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ABSTRACT

"THE SPHINX 1IN EARLY ARCHAIC GREEK ART"

A thesis submitted for the degree of
Doctor of Philosophy in the University of Oxford
by Panayota BOSANA-KOUROU, Somerville College

Hilary term 1979

The aim of this thesis is to study the iconography of the sphinx in
Early Archaic Greek art and plot its origin and evolution. Therefore the
Dark Age material is dealt with in some detail. Two types of sphinxes
are attested, both radically different from‘the Minoan—-Mycenaean sphinx.
The wingless sphinx is a typically Dark Age creation attested throughout
the period but without an obvious further influence in Archaic Greek art.
The winged sphinx is introduced to Cretan Art in the Dark Ages from the
Orient and the type preserves its vitality through successive waves of
Oriental influence.

The sphinx in the Geometric and Orientalizing period is more clearly
traced to the Orient. In drawing up a typology I have taken as my starting
point the hybrid winged feline and human character of the monster. Thus
the following types emerge: a) winged female, b) winged male,

c) wingless, d) with equine elements, e) with human arms, £) double-
bodied, §g) gorgon-sphinx, and i) sphinx protome.

The iconography of each type is discussed in depth and a detailed
pattern established of the interrelationship of workshops. In dealing
with the imported sphinxes emphasis has been placed on discussing some

classes of objects of a possibly Greek origin.



Finally the evidence for the nature and the character of the motif
in the Early Archaic period is discussed and the conclusion reached is

that the sphinx does not enter the Boeotian myth earlier than the end

of the seventh century.
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INTRODUCTION

The sphinx is an extremely interesting and important motif in Early
Archaic Greek art, but its origin, evolution and nature in this formative
period ar{ still little known. The history of the motif in Early Archaic
Greek are was éketched by N.M. Verdelis! in 1951 in a short article which
is now largely outdated. The Cretan sphinx was favoured with a more
detailed study by F. Matz? in 1951 — a study also now outdated, with the
new evidence from recent discoveries in Crete. The recent study by
Demisch dealing with the sphinx from its inception to the twentieth cen-
tury does not do justice to the subject, and the few pages devoted to the
Greek sphinx offer nothing new, while being full of inaccuracies. The
best survey of the motif therefore still remains the brief one given by

3 in his detailed study of the sphinx in the Bronze Age, and the

Dessenne
problems concerning the appearance and evolution of the sphinx in Early
Archaic Greek art still remain open to discussion.

One of the main problems concerning the sphinx in Early Archaic
Greek art is connected with the motif's origin and relation to the Minoan-
Mycenaean sphinx. A clue with which to tackle this problem afresh was
recently given by the discovery of a LPG krater in Tekke with sphinx rep-
resentations (cf. pls. 3-4). The sphinxes on this krater were not only
of stylistic and iconographic interest in themselves, they also appeared to
be the earliest sphinx representations in Early Archaic Greek art known so
far. By that time the title of the earliest sphinx in Greek art belonged
to some representations of the Geometric period and the current view was
that a gap existed between the latest Minoan—Mycenaean and the earliest
Greek representations of sphinxes in Geometric times.“ Some terracotta

and bronze sphinx figurines from Crete of Late Bronze and Dark Age date

were already known,® but they were generally considered as isolated and



retarded pieces of a Bronze Age tradition, not really providing the link
between the latest Minoan-Mycenaean and the earliest Greek sphinx represen-—
tations. On the other hand, the sphinx representations on the newly-
discovered krater from Tekke presented, for the first time, undeniable evid-
ence for the existence of the sphinx motif in the Late Dark Ages, in the
Protogeometric art of Crete; the possibility of straightforward continuity
for the sphinx motif in Crete throughout the Dark Ages was therefore assumed,
while the situation for the contemporary art of mainland Greece remained as
before. On these grounds the inclusion of Dark Age material in a study of
the sphinx motif in Archaic Greek art seemed inevitable.

Another problem concerning the sphinx in Early Archaic Greek art is that
related to the specific Oriental origin of the motif's iconographic details.
Greek artists in the eighth and seventh century were ceaselessly copying
Oriental models easily accessible to them in the form of imported objects.
Therefore I considered that a survey of these objects was immediately
related to the iconographic problems concerning sphinxes in Early Archaic
Greek art and ought to be included in this study. The main core of this
thesis however deals with the iconography of the motif in the eighth and
seventh centuries. A new detailed typology is included with the intention
to define the origin of each type as far as possible. Finally there is an
attempt — necessarily small and limited by its very nature — to define the
nature and character of the motif during the period under discussion.

The term sphinx has been connected in ancient Greek literature with
a fabulous monster consisting of a lion's body and wings and female human
head. The term is applied today in a more generic sense for all versions
oL che same lion-bodied monster: wingless, male or with odd elements like
human arms or bovine legs, provided they do not alter radically the
monster's character; this use of the term has been kept here. In the

description of the poses adopted for the monster terms have been borrowed



from heraldry, without implying that the monster had a heraldic character
in Greek art — which it certainly had not.

