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NOTE  

THE abbreviations of titles of publications used in the follow-
ing essay are those listed in the American Journal of Archae-
ology, 1938, p. 200, with these exceptions and additions: 

Jahrbuch: Jahrbuch d. k. d. Archaeologischen Instituts. 

MuZ: E. Pfuhl, Malerei und Zeichnung der Griechen, Munich, 
1923. 

Winter: F. Winter, Typen der figürlichen Terrakotten, vol. I, 
Berlin, 1903. 
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INTRODUCTION  

ΈΤΗΈΝ the last fifty years the archaic sculpture of Boeotia has been the  
subject of a number of published studies. At least three separate analyses of  
the preserved marble statues have been made, needless to say with three  
quite disparate results. Holleaux, in his publication in the Bulletin de corre-
spondence hellenique of the sculpture found at Mt. Pt οös, attempted to  cas 
sify the material and explain his newly found Theban school. Deonna, in  
Les Apollons. archaiques, under a separate heading for Boeotia, analyzed a  
group of kouroi which, for various reasons, he considered as products of local  
manufacture. Most recently  Lullies, in the Jahrbuch for 1936, published an  
article of the most modern kind of stylistic criticism in which he endeavored,  
by sheer force of critical insight, to walk safely along even the treacherous  
paths which divide the local imitation from the foreign model in cases of the  
most tenuous differentiation. Although the most brief, Lullies' treatment of  
the material is also the most inclusive of the three. It embraces nearly all of  
the objects that had been by  others considered Boeotian, as well as the greater  
part of those found in Boeotia which his predecessors had believed to be im-
ported from abroad. Of him alone it might be said that he tended to slight  
the problems of national authorship in an endeavor to tre~t all the material  
which has been related to Boeotia. However,  Lullies' discussion is still in  
substance an attempt to analyze a supposed local sch οοl, to define principles  
of attribution so fully as to be able to distinguish between the Boeotian pupil  
and his Attic master.  

The present investigation was originally undertaken with the purpose of  
reclassifying the material yet again on the same basis, altering an attribution  
here and there, and attempting once more to define a specifically Boeotian  
style. It was intended to offer another division of foreign-made and indig-
enous works, another analysis of relationships between the supposedly local  
material and the products of other schools. But the conclusion that has been  
brought home to me most forcefully, both by my own investigations and by  
discussions with the many people who have helped me in this work, is that  
such definition is impossible. Furthermore, under the conditions of  limited 
available information which govern modern criticism, it does not appear that  
further discussion along the old lines of sharply drawn differentiation is any  
more fruitful. Even such brilliant analysis as Lullies has brought to bear on  
individual objects in the period of closest relationships between Boeotia and  

[3 ] 
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Attica can lead no further than the provisional acceptance or rejection of  
attributions founded on highly subjective interpretations.  

It is no longer my belief that clearly marked local schools are distinguish-
able or ever existed in Greek sculpture of the sixth century. That there were  
widely divergent impulses arising in various parts of the Greek world and  
affecting different sections in different ways is clear, and a knowledge of the  
sources and transmissions of these impulses is of the greatest importance to  
our understanding of the developments of this most important century for  
the history of Greek sculpture. But it no longer appears possible to suppose  
that various communities throughout Greece were developing peculiarly local  
modes of plastic expression dependent upon peculiarly local geographical,  
sociological, and political conditions. It is becoming more and more appar-
ent, on the other hand, that the really significant changes in Greek sculpture  
during this period were transmitted from place to place very quickly, became,  
in short, universal to the Greek world almost immediately upon conception.  
This is the fundamental lesson which studies like Miss Richter's 1  eminently  
logical discussion of the early  Apollo statues have to teach us. Almost un-
affected by specific locus of manufacture, these major examples of early  

sculpture pursue a clear and logical course in the development of plastic style  

toward an always visible goal.  
There is, of course, nothing very new in this point of view. That very re-

markable scholar, M. Pottier, 2  long ago made clear how problematical are  
even those larger subdivisions generally accepted by critics almost as axioms.  
But it is a point of view which, in this day of increasing emphasis upon critical  
analysis of formal expression, will bear repetition. It is with this in mind that,  
in the following pages, I have wished to consider not merely a group of ob-
jects which I believe to be peculiarly Boeotian — to the exclusion of other  
items, apparently as closely associated with that district but which, on one  
ground or another, I believe to be imported from abroad — but rather all the  
important material which is known to derive from Boeotia. For the same  
reason, very few objects found elsewhere have been included. The present  
essay is not an exercise in attribution, but rather an attempt to summarize  
and, to a certain extent, interpret the whole sequence of monuments from  
Boeotian soil. It is my belief that this sequence is itself of prime importance  
as evidence of the changing relationships and point of view of the people of  
this particular district, and that it should be set forth without distortions  
based on secondary evidence from other sources.  

