boards. New and Cheaper Edition. 35. 6d.

Also a Special Edition of 50 numbered copies, printed on Japanese

paper, ^i l^-.

" Here is a handsome and appropriate birthday or Christmas book for

brave boys, if ever there was one. Altogether a masterpiece of art, and
an historical record in miniature of a most dainty kind—well worth the

money asked for it."—Daily Chronicle.

"An excellent book for the drawing-room table. Young people will

never tire looking at these inspiriting pictures of the trial and triumphs of

this great military genius.
"—Bookseller.

"Caran D'Ache is well known as a humorist of the first water, and it

is he who tells the stoiy of the great Duke in fifty- two clever sketches

illustrating the tersely written descriptive text by Miss Wolseley. The
uniforms and costumes portrayed may be accepted as historically accurate,
as may also be the type shown of the cavalry charger of those days. It

is a book to buy."
—Broad Arroiu.
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SCENES OF ANIMAL LIFE.

A Movable Toy-book.
By LoTHAR Meggendorfer.

4to, boards, with coloured design. 55.

CONTENTS.—The Stork at the Pond—The Hare—The Clever Poodle—The
Chicken and the Fly—Little Hans and Pussy—The Bear

in Trouble.

TRANSFORMATION SCENES.
A Movable Toy-book.
By LoTHAR Meggendorfer.

4to, boards, with coloured design. 55'.

CONTENTS.—The Masher comes a Smasher— Musical Darkies— The

Astonished Artist — The Obstinate Donkey— The Fair

Angler—Silly Billy at the Circus.

CLOWN PUTTYFACE.
The Quick Change Artist, Containing a Flexible

India-Rubber Face, with Six Different

Comic Pictures to fit it.

4to, boards, with coloured design. 3^. 6d.

CONTENTS.—Puttyface as Flunkey—As Country Lad—On Horseback —
As Traveller—As Cyclist—As Goatherd.

CHARMING VARIETY.
A Movable Toy-book.
By LoTHAR Meggendorfer.

Folio, boards, with coloured design. 35.

CONTENTS —Mine Host—Topsy—The Carpenter—The Old Market Woman
—The Travelling Tailor—Your Health.

A PARTY OF SIX.

A Movable Toy-book.
By Lothar Meggendorfer.

Folio, boards, with coloured design, y.

CONTENTS.—Boys' Sports—The Pianist—The Dandy—Cupboard Love—
From Japan—The Dainty Maid.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.
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HUMOROUS PICTURE-BOOK.
A Movable Toy-book.

By LOTHAR Meggendorfer.

4to, boards, with coloured design, 3^.

CHOP HEADS AND CHANGE FACES.
An Amusing Toy-book, showing over 4,000

Transformations of Male Heads.

By LoTHAR Meggendorfer.

4to, boards. 2s.

OUR AUNTS.
An Amusing Toy-book, showing over 4,000 Trans-

formations of Female Heads.

By LoTHAR Meggendorfer.

4to, boards. 2s.

FUN IN THE ANIMAL WORLD.
With 150 Humorous Pictures by Munich Artists.

For the Delight of Young and Old.

4to, boards. 2>^.

ZOOLOGY UP TO DATE.

Humorous Pen-and-ink Sketches from Animal and
Human Life, for the Amusement of Young
and Old.

By Kate Schonberger. **

4to, cloth, 2s. 6d.

THE TINGLE TANGLE RHYME BOOK.

By Henry B. Simmons.

With 18 Comic Designs printed in colours. 4to, oblong. 3s. 6d.
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THE EGYPTIAN STRUWWELPETER :

OR,

The Struwwelpeter Papyrus.

With Full Text and loo Original Vignettes.

Respectfully Dedicated to Children of All Ages.

4to, boards, is. Gd.

"A delightful children's book, in which the various discoveries in

Egyptian antiquity are most amusingly parodied in the well-kno^vn style'

of the original Struwwelpeter, for the benefit of the rising generation.

Both the letterpress and the illustrations are wonderfully humorous, witty
and diverting, and the skill with which the characteristics of Egyptian

mythology are made to take their place in the divertissement of the whole

is quite extraordinary. The book is altogether delightful, and is sure to

approve itself to a discerning public."
— Bookseller.

THE SPEAKING PICTURE-BOOK:

Reproducing the Voices of the Cock, the Donkey,
the Lamb, the Birds, the Cow, the Cuckoo,

the Goat, and the Baby.

Eight Coloured Pictures, with Rhymes for Children.

A Stout Volume, quarto, cloth, gilt edges, price 15^.

' ' One has often heard of people who
' talk like a book '

; but here is a

book that, if it does not exactly talk, emits audible and vocal sounds. It

is adorned with coloured pictures of various domestic animals, including

babies. There are also verses describing the peculiarities of the cock, the

cow, the goat, and so on, in the artless style familiar to well-regulated

nurseries. Here is nothing unusual, though the pictures are well executed

and the print clear ; but the great novelty of the
'

Speaking Book '

lies

elsewhere. You pull a string, and lo ! the donkey does indeed bray, the

cow 'moos,' the small birds twitter, the lamb says 'baa' in a lifelike

manner, and the baby cries
'

Papa
'

and ' Mama.' The imitations are

wonderfully realistic, and the whole idea of the book is as excellent as

the execution is ingenious. No nursery should be without it
;
and anybody

at a loss for a present for good little girls and boys may be safely recom-

mended to order this remarkably clever toy."
—St. James's Gazelle.

H. GREVEL & CO., 33, KING STREET, COVENT GARDEN, LONDON, W.C.
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