At the end of this study a detailed catalogue of Early Archaic Greek
as well as contemporary Oriental sphinxes found in Greece is appended. The
catalogue consists of two sections: I) Greek sphinxes, II) Imported
sphinxes. The presentation of the material of the first section is chrono-
logical and inside each chronological framework is classed according to
the material of the object. An attempt has been made wherever possible
for vases to be presented according to painter. Workshop is indicated only
when known. In the catalogue sphinxes are meant as winged unless otherwise

indicated. All dates are BC.



CHAPTER I

THE SPHINX IN THE DARK AGES

The sphinx is attestea throughout the Dark Ages by two distinct types:
1) winged, 2) wingless. Though evidence for both comes predominently from
Crete, a few isolated examples of the wingless type of a LH IIlc date con-
firm the existence of this type on the Mainland in the Early Dark Ages.

The term Dark Ages is used here generically to define the period bet-
ween the end of the Minoan-Mycenaean civilization and the rise of the
Hellenic world.! A terminal date for this period in the eighth century is
an obvious one. As for the chromological starting point, it has proved
impossible to opt for a well-defined date, since many scholars place the
end of the Minoan—-Mycenaean civilization at a time when the first positive
signs of destruction appear, others at a less definite point, when the
Minoan-Mycenaean cultural traits cease to exist.? Assigning precise chrono-
logical limits to the Dark Ages, however, is completely beyond the scope of
this study. Moreover, the Dark Ages in Crete, which mainly concern us
here, are characterized by a continuity in religious beliefs, which is
reflected in cult and art objects and makes every attempt to establish a
dividing line in the artistic and cultural evolution of the island both
unnecessary and impossible.3 For this reason all sphinx representations of
a late Late Bronze Age date that deviate completely from the standard
Minoan~Mycenaean type have been considered here, together with the sphinxes
of a purely Dark Age date. Although the evidence for this period comes
predominently from Crete, the LH IIIc sphinxes have not been ignored. They
have been excluded from the catalogue, as being still in the Mycenaean
tradition, but have been treated in the discussion and for reasons of com—

pleteness have been briefly listed in n. 61.



THE WINGED TYPE OF SPHINX

The winged type of sphinx is attested in Crete during the Dark Ages
by three examples: 1) on a clay relief plaque from Kannia (no. 2, pl. 2.a),
2) on a PG krater from Tekke (no. 1, pls. 3-4), aad 3) in a bronze figurine
from Agia Triada (no. 17, pl. 5). Of these only the Tekke Krater comes
from a closed LPG context; for the other two style remains the only evi-
dence for a more precise dating and therefore it will be discussed in more

detail.

Clay relief plaque from Kannia

The plaque (no. 2, pl. 2.a) was found in a shrine excavated in 1958
within a Minoan villa in the area of Mitropolis, at a place called Kannia,

near Gortyna. N

The style of the plaque suggests a very advanced date, but
the pottery from the villa is dated to LM Ia and D. Levi,® the main ex-
cavator of the site, considers the shrine as contemporary with the villa.
Alexiou,® on the other hand, dates the wheel-made terracotta idols found
in the shrine to the LM IIIb period; he maintains that the shrine had
stayed in use long after the villa was destroyed, because among the objects
found in the shrine was a stirrup jar of a LM IIIb date.’ A recent study
of the snake tubes found in the shrine has proved them to be of a LM IIIb
date® and the treatment of the eye of a terracotta bull rhyton from the
same shrine is characteristic of the late LM IIIc and early SM period.?
It seems therefore that the sphinx plaque is not an isolated example of a
late date among the objects found in the shrine.l0

The style of the sphinxes, which are represenied -auwpant on eithex
side of a palm—tree standing on an altar-shaped object, is characterized
by a combination of angular and rounded forms, with strong stylization on

the one hand and an obvious devotion to naturalistic forms on the other.

The head, with its well-defined chin, the conical headdress and the shape



as well as the modelling of the ear, with a small hole deeply pierced in
its centre, bring to mind the wheel-made terracotta Goddesses from Gazi,ll
which are dated to the early LM IIlc period.12 However, the bodies of the
sphinxes find close parallels in those of the bull figurines of a late

LM IIIc and early SM date.l!3 On the other hand, the strongly emphasized
neck brings them closer to the SM Karphi Goddesses.!* An equally late date
is also implied by the stylized palm-tree,!® which in comparison with the
palm-tree represented on an ivory plaque of LH IIIb date from Argos16 looks
almost geometric in style. It can be assumed therefore that the date of
the Kannia plaque must be placed somewhere round the end of LM IIIc and the
beginning of the SM period.

The bodies of the sphinxes on the Kannia plaque are very stylized, but
the tail, which is shown curling upwards, suggests a feline character.
Therefore, the legs are summarily rendered on stylistic, not iconographic
grounds. The positioning of the wing high up c¢a the back, at the base of
the neck, is also a stylistic convention common in sphinxes of the LH IIIlc
period.l?7 The modelling of the wing in three parallel bands, however, is
closely following an Oriental iconographic tradition.l®

The small, conical headdress has been explained as a helmet.l9 Coni-
cal helmets are not favoured in Minoan art,29 but they are popular in con-
temporary Oriental art.2l On the other hand, a similar conical headdress
shown on female terracotta idols of LM IIIb or c and SM-date has been ex-
plained as an Orientalizing "tiara".22 The same type of headdress provi-
ded with a long volute hanging from its top, is met with on the sphinx
represented on a gold ring of a LM IIIb date from Zapher Papoura 23 which
closely follows North Syrian models.?" The wheel-made terracotta Goddesses
from the shrine at Kannia®® are also represented with a similar "tiara".
Therefore, it can be assumed that the sphinxes on the Kannia plaque are

shown with a "tiara'" rather than a helmet.