For it is not the meaning of any of the above remarks to deny that certain  
conditions of life in a given community will be reflected in the plastic expres- 

1  Metτopolztan  Museum Studies, V, pp. W f.  
2  Le Problème de  l'art  dorien,  Paris, 1908.  
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suns of that community. Anyone who has ever practised any of the arts  

knows to what an extent not only the mood and ideology but even the mode  
of expression is affected by conditions of life and of thought in the contem-
porary environment. In the case of archaic Greek sculpture, the significant  

developments are national, as is the style itself, while the local variations act  

as overtones or modifiers to this major theme. And as the major theme de-
velops step by step, the concomitant changes in local styles with each step  

are far greater in fundamental importance, in the formal sense, than any vari-
ations between contemporary community groups. Thus it appears that there  

are no local schools of basic formal importance, and that in attempting to sift  

out the specific local variations, to recognize the products of each Greek cen-
ter, we are seeking (to return to the metaphor of music) not to differentiate  

between the harmonies of several composers but rather to recognize the  

varying interpretations of a number of conductors performing the same  

symphony.  
Viewed in this light it is to be expected that Boeotia, instead of being, as is  

so often assumed, a land without local expression, a land of utter dependence  

first upon one community abroad and then upon another, will show itself to  

be rather a district of strongly individual local character. Such local indi-
viduality must arise from the severe, strenuous, rural existence of a commu-
nity essentially very provincial in its limited self-sufficiency, its lack of interests  

abroad. The sort of rustic existence which Hesiod pictured in the Works and  
Days bears a certain similarity to the land of Zarathustra's teaching, as we  

know it from the Gathas and the Yashts. And it is of interest to observe how  
the same harsh, rude culture accompanied a vigor and ruthless energy among  

the peoples of both countries — as much among the Boeotians, who grew but  

little before the world in this period, as among the Persians, who waxed  

mighty in the land. The prime artistic result of this condition of life in  

Boeotia was a tendency to fasten upon certain formal, even hieratic qualities  

in sculpture and emphasize them to the extent of repeating individual types  

almost as ritual formulae over considerable periods. Examples of this circum-
stance are to be found in the series of "pappades" from the second half of the  

sixth century, or in the equally uniform but unfortunately uncertainly dated  

series of "bird-faced" figurines of the early archaic period and the seventh cen -

tury. In the major monuments of stone sculpture there is no such changeless . 

repetition, but there are often signs of persistent adherence to certain ele-
ments, generally, again, the more formal, more austere motives, of older  

styles, through a considerable period of development. As an example of this  

tendency may be cited the constant reappearance throughout the sixth cen-
tury of traces of that severity which marked all Greek sculpture of the period  

around 600. But it must be insisted that that tendency existed always as a  

{5 ] 
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modifying, never as a major factor in the plastic development, which con-
tinued in Boeotia, as elsewhere, to follow its foreordained course.  

It must be recognized from the start that the present essay represents  

purely and simply a study of formal developments in plastic style, and in no  

sense a thoroughly rounded discussion of all possible approaches to art history  

in Boeotia. There has been little opportunity for technical analyses of ma-  

terial, and I have not attempted to pursue the primarily literary problems  

of subject interpretation and authorship. The only considerable study of  

Boeotian sculptors' names which has been made is contained in the thesis  

presented by Μ. Decharme to the faculty of the University of Paris in 1869, 
entitled De Thebαnis Artificibus. The oldest Theban sculptor whose name is 
preserved — and he is also the oldest sculptor of all Boeotia concerning whom 
any useful information has been handed down by ancient writers — is As-
caros. Decharme has argued plausibly a  that this Ascaris was in all proba-
bility the pupil of Kanachos of Sicyon, and, in any event, his floruit date must 
fall as late as 500 or even later. Although certain authors have attempted to 
pursue the history of Boeotian sculpture down into classical times, proposing 
various stylistic and other motives as differentiating factors between the 
products of other parts of Greece and those of the region of Boeotia, 4  it is not  
the intention of the present paper to follow the subject beyond the end of the  

sixth century. For the defeat of the Boeotian forces at the hands of the  

Athenians in 507 seems to mark the end of a long period of comparative iso-
lation in Boeotia during which the most interesting local phenomena were  
able to influence local plastic 'expression to a most exceptional extent. After  

that time the increasing pressure of the classic spirit, fast devouring all rem-
nants of the non-classic, archaic Greek world, seems to have overwhelmed  

the true individuality of Boeotia.  
The important developments of the sixth century I have said to be national  

rather than local in nature, but the archaic spirit was one which permitted a  

certain freedom of interpretation. The classicism of the early fifth century in  

the plastic arts, on the other hand, was so thoroughly universal a movement  

as finally to reduce the artists of provincial districts like Boeotia to the posi-
tion of secondary craftsmen working in an almost unified and greatly enlarged  

world of design. It may be possible to trace certain academic peculiarities of  

the particular schools of stone carving which may be supposed to have existed  

in Boeotia during the fifth century and later; but the pursuit of such differ-
entiations among a number of provincial schools in which all the aesthetic  

meaning or important expressive content is thóroughlyat one with the envelop-
ing spirit of universal Greek classicism, seems at present a thankless task.  

3 De Thebanis Artificibus, ρ . 16.  

' J. Koerte, A. M., III, p. 319; Buschor, A. M., 1945, ρ . 50; Lullíes,  Jahrbuch,  1936, ρ . 1ö4.  
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It may seem necessary to defend this concentration on stylistic history, a  

study still so much mistrusted by many archaeologists. Although their num-
bers are decreasing, thanks largely to the excellent writings of several German  

critics in this field, it is surprising how many scholars in ancient art still con-
demn at sight all deductions drawn from stylistic analysis as meaningless and  

vague, while accepting with alacrity the evidence of the most fantastic de-
scriptions by ancient writers, the most fortuitous resemblances of subject-
matter between coin types and monumental sculpture. It is my belief that  

the study of the development of formal style can be as objective as any other  

study in our general efforts to delve deeply into all that is significant in the  

world of the Greeks. It follows from this that the sequence of dedications in  

Boeotia represents prime evidence for analysis and consideration with refer-
ence to the light which it can shed upon the cultural history of that  

district.  
To summarize briefly the results of the following discussion from this point  

of view, my investigations have led me to virtually complete agreement with  

the conclusions of Hampe 5  as regards the developments in Boeotia in the  
late eighth and through the seventh centuries. From before 700 to about the  
middle of the seventh century, Boeotian artists worked in a very individual  

and apparently rather original geometric style. In the early part of this  

period, at least, there is no question of Boeotia having beén in any sense back-
ward or dependent upon outside sources in the arts. After the middle of the  

seventh century it is apparent that a strong Corinthian influence was instru-
mental in putting an end to much of what was peculiarly local about the  

plastic arts in the district and, probably, in cutting down home production to  

a considerable extent. As will be seen below, there is some slight evidence for  

believing that Corinthian terra cottas were exported to Boeotia during this  

period, but the sum of datable material of the second half of the seventh  

century available for study is discouragingly and surprisingly small. The  

most probable assumption on the basis of the evidence at hand is that vases  

of the so-called "Boeotian Cylix ware" and figurines of the "bird-faced" type,  

both decorated in black and purple paint on a buff ground, were produced  

from about 650 on, although, as will appear below, the only examples of these  

objects which can be dated on external grounds belong to the second quarter  

of the sixth century. If it be true that the earliest examples of this type of  

work go back to the middle of the seventh century, it becomes obvious that  

a certain continuity in characteristically local material did exist throughout  

the century, and the continued manufacture of the great Boeotian relief  

pithoi might serve to support this contention. But, at all events, the vigorous  

b Frühe Griechische Sagenbilder in Böοtien, Athens, 1936.  
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and ingenious craftsmen of early Boeotia were distinctly overshadowed and  

the light of their traditions dimmed by this contact with the more cosmo-
politan culture of Corinth.  

The end of the seventh and beginning of the sixth centuries found Boeotian  

art still dominated by this same influence. In Boeotia, as in other parts of  

the Greek world, a start was made in the carving of monumental sculpture  

in stone, the earliest preserved example belonging to the late Daedalic style.  