The rampant attitude in which the sphinxes are represented is very
rare in Minoan-Mycenaean art, found mainly on sphinx representations from
Eastern Mediterranean areas, such as Rhodos?® or Cyprus,27 but it is a
typical pose for sphinxes in the Orient.2® Moreover, the composition of
two rampant sphinxes on either side of a tree is a purely Oriental schema 22
otherwise totally unknown in Minoan-Mycenaean art. The orientalizing cha-
racter of the plaque is so strong that the plaque can easily be mistaken
for an Oriental import; however, the style of the sphinxes and especially
the modelling of the head with the characteristic treatment of the ear,

indicates beyond doubt that the plaque was modelled in Crete under the in-

fluence of Oriental models.

The Tekke krater

The krater (no. 1, pls. 3-4) was found in a chamber tomb excavated
in 1975 at Tekke, near Knossos. There were two contemporary turials a
the tomb and both contained vases of a LPG date. The krater, which was
found at the back of the tomb, '"cannot reasonably be dissociated from
these".30The shape of the krater is paralleled by several examples of LPG
kraters;3! thus, the date of the vase, as suggested by the closed context
in which it was found, is confirmed. In terms of absolute dating the
krater belongs to the middle of the ninth century,32 which is a very early
date for the figured scenes depicted on both sides of the vase: a man sav-
aged by two lions on one side (pl. 4.b), two antithetical sphinxes and a
water bird on the other (pls. 3 and 4.a).

Figure-drawing is not unknown in Cretan PG vase painting33 and the
latest finds enlarge the repertoire of Cretan PG figure scenes.3“ But the
style and technique of the PG figure drawing are quite different from that
used on the Tekke krater. The PG drawing is mainly in silhouette and the

PG style is always austere and geometric in spirit. On the Tekke krater,



however, only the man devoured by the lions follows these geometric con-
ventions. The lions are drawn mainly in outline and, though the front
part of their body is triangular, the style of the drawing is less geomet-
ric than that of the man. This impression is emphasized by the cross-
hatching that decorates their rounded hindquarters.3° On the other hand,
cross-hatching'is used almost entirely for the sphinxes which thus appear
to be nearly free from any geometric convention in the technique of draw-
ing.

Even more alien to the Geometric tradition is the style in which they
are pictured with fleshy rounded forms and plump, unrestrained design. The
style of the sphinxes represented on the Tekke krater is unique in PG
Cretan art. Nor does it seem to have antecedents in the Late Bronze Age.
It is actually a style that completely lacks any sense of geometric spirit
and design; its presence in the PG art of Crete can only be explained in
terms of a strong foreign, most probably Oriental, influence. In fact the
closest parallels to this style are found in contemporary North Syrian
art.36

However, there is a basic element in the style of the sphinxes repres-
ented on the Tekke krater that links them with contemporary PG terracotta
and bronze figurines: this is the rendering of the neck which is shown
large and long turning into the head at the end in the manner of the Cretan
PG human figurines in terracotta and bronze.37 Several other similarities
can also be drawn between the sphinxes of the Tekke krater and the PG human
figurines, like the eye, which is shown circular with a dot at the centre
and can be paralleled to the pellet eyes of the terracotta figurines
pierced at the centre.38 The mouth of the sphinxes on the Tekke krater,
unlike the chin, is depicted with some emphasis, and creates the impression

of a bird-like profile, so it has been suggested that the monsters might be

griffins.32 However, the profile is completely human and can be paralleled



by the profile of the contemporary terracotta figurines."0

The human character is emphasized even more by the headdress. It is
a strange, conical headdress with a horizontal "tail" extending behind.

At first sight, its form brings to mind the conical headdresses worn by

the Karphi and Gazi Goddesses as well as the headdress of the sphinxes on
the Kannia pladue. Its horizontal "tail", however, brings it closer to
the Egyptian "Double Crown'™! found on Egyptian and Egyptianizing sphinxes,
which were easily accessible in Crete in the ninth century on imported ob-
jects like ivories or bronze bowls (cf. below, chapter on imported
sphinxes). Since the style of the sphinxes on the Tekke krater strongly
suggests North Syrian models, it is very possible that their headdress is
in fact an interpretatio graeca of the Double Crown shown on the Egyptian-
izing sphinxes on North Syrian objects.