But it is difficult to escape the conclusion that the specific interpretation of  

the national sculptural style of the first half of the sixth century by Boeotian  

artists was once again markedly local in character. Α number of fine terra  
cottas from this period, although painted with decorative motives clearly  

derived from Corinth, betray in the modelling of the heads clear traces of a  

peculiarly vigorous, forceful, and obviously indigenous style. The same mani-
festation is to be observed in monumental sculpture. Although there is no  
reason to believe that Boeotia was out of step with important developments  

in this field in the rest of Greece, there is a considerable series among the  

dedications of this period in Boeotia which are marked in the figures by an  

uncompromising severity of modelling, a harshness of angular transitions  

between broad planes, corresponding to a sharp definition of outline and a  

brutal energy in the treatment of the heads. The only possible explanation  

of this conception is to be found in the soil of Boeotia itself, in the world out-
look of a people dwelling under rural, provincial conditions, hemmed in from  

the sea by mountains on every side, taking little interest in the adventures of  

world trade, content with the produce of their rich farm lands and with their  

slow way of life.  
The change in style which marks the middle of the sixth century clearly  

derives once more from foreign influences, but in this case the source of the  

new impulse is not clear. By some critics the monuments which herald this  

change have been thought to be Attic, by others, Peloponnesian, by others  

again, island in style. In the state of our present knowledge, it does not ap-
pear possible to state categorically from what immediate source this influence  

reached Boeotia, but it is my own conclusion that its ultimate source was the  

Ionian islands. The most important reason for this conclusion is the obvious  

relationship which exists between the male statue in Thebes #3 and various  

of the island kouroi, notably the "Apollo" of Melos. As has been remarked  

above, this new style dominated the production of both marble sculpture and  

terra cotta figurines over a considerable number of years, and the homogene-
ous character of this series of dedications of the period seems to postulate the  

existence of local craftsmen interpreting the style. However, with a curious  

parallelism to the development of the preceding century, there is a distinct  

falling off in the vigor and originality of artistic production, although in mon- 

G g a 
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umental sculpture there remain persistent traces of the severe, angular  

modelling in broad planes of the first half of the century.  

The end of this period marks the end of most of the peculiarly local char-
acteristics in Βοeοtia. The "pappades" cease to be made, after a very long  

period of production in various forms. In stone sculpture there is a constantly  

increasing amount of direct imitation or importation of Attic works. How-
ever, the terra cotta figurines from grave 80 at Rhitsona indicate that other  
influences besides the Attic appear at this time.  

This is as far as the subject will be pursued in this volume. It is the point  

at which the "primitive" type of terra cotta gave way to the "genre figures,"  

the broad, bold and individual archaic style gave way to uniform classicism,  

and the strong, independent provinciality of early Boeotia was lost, for a time,  

at least, in sheer suburbanism.  

[9]  
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TERRA COTTAS OF THE LATE GEOMETRIC AND  

r~ 	

SUB—GEOMETRIC PERIODS 

ΗΕ earliest Boeotian terra cottas of the historic period are a series of female  

figures with flaring skirts made almost in the shape of bells. This group of  

more or less exceptionally monstrous representations of the human form has  

been interestingly discussed by Maurice Holleaux in the first volume of the  

Monuments Pint [pp. 21 f.]. There he published one of the examples in the  

Louvre and two that are in Berlin. Although Holleaux, writing in 1894,  

wisely refrained from attempting to give an absolute date to these figures, he  

did make some deductions as to their relative date. Because the decoration  

and the form of these figurines appeared to him characteristically Boeotian  

geometric and unmarked by any influence of the Dipylon style, he reasoned  
that they must precede the full bloom of Attic geometric pottery. There is  

now evidence that in this last conclusion Holleaux was undoubtedly mistaken  

and that the figurines must have been made about 700 B.C. 1  
The painted decoration of the figurines indicates a date in the last years of  

the eighth and the first quarter of the seventh centuries. The water birds on  

the example in the Louvre (fig. 1) illustrated by Ηοlleaux,2  and on the ex-
ample in the Museum of Fine Arts, Boston, 3  illustrated in figure 2, are similar  

to those on Boeotian vases of the first quarter of the seventh century; the  

many-legged swastikas 4  also appear frequently on these vases. The same is  

true of the palm-like branches which rise on either side of the central orna-
ment of the figurine in the Louvre. For all these elements many parallels  

may be found by turning over the plates of vases of the first quarter of the  

seventh century in Hampe's Fruhe Griechische Sagenbilder in B'δοtien.5  Even  

One of Holleaux's most reasonable assumptions (Mon. Piet, I, p.41, note 2) that if the Dipylon type of human  

figure with pinched waist had been known it would have been reflected in the figurines, is controverted by the  

example acquired by the Louvre after Holleaux's publication (fig. 6). On the skirt of this statuette are painted  

several female figures, all adhering to the usual Dipylon formula of proportions.  
2  Louvre #573, Mon. Pint, I, pl. 3. 	 3  Accession $$98.891.  
4  See ΒöhΙaυ, Jahrbuch, III, p. 352, and Holleaux, op. cit., p. 41, note 1.  
5  Miss Goldman, in an article in the Festschrift Loeb (Munich, 1930, p. 71), referred to the appearance of the 

"Minoan" double axe on the skirt of Louvre #573 as typical of Boeotian conservatism and clinging to old ideas. 
However, a glance at the references in Roes, Greek Geometric Art (London, 1933, p. 71, note 2), will illustrate how 
frequently this motive was employed in the geometric vases of many other communities. Yet at the time of writing 
it appéars not unlikely that the discovery by the British School in Crete of several early iron age figurines with 
attached legs (Il1us. London News, March 5, 1938, figures 6-10) may lead to the recognition of some lingering 
Minoan tradition which might have inspired the makers of the Boeotian terra cottas. 
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the great rectangular decoration in the center of the front of the Louvre  

statuette seems to reappear on a Pyxis in Heidelberg s  and in a vase in the  
National Museum at Athens of this same period.'  

The fact most emphatically brought home by a study of these bell-shaped  

figurines is the great unity of style which they represent and the very brief  

period of time during which they appear to have been made. One example  

in the Berlin Antiquarium 8  (fig. 3) is perhaps slightly more crude in con-
struction, but really very close to the Louvre and Boston examples cited  

above. In this case specific parallels may be cited with individual vases of  

Hampe's 9  group representing the spätest georetrische Stufe. Water birds  
designed according to both the schemes illustrated by the two large birds in  

the figurine appear in the oenochoe in Würzburg, Hampe  1 727 10  (fig. 4), be-
longing to this group. The four-legged swastika used free in the field with a . 

bird very similar to that near the figurine's right hand is found on the oeno-
choe Hampe #730 in Athens. The placing of the birds on the ground line  

and the amount of filling ornament on the figurines also agree with these  

vases of the period just before 700.  
The other example in Berlin 11  has an almost formless "bird-beak" face,  

but the decoration, which is here limited to rows of concentric circles, is again  

in keeping with the "latest geometric" group of Hampe. The concentric  

circle with open center is an important feature of all these vases, and the  

pitcher in Boston, illustrated by Hampe, 12  is an example in which such circles  
are the only decoration on the main body of the vase, just as they are on the  

figurine.  
There are certain elements, of which the more rounded outlines of the water  

birds are the most important, which tend to indicate that the example in the  

Louvre, #573, is slightly later than the two Berlin examples, as, indeed,  

Holleaux suggested. But the différence is very slight — easily containable  

within the lifetime 0f a single craftsman, and the Louvre figurine must be  

fairly early in the first quarter of the seventh century.  

An interesting comparison from the point of view of plastic style may be  
made between the heads of the Boston figurine, or, even more noteworthy,  

the Louvre figurine numbered 573, and a clay head from Sparta 13  (fig. 5).  
c Hampe, op. cit., pl. 28, #18.  
7  National Museum #14708. I cannot believe that this decoration on the figurine represents any actual part of 

the costume (Holleaux, op. cit., p. 27, disagrees), although it may represent a decorative panel on the dress itself. 
Compare Annuario, 1927-29, pl. 23, for a similar design on a figure painted on a vase from Arkades. 

8  The appended illustration is taken from Mon. Piet, I, p. 23, fig. 2. Antiquarium #3202.  
9  Op. cit., p. 24.  

é° Op. cit., p. 25 abb. 7 from which figure 4 is taken.  
11 Antiquarium #3201, illustrated ín Mon. Piet, I, ρ. 24, fig. 3.  
12  Op. cit., pl. 20; A. Fairbanks, Catalogue of Greek and Etruscan Vases, Boston, 1928, #287, pl. 25.  
" Β. S. A., XXIX, pl. I. In the accompanying article, p. 87, Miss Woodward records that there was originally  

more to this figurine than a simple protome head.  
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Miss Woodward, in publishing this head, noted several very good reasons for  
considering it later than the eighth century, yet necessarily early in the period  

of oriental influence. Although the object could not be absolutely dated on  

the basis of stratification, yet the excavator's reasoning has been generally  

accepted. Jenkins 14  assigned the head to the very beginning of the seventh  

century, classing it as sub-geometric. It is of considerable interest to note  

how closely his description of the head, which remarks the "loose, spreading  
contour of the face" and the curious "upthrust" of the features, suits the  