North Syrian models are also suggested by the leonine bodies of the
- sphinxes, with the characteristic narrow loins, fleshy thighs and upward-
pointing tail.. An obvious attempt to differentiate the thighs, manifested
by painting a slightly different motif on each one, can be closely para-
lleled on North Syrian sphinxes of a ninth century date (cf. pl. 171),

The cross-hatching, which as an isolated motif decorates the thigh of the
left-hand side sphinx on the Tekke krater, can be explained as the artist's
attempt to imitate stylizations found on North Syrian sphinxes such as for
instance the famous flame-pattern.

The dependence of the sphinxes of the Tekke krater on such North
Syrian models is further emphasized by the small triangular projection
hanging from the elbow; while this stylization is unparalleled on sphinxes
in Minoan-Mycenéean art,*2 it is a common iconographic convention on

sphinxes in North Syrian art of the ninth century®3 (cf. pl. 171).
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Bronze figurine from Agia Triada

The bronze figurine from Agia Triada (no. 17, pl. 5) is an unusual

44 who mistook it for a winged horse,

and controversial piece. Dunbabin,
suggested a Syrian origin for it. Hermann,“® following Dunbabin, ex-
plained it also as a horse and grouped it with the imported Oriental
attachments tﬁat flooded the Greek world during the eighth and seventh
centuries. Recently, Heilmeyer*® suggested that it was of a late Bronze
Age date, but since it actually remains unpublished its style must be con-
sidered in some detail.

At first sight the figurine resembles Syrian work, and the general
impression of the face in particular brings to mind Syrian figurines. A
closer\inspection of the Agia Triada figurine, however, reveals that it
has nothing which is genuinely Syrian. Firstly, the neck is large and
long, turning into the head at its end in the characteristic manner of SM
and PG Cretan figurines.*’ GStrictly speaking there is no head at all, just
the face formed at the end of the neck, while all Syrian figurines, in con-
trast to those in the SM and PG styles of Crete, are distinguished by a

well-defined head with a global crown.'8

Besides, the Agia Triada figurine
lacks the typically wide and deep-set eyes, which are another characteris-
tic of the Syrian figurines. Instead, the eyes of the Agia Triade sphinx
figurine are formed as small protruding bulbs in the SM and PG tradition

of Cretan bronze figurines.“*? The almost triangular shape of the chin dis-
tinguishes the Agia Triada figurine from those in the Syrian style, in
which the chin is large and rounded. 1In general, the face of the Agia
Triada figurine with its short forehead, triangular chir and prominent ears
can easily be paralleled among SM and PG bronze figurines of Crete. The
lack of any indication of hair or mouth is quite common among Cretan bronze

figurines of the Dark Ages,>0 while the elongated body with short legs and

tail is also in the same tradition. Therefore, it can be assumed that the



_11_

Agia Triada bronze figurine was made in Crete in the late Dark Ages under
strong North Syrian influence.

The iconography of this figurine, mainly the headdress, strongly
underlines its North Syrian connections. This is a tall, almost fan-
shaped headdress with an upward projection on the top. It is closely
paralleled by fhe fan-shaped headdresses of the Syrian figurines of the
"Plumed Helmet" group.®! The headdress of these figurines has been ex-
plained>? as an abbreviated form of the more elaborate fan-like plumed
headdress of some Syrian figurines of an earlier date.®3 There seems to
be an undoubted iconographic relation between the headdress of the Syrian
figurines of the "Plumed Helmet" group and that of the Agia Triada figu-
rine. However, the iconographic relation is not enough evidence to ex-
plain the headdress of the Agia Triada figurine as a helmet. On the con-
trary, the rather free rendering of the Syrian prototype suggests that the
motif was rather mechanically copied withouv'any particuiar attention as
to the prototype's original meaning.

Turning to the body of the Agia Triada sphinx figurine we find little
evidence as to the kind of animal represented. In the Dark Ages it is
usually the tail which gives to the body of the animal figurine its speci-
fic identity. For instance, on bull or horse figurines it is usually rep-

resented long and hanging downwards.>"

But quite often the emphasis is
put on the head and the tail is carelessly modelled small®> as on the Agia
Triada sphinx figurine. Therefore, it can be assumed that in the Agia
Triada sphinx figurine the artist was not particularly concerned in repres-

enting a specific kind of animal, since he had placed his emphasis on rep-

resenting the human head after some North Syrian model.
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According to the evidence presented above, therefore, the iconography
of the winged type of sphinx attested in Crete by a few examples through-
out the Dark Ages is radically different from that of the so-called Minoan-—
Mycenaean type of sphinx.®® The latter is usually represented with a pair
of displayed wings and its leonine body is often decorated with one or two
spiral ornaments on the breast or shoulders (pl. 2.b). The hall-mark of the
Minoan-Mycenaean sphinx, however, is a kind of plumed diadem that crowns its
head. Since this type of sphinx is never represented with a beard, but is
often shown with a necklace, which is a female characteristic in Minoan-
Mycenaean art, the Minoan-Mycenaean sphinx has been explained as female. >’

The sphinx, in contrast to the griffin, has never been a popular motif
in Minoan art®3 and there had not been an influential type of sphinx in
Crete before the LM IIla period, when the Minoan—-Mycenaean sphinx was
adopted.59 Henceforth the motif has been consistently used down to the end
of the Bronze Age. The sphinxes on the Kannia plaque are the firsc to-
deviate from the established Minoan-Mycenaean type. They lack all the
characteristics of the Minoan-Mycenaean sphinx, mainly the plumed crown and
the shoulder spirals, and inaugurate a new type of Orientalizing sphin,
which is attested by isolated examples throughout the Dark Ages in Crete
only.

The situation is different for contemporary art from the Mainland.
There appears to be a gap between the latest Mycenaean and the earliest
Greek representations of sphinxes in the Geometric period.®? The sphinx
representations of the LH IIIc period, on the other hand, though they are
not of the typical Minoan-Mycenaean type, are undoubtedly in the same
tradition.®! For instance, the plumed crown, slightly stylized, still sur-
vives on the sphinx of a sarcophagus from Tanagra (pl. 22.b), while the
shoulder spirals occur more often, though now adapted in new forms: once

they are represented as a horizontal double volute on the chest and create
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62  elsewhere they are transformed into an

an impression of human breasts;
S-like ornament placed either on the rump or the flanks of the sphinx
(cf. pl. 22.3).

In spite of the durability of the Mycenaean tradition, however, the
LH IIIc representations of sphinxes present elements indicative of a
foreign influence: in one case the sphinx is shown with a bovine tail
(pl. 22.b), elsewhere it is provided with bull's legs, though the upward
direction of the tail still implies the feline character of the body
(pl. 22.a; 23). Bull-bodied monsters with a human head are completely
unknown in Mycenaean art and the Minoan-Mycenaean sphinx is always repres-
ented with a leonine body. The earliest representation of a sphinx with a
hybrid body, partly bovine, partly leonine, occurs on a Mycenaean krater
from Enkomi 63 (pl. 23.a), which is dated to the LC IIc, the equivalent
of LH IIIb. The krater is decorated in the local '"Rude Style", which
suggests a Cypriot manufacture of the vase and therefore explains why these
sphinxes had been so strongly influenced by Oriental models. Bull-bodied
monsters with a human head were extremely common in the Orient during the
second millenium®% and according to the evidence of the Enkomi krater they
must have been accessible in Cyprus during the LC IIc period. At that
time Cyprus' relations with the Mainland were close and artistic inter-
actions strong.®® It was easy for the type of Orientalizing bull-legged
sphinx therefore to find its way towards the Mainland, after it had been
assimilated by Mycenaeans in Cyprus. The earliest evidence for the type on
the Mainland is given by the bull-legged sphinx on a pyxis from Mycenae
(pl. 23.b) dated to the end of the LH IIIb and the beginning of the LH IIIc
period. The LH IIIc representations of sphinxes therefore present a mixture
of Oriental and Mycenaean elements and give evidence of the gradual disinte-
gration of the Minoan-Mycenaean sphinx on the Mainland. In spite of the

new, Orientalizing elements, the sphinxes of the LH IIIc period belong to
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the end of a development and can be explained only in terms of the Minoan-
Mycenaean type of sphinx.

On the contrary, the more or less contemporary sphinxes depicted on
the Kannia plaque present a completely new type, which seems to have been
introduced to Crete directly from the Orient. There is nothing in the
type betrayingia Minoan—Mycenaean source, apart from style, which thus con-
firms that the plaque was locally made.

Equally Orientalizing are the other two examples of winged sphinxes
attested in Crete in the late Dark Ages. In these both style and icono-
graphy are strongly dependent upon North Syrian models, which implies that
North Syrian art played in fact an increasingly important role in Crete
during the Dark Ages. The occurrence of the winged type of sphinx in
Crete in the Dark Ages, therefore, can be explained, in terms of direct
North Syrian influence, which resulted in the type's complete break with

the Minoan—Mycengean iconographic tradition.
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THE WINGLESS TYPE OF SPHINX

The wingless type of sphinx is attested throughout the Dark Ages by
a large group of terracotta and bronze figurines from Crete (nos. 3-16).
No figurines of this type are known from the Mainland, but the type is
attested theré in vase-painting on a LH IIIc krater from Lefkandi (pl. 22.a)
and, in a variation with human arms, on a sarcophagus from Tanagra (pl. 22.b).

»
A different variety of the type, with two human heads, has been found at

Cyprus.66

Owing to their context and style the Cypriot examples are dated to the
eleventh century, but the date of the Cretan figurines is much more diffi-
cult to assess because they come mostly from unstratified and mixed con-
texts; thus in almost complete absence of any external evidence, the only
criteria for a more precise dating of the figurines remains their style.
This seems to present a prerésSiVéhét&liiétion;mwhich we consider as
implying a chronological sequence.®’

The Dark Age figurines of wingless sphinxes can be classified into
three different groups according to their material and the technique in
which they were made: 1) Terracotta, wheel-made figurines, 2) Terracotta,
hand-made figurines, 3) Bronze figurines.