Boeotian figurines in the Louvre and in Boston. Furthermore, the Louvre  

and Sparta heads both have large round eyes, tending to slope rather down  

than up at the outer corners, and a similar treatment of the painted eye-
brows. Again the ears show the same perpendicular projection, and the low  
forehead in conjunction with the long, heavy chin presents that same vaguely  

formed triangle which, in the Spartan example, is certainly leading up to the  

tight, sharply outlined forms of the Daedalic style. Such comparison does  

not necessarily hint at any other relationship between the Spartan and  

Boeotian heads than their chronological congruence would naturally imply,  

but it forms interesting evidence of the uniformity of the sub-geometric style  

in two such widely separated sections of Greece.  
Another figurine in the Louvre, 15  illustrated in figure 6, acquired si lice  

Holleaux's publication, is very similar in every way to the two in Boston and  

the Louvre considered above. All of these examples have plastic arms, which  

do not appear on the Berlin figurines. An interesting comparison may be  

drawn between the head of this second Louvre statuette and the head of a  

Potnia Theron painted on the shoulder of an amphora in Athens from  

Thebes 16  (fig. 7). Both on the terra cotta and on the painted head the same  

curiously heart-shaped face is noticeable, as are also the circular, wide-set,  

empty eyes above a small nose and even smaller mouth. Again the similarity  

of representation of the hair is noticeable. The decorative painting of women  

with raised joined hands on the front and back of the statuette is executed in  

a style which is identical with the painting on a kantharos in Dresden (fig.  

7α), 17  an example of Hampe's "latest geometric style," which he remarked  

to be an immediate forerunner of the above-mentioned amphora in Athens.  

It is interesting to note that the style of this painting is also similar in general  

character and in the amount and arrangement of filling ornament used to the  

late geometric sherd from Αmyclae, 1 R and it is apparent that both belong to a  

14  R. J. H. Jenkins, Dedalica, Cambridge, 1936, ρ. 24.  
16  Louvre #140. Perrot & Chipiez, Histoire de l'art dans l'antiquité, Paris, 1882-1914, VII, p. 150, 6g. 3.  

National Museum #5893. 'E¢. 'Αρχ, 1894, pl. 10; Hampe, pl. 17; Zervos, L'Art en Grèce, Paris, 1936, pl. 53.  
1' Hampe, pl. 23, #135.  
' 

'Ε 4. 'Αρχ, 1892, pl. 4, #2 (where note also the insect of the sub-geometric pyxis in Heidelberg, Hampe, pl. 27).  

See also under Appendix.  
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type of late geometric mannered painting of which examples derive from vari-
ous sites. There is no question but that such a mannered, frozen style, with  

few and symmetrically disposed filling ornaments, is one definite manifesta-
tion of the end of the geometric peri οd.19  

An isolated example suggesting a possible further development of this type  

of figurine is the small bell-shaped statuette in Toronto, number 124-C 205 20  
(fig. 8). The writers of the catalogue consider the object geometric, as, in-
deed, it is, in one sense. But it is certainly later than our other bell figurines,  

if only because the vaguely outlined, sub-geometric heads of the others have  

given way to a much more clearly defined and sharply triangular face, with  

ears set well back and flat to the side of the head. 21  The relationships of this  
head, with its incised round eyes and straight, modelled lips, are rather with  

sixth-century terra cottas of the type of Athens, National Museum #4261  

(fig. 36), than with the truly geometric heads. Indeed, if the sources of the  

bird cylix style in vase painting are to be traced to the late geometric and  

sub-geometric pottery of Boeotia, perhaps in time we may trace the origins  

of the "pappades," through seventh-century figures of this kind, to the large  

figurines of about 700. But at present we lack certain examples of seventh-
century terra cottas in Boeotia, and the sequence of development is not clear.  

The use and meaning of these bell-shaped figurines is not certain. Valen-
tine Míiller 22  has made the most probable suggestion that they are to be  

derived from an Eastern source, probably the Cone of Astarte, and he.sug-
gests a comparison with the "Tanit idols" from Carthage. Several examples  

of such cone- or bell-shaped idols may be cited from very late coins of the  

East,23  but the actual age of the motive expressed in this form is not ascer-
tainable. The eastern connection is further suggested by the similarity of  

outline of these figurines and of the Potnia Therm on the Boeotian relief  

pithos in Athens 24  (fig. 9), which must be a representation of the oriental  

Artemis.  
Certainly the figurines are not votive representations of bells, as M. Β.  