The earliest and most elaborate are the figurines of the first group,

while both the hand-made and bronze figurines seem rather crude versions of

the wheel—-made ones

Wheel-made terracotta figurines

The wheel-made figurines form a small, but interesting group, which
includes the largest and finest of the wingless sphinx figurines. The
group consists of three, mostly fragmentary, figurines (nos. 3-5). They

are moderately large, measuring an average of about 20 cm in length and
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25 cm in height.®® No. 3 (pl. 6) is the best preserved lacking only the
legs and a small part of the tail. From no. 4 (pl. 7) and no. 5 (pl. 8)
only the head and part of the back have survived. Since this small part
of the back, however, is horizontal in relation to the neck, there is no
doubt that they had an animal body.

All the figurines of this group come from an open-air sanctuary, the
"Piazzale dei Sacelli'", at Agia Triada, which contained votive objects and
pottery ranging in date from LM IIIb to Geometric.®9 Several other human
heads from wheel-made terracotta figurines of exactly the same style can
be seen in the Herakleion Museum; they come mostly from the same deposit
at Agia Triada’® (cf. pls. 9-10.a), but there are others from Patso,’!l
Knossos /2 (pl. 10.b) and elsewhere. None of these, however, is from a
stratified deposit and, therefore, sound external criteria for the dating
of the group are still lacking.

Typical characteristics of all these heads are:* elongated face
slightly turned to one side and tilted a little upwards; a huge, dominant
nose with pierced nostrils; a large, oval chin covered with painted decor-
ation, while additional painted motifs decorate the cheeks; protruding cir-
cular eyes, plastically modelled and fringed by a painted line on which
small vertical strokes of paint indicate the eyelashes, while the centre of
the bulb is painted black to indicate the pupil of the eye; ears, hair and
crown (which sits very low on the forehead) are usually modelled separately,
and decorated in paint.

Exact parallels for this group of terracotta figurines are lacking.
The closest ones are the Goddesses from Gazi,73 which, however, have a much
softer modelling than that of the heads of the wheel-made sphinx figurines.
The eyes of the Gazi Goddesses are still almond-shaped in the Minoan tradi-
tion, while those of the sphinx figurines are circular with the indication

of eyelashes, characteristic of the end of the LM IIIc and the beginning of
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the SM period.’* A similar date is also suggested by the style of the
body as evidenced by that of no. 3, which is stylized in an almost geo-
metric manner; its simple, cylindrical form is closely matched by the
bodies of the wheel-made terracotta animal figurines of the LM IIIc and
the SM period,’® as well as by those of the sphinxes on the Kannia plaque
(cf. pl. 2.a). The painted motifs that decorate both body’6 and face’’
of the sphinx figurines are all typical of the late LM IIIc or early SM
period, thus confirming the dating of the group suggested by the plastic
forms.

The only evidence for the kind of animal represented by the body of
these figurines comes from no. 3, which is stylized in an almost geometric
manner, but possesses a long bovine tail; this is shown clinging to the
buttocks and coiling upwards over the rump in a rendering characteristic
of the tail of bull figurines throughout the Minoan period.78 Evidence
for a purely bovine body is provided by the two bicephalic monsters from -
Cyprus.’? On the other hand, the LH IIIc representations of wingless
sphinxes have a hybrid body, partly bovine, partly leonine, thus making
ambiguous the incomplete evidence for a purely bovine body in the wingless
sphinx figurines.

However, the bovine body of a headless, wheel-made terracotta figu-
rine from Agia Triada,80 which lacks the dewlap and has the breast mod-
elled vertically in a manner similar to that of no. 3, has been explained
as belonging to a sphinx. In this case this must have been one of the
earliest sphinx figurines, since its painted decoration and naturalisti-
cally rendered hocves suggest a date early in the LM IIIc period.

The characteristic vertical rendering of the neck and the lack of
dewlap attested on the sphinx figurines does not appear on the bull
figurines in Crete earlier than the SM period.®! Therefore, the models

for the LM IIlc sphinx figurines must be sought on the Mainland, where



the wheel-made terracotta bull figurines are similarly modelled already
from the LH IIIc period.®82

The painted decoration on the body of no. 3, which consists of a group
of short, slanting parallel lines meeting the vertical lines on the shoul-
ders at an acute angle, has been explained as indicating the wings. But
similar linear motifs occur on all the terracotta animal figurines of the
IM IIIc and SM periods. On the other hand plastically modelled wings on
terracotta figurines are not unknown in contemporary Cretan art.83 It
seems therefore that the painted decoration on the body of no. 3 was not
"functional" but simply decorative.

The wheel-made sphinx figurines, as well as the remaining heads of the
same group, are usually shown wearing a crown, which is plastically mod-
elled and decorated by various painted motifs. The crown in a more elab-—
orate, plumed form is a characteristic of the Minoan-Mycenaean sphinx and
j.t also occurs, combined with various attributes, on the female terracotta
idols from Crete. 1Its presence on the Cretan figurines, therefore, seems
to imply both a sphinxian and a female character for the monster.

However, the definition of the sex of these figurines 1s a much more
complicated problem,8% because at least some of them are definitely shown
as bearded (cf. no. 3 pl. 6), while others have the chin qecorated with a
painted motif.