Huish,25  the authors of the Toronto catalogue, and others have suggested.  

Where legs have been preserved, 26  they obviously hung too low to have even  

suggested clappers. The usual method was to attach the top of the leg just  

above the level of the bottom of the skirt. The small hole in the tops of the  

19  This would appear to be the erstarrten geometric to which Kunze (A. M., 1930, p. 160, note 1) attributed the  

Mantiklos Apollo.  
20  Robinson, Harcum and Ilitfe, Catalogue of Greek Vases at Toronto, Toronto, 1930, pl. ΙΧ.  

1 Compare also the probably contemporary figurine in Athens, Winter, p. 6, ##5. See V. Mííller, Fr~ihe Plastik, 
Augsburg, 1929, P.  81. 	 22  Ορ. cit., p. 79.  

22  For example, on Roman coins of Perga in Pamphylia, but cf. p. 10, note 5.  
24  

Έ .  'Αρχ, 1892, pls. 8, 9. See below, pp. 26 f.  
26 Greek Terra Cotta Statuettes, London, 1900, p. 83.  
26 However, it must be said that legs do not seem to have been intended in all examples.  
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heads of several examples must surely have served to hold the hook or string  

for suspension, and the complete figurines were undoubtedly originally  

suspended, as #573 is restored in the Louvre. 27  

It seems very likely that most of the painting on these figures is pure deco-
ration, but the striping on the back of Louvre #573, Berlin #3202, and the  
Boston example is probably to be taken' as the representation of actual dra-
pery. The scheme seems to be in general like that of the later "pappades,"  

made up of a mixture of actual drapery forms and purely decorative motives.  

It is difficult to avoid the conclusion that the pendants which hang on the  

breasts of the figurines are actual representations of jewelry.  

The breast pendant on the statuette in figure 6 is apparently an example  
of a type with attached gold discs that is known among the early jewelry in  
the British Museum. A considerable hoard of gold objects is published in  

F. H. Marshall's Catalogue of the Museum's ancient jewelry on plates ΝΙ  
and VII. The collection having reached the Museum through a dealer's  

hands, its history is somewhat doubtful, but, on the basis of certain investi-
gations made by Sir Arthur Evans, it is listed as a Mycenaean hoard from  

Aegina. Actually, in his publication of these objects in volume XIII of the  

Journal of Hellenic Studies, Sir Arthur notes many elements of post-Myce-
naean character which lead him to bring the date of the collection down to  

about the year eight hundred. Writing in 1892, he considered the objects as  
representing the continuing Mycenaean or Achaean culture locally on Aegina  

down to this late period. In the light of our increasing awareness of the many  

Mycenaean survivals in later Greek art, it may seem doubtful whether it is  

necessary to class these objects as Mycenaean, and, in all events, there is no  

reason to place them earlier than the period to which Sir Arthur Evans has  

assigned them. Now among these examples of "Mycenaean" gold work from  

Aegina is a breast pendant 28  of roughly circular shape, the center being cut  

in an openwork design of thin bars shaped to a more or less abstract repre-
sentation of two hounds and two apes, while from the outside edge are hung  

discs and winged creatures, possibly owls.  

Obviously this is the general type of pendant which is represented on the  

figurine in figure 6. Here the openwork design is reduced to simple cross bars,  

and all the attached baubles are discs, but the general scheme of construction  

is similar, and, as we have seen, the periods of manufacture of the pendant  

and of the painted representation are not separated by more than a century.  

In the same Aegina hoard in the British Museum is a pendant 29  in the  

" Holleaus has suggested a comparison with the small bronzes from Olympia which"Furtwringler, Olympia, IV,  
p. 35, thought were suspended from trees in the Altis. Such a disposition of the bell figurines would certainly give 
a Hallowe'en effect to the place where they were hung. 

28  British Museum Catalogue of Ancient Jewelry, pl. VII, #766.  
$9  #761 published in pl. VII of Marshall's catalogue.  
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shape of a horizontal gold bar, to which are attached similar discs by golden  

cords. This is the character of the pendant on the figurine in the Louvre,  

figure 1. On the figurine the bar is simpler, lacking the modelled heads at  

either end which adorn the actual pendant, and the little strings which hang  

below 30  bear no representations of the gold discs. Yet a parallel for this last  

point is afforded by an earring in the British Museum collection, 31  published  
as eighth or seventh century. From the curved gold bar which makes up the  

major part of this earring hang three strings of twisted gold wire without  

appendages at their ends. These have exactly the aspect of the dangling  

strings on the painted representation of a breast pendant on the figurine in  

the Louvre, figure 1, and of the corresponding ornament on the Boston  

figurine. Thus it is apparent that the general character of the jewelry repre-
sented on these figurines, of a type not common in later times, is in keeping  

with what little we know of contemporary goldsmith's work.  

The disappearance by the middle of the seventh century 32  of this char-
acteristically Boeotian style reflects the flood tide of Corinthian influence,  

which, as Hampe has shown, put an end to the local production of finely en-
graved fibulae. It is probable that the terra cottas in use in Βoeotià at this  
time were for the most part imported Corinthian. Α terra cotta group of two  
seated figures in the British Museum, 33  reputedly found in Thebes, and pub-
lished as Boeotian workmanship, is demonstrated to be of Corinthian fabric  

only by the chance discovery of another head, apparently from the same  

mould as those of the British Museum figures, in Perachora. 34  
In any event we have no demonstrably Boeotian material which can be  

dated securely in the important years of the second half of the seventh cen-
tury. Of course it is possible, as will appear below, that certain examples of  

the "bird-faced" figurines may be dated in this period, but it is safer to treat  

this group as a class, beginning with the datable examples, which all belong  

to the sixth century.  

'O H. Kuehn, in an appendix to C. Hentze, Mythes et symboles lunaires, Anvers, 1932, p. 244, identified the  
pendant on Louvre #573 as an example of a primitive symbol for rain, applied here to indicate fruitfulness.  

a' #1240, published in Marshall 's catalogue, pl. X IV .  
"It appears to me likely, although no definite proof is available, that the Toronto figurine should be dated  

about the middle of the century.  
83 0349 Walters, Catalogue of Terra Cottas, pl. V.  
sa Jenkins, Dedaliea, pl. VII, #7.  
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ΙΙ  
RELIEF PITHOI 

ΒECAUSE of Hampe's excellent recent publication 1  of the series of Boeotian  
pithoi decorated with reliefs, I do not intend any complete illustration and  

analysis of these vases here. However, although I find myself in general  

agreement with Hampe's views on the dating of the pithoi, there are certain  

points which still need amplification, certain significant comparisons which  
have not been indicated. Therefore, in the following pages, I shall make free  

use of the classification devised by Hampe, referring the reader to his book for  

the complete publication, and attempting only to make some contribution to  

a discussion already so well begun.  
The pithoi are scattered in several museums. For convenience, I insert  

here Hampe's list with his numbering system:  

Group I R1  
Ria  
R2  
R7  

Group II R3  

Group III R4  
R5  
R6  

Louvre Ca 795 — B. C. H., 1898, pis. IV,  V. 
Louvre Ca 937 — B. C. H., 1898, p. 457.  
Nat. Mus., Athens, 'Εφ. 'Αρχ, 1892, pls. 8 and 9 (see fig. 9).  
Paris, Bibi. Nat., C. V. Α., France, 480.1.  

Boston, 529 — Catalogue, pl. 53 (see fig. 10).  

Boston, 528 — Catalogue, pl. 52 (see figs. 11, 12, 13).  
Paris,  Bibi.  Nat., C. V. A., France, 480.2.  
Louvre, Pottier, Ion. Grecs, 2, 1885-88, pl. 8.  

For the explanation and justification of the above groups, I refer the reader  

to Hampe's careful study. Suffice it to say here that he assigned his three  

groups, in their order, to the first three quarters of the seventh century.  

The available evidence for dating is surprisingly vague and uncertain.  
Hampe has reviewed previously published opinions simply in a catalogue  

form, listing those who believe in the seventh-century date and those who  

believe in a sixth-century date for the vases, and the weight of such evidence  

seems to be for the seventh century. Decorative detail of the vases provides  

few datable elements. The lotus on a long stem on the Paris Medusa vase,  

for which Hampe drew a parallel on a Parian plastic vase, is really far better  

approximated on a Fikellura vase illustrated by Cook. 2  Of course a consider-
able relationship with Rhodes is to be expected on the Boeotian pithoi, and  

the extent to which Fikellura decorative elements are directly descended  

Frühe Griechische Sagenbilder in Böotien, pp. 56 f.  
2 B. S. A., 1933-34, p. 70, fig. 9, #48.  
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