A chin solidly painted like that of the figurine no. 3 (pl. 6) or the
fragmentary terracotta head from Agia Triada in Herakleion (pl. 9.b), can
easily be explained as bearded, but it is not easy to regard every single
pattern on the chin as indicating a beard, especially when similar motifs
occur on the cheeks of the same figurines. Face decoration consisting of
a motif painted on the chin and another on each cheek of the same figurine
is unusual in Crete outside the group of wheel-made, terracotta sphinx

85

figurines. On the Mainland it occurs on the stucco human head from



Mycenae86 and on some large wheel-made human idols from Mycenae87 and

Melos. 88

Its occurrence on the Cretan figurines, therefore, further em-
phasizes the group's connections with the Mycenaean Mainland. But the sex
of these large and elaborately decorated Mycenaean idols, as well as the
Mycenaean figurines in general, is very problematic,®9 because they often
combine female breasts with a solidly painted chin. Some of these
Mycenaean figurines, for instance the so-called "bearded Aphrodite'3%0 or
the recently discovered '"Lady from Phylakopi' have been claimed as herma-

phrodite. 2!

However, the occurrence of face decoration on figurines both
with and without human breasts seems to imply that it was after all a kind
of ritual tatooing, regardless of the idols' sex. Accordingly, only those
Cretan figurines which are shown with a clearly indicated beard can be
explained as definitely male. The masculinity of the figurine in this

case is not contradicted by the long hair, since many SM figurines of men

are shown with long hair.92

Hand-made terracotta figurines

The hand-made terracotta figurines of sphinxes form a relatively
large and interesting group; it consists of nine pieces (nos. 6-14) none
of which has been preserved intact. They are solidly modelled and much
smaller than their hollow, wheel-made counterparts; the hand-made sphinx
figurines, when complete, measure on average about half the size of the
wheel-made figurines, that is about 8-12 cm high and 10-13 cm long.

The majority of the hand-made sphinx figurines were found together with
the wheel-made figurines in the mixed context of the '"Piazzale dei Sacelli
at Agia Triada.23 There is also one from Phaistos3% (no. 7) and one from
the Spring Chamber at Knossos (no. 14). The latter is the only one thét
comes from a closed, dated context, but even that context spans a period

from SM down to PG times.?5 Therefore, the best evidence for the dating of
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the wingless figurines of the hand-made group still remains their style.

The style of these hand-made terracotta figurines is of two kinds:
one in the Minoan tradition, which we shall name Minoan, the other in the
Mycenaean tradition, which we shall call Mycenaean style. The distinction
of the styles is made on the basis of the figurines' plastic forms, because
the figurines of both styles present a similar surface decoration in a
variety of techniques.

Painted decoration occurs on all of them, but it is now greatly worn
and only on nos. 11 (pl. 14.a) and 14 (pl. 16) is still clearly visible;
it consists of panels with hatching or cross-hatching, which is a kind of
decoration popular in Crete during both the SM and PG periods.°®

Punched decoration occurs on nos. 6 (pl. 11), 9 (pl. 13.b), 1l
(pl. 14.a) and 13 (pl. 15). On no. 9 it is combined with incision and on
the rest simply with painting. This type of decoration seems to have been
familiar in Crete throughout the Dark rze3.%7 The punched holes are
usually small and sometimes_still contain inserted knobs of clay (cf.
pl. 12.a);°98 larger holes also occur, implying that they were deliber-
ately made to retain some other material such as bone, stone or shells.9°
A good example of this is displayed by no. 6; here the whole surface of
the figurine is punched with small holes roughly of the same size; how-
ever three of them, one marking the lobe of each ear and one on the base of
the neck are deeper and wider, thus giving the impression that they were
deliberately made and intended to hold some foéeign material indicating
earrings and perhaps a kind of necklace. Generally, however, the holes

seem to have been left unfilled and were simply decorative by themselves.

Stamped decoration occurs on no. 12 (pl. 14.b). It comsists of
rosettes carefully executed in rows all over the surface. This is a very

rare and elaborate kind of surface decoration attested only in Crete in
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the Dark Ages.l!0! A similar, but much inferior technique occurs on some
hand-made ware of the PG period on the Mainland.102

A much more common kind of decoration in the contemporary art of the
Mainland is the incision,!03 which is also found on sphinx figurines no. 9
(pl. 13.b) and 10 (pl. 13.0).

All the above techniques of surface decoration of hand-made terracotta
figurines seem to have been current in Crete throughout the Dark Ages.
Therefore, they offer no evidence for a closer dating and we have to turn to
style to obtain a chronological sequence for the hand-made terracotta figu-
rines.

In the figurines of the Mimoan style (nos. 6-12) emphasis has been
placed on rendering the human face as naturalistically as progressive styli-
zation allows, while the body is always modelled in a geometric manner.
According to this principle the earliest of the hand-made figurines in the
Minoan style seems to be no. 6 (pl. 11). The modelling of the face, with
the well-defined chin, prominent nose, rounded protuberant eyes and plasti-
cally modelled crown rising immediately above the eyes, all closely recall
the heads of the wheel-made sphinx figurines. On the other hand, the head
is here hollowed at the top and lacks the plastic modelling of the hair,
ears and mouth that characterizes the wheel-made figurines. Nevertheless,
all these features seem to be due to technical factors and the style of
no. 6 is closely related to that of the wheel-made figurines. Therefore,
the handmade terracotta figurine no. 6 must be dated to somewhere around
the end of the LH IIIc and the beginning of the SM period. No. 7 from
Phaistos seems roughly contemporary, while no. 8 (pl. 13.a) is slightly
more stylized and therefore possibly later in date. No. 9 (pl. 13.b) has
the flat face typical of the SM terracottal®* and bronze figurines105 on
which only the plastically modelled nose stands out.

The progressive stylization seems to have reached its peak on nos. 10
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(pl. 13.¢c), 11 (pl. t4.a) and 12 (pl. 14.b). These three figurines are

06 Their basic characteristic is the long,

rendered in a true PG style.!
imposing neck turning into the head at the end!07 by the addition of
plastically modelled human features emphasized in paint or by incision and
punching. They are all shown with a crown and no. 10 (pl. 13.c) presents
also a moustache and two plaits hanging on the neck.

The sphinx figurines in the Mycenaean style (nos. 13-14) are charac-
terized by a bird-like face like that of the Mycenaean hand-made terra-
cotta figurines.l!08 Mycenaean figurines were very rarely imported to
Crete,102 but their style was imitated by Cretan artists on hand-made
terracotta figurines throughout the Dark Ages.l!0 From the two preserved
specimens of sphinx figurines in this style,no. 13 (pl. 15) seems to be
the earliest since it is the plumpest. No. 14 (pl. 16) is more slender
and geometric in spirit. It was found in the Spring Chamber, which con-
tained both SM and PG vases, but the style of the figurine seems to be
clearly Protogeometric since the neck is long, turning into the head at
the end.l!ll

Turning to the iconography of the hand-made sphinx figurines we find
little conclusive evidence. Their bodies are very stylized and their legs
and tail are usually missing so that no definite conclusions can be drawn
about the kind of animal meant for the body. Nor does the surface decor-
ation help towards an iconographic conclusion. Only one thing is certain:
that they were meant to be wingless because in none of them is there a
deliberate attempt to define a wing.

The head is always shown with a crown and the hair, when indicated,
is long, rendered in isolated locks hanging on the shoulders. There is a
case (no. 10, pl. 13.c) where a moustache is clearly indicated, but in all
the other cases there seems to be no evidence for defining the figurine's

sex,
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Bronze figurines

Only two bronze figurines of wingless sphinxes have been preserved:
no. 16 in the British Museum recorded '"from Crete" and no. 15 from Patso.
The cave with the Shrine of Hermes Kranaios at Patso, in which the figu-
rine was found, has never been excavated, but chance finds show that it
was used as a Eult place from the LM I down to the Roman period.112 Both
figurines are very small, averaging about 4-5 cm in height and 5-6 cm in
length. Therefore, they are the smallest of the sphinx figurines.

Number 15 (pl. 17) has a very stylized body, modelled summarily, espe-
cially on the hind quarters. By contrast, the head and forepart of the
body are rendered in more detail and with some emphasis. The forelegs are
extended slightly forward and together with the very short hind legs create
the impression that the figurine was shown in a demi-couchant attitude,
which contrasts with the stat_ant pose of all the other sphinx figurines.
Another marked difference from these is that the neck of no. 15, following
the iconography of Minoan bull figurines, is shown projecting forward
instead of being vertical. A similar devotion to the Minoan tradition is
implied by the modelling of the hair in isolated locks coiled up at the
end. Two of these, which fall on the breast, are coiled up with such em-
phasis that they create the impression of human breasts and they have been
misinterpreted as such by Halbherr.!!3

The figurine's obvious dependance upon Minoan models seems to suggest
a date early in the SM period. 1Its face with the short, well-defined chin,
small protruding circular eyes and low forehead is closely paralleled by
SM bronze figurines.!l% Moreover, the dispropertioning of its body is
typical of the SM style of both human and animal bronze figurines.115

On the contrary, the style of the bronze figurine no. 16 (pls. 18-19)
is characterized by better balanced, though still unequal proportions. The

emphasis is also put here on the modelling of the head and forepart of the



body, but the downward direction of the tail together with the elongated
body create a kind of balance. The whole style of the figurine, especially
the large imposing neck emphatically decorated by a necklace in relief

and the formation of the head strongly suggest a date in the PG period.116
On the other hand, the triangular face with the pointed chin and small
protruding, circular eyes finds exact parallels in the PG bronze figurines
from Kalamafka !17 and Patso.ll® Still, a kind of devotion in the Minoan
tradition can be seen in the rendering of the hair in isolated locks hang-
ing on the neck by the necklace and on the double volute in relief that
decorates each shoulder.

The iconography of these bronze sphinx figurines is interesting, but
not very informative. On both,the body is of an unspecified kind of quad-
ruped and the short tail, otherwise characteristic of deer, seems to have
been imposed here by the material and its technique.

The only pessible evidence.for the sex of these figurines is provided
by the necklace on no. 16; this is known from female figurines,!!? but it
is also characteristic of the Minoan-Mycenaean type of sphinx. 1Its pres-
ence on no. 16 therefore seems to imply both a sphinxian and a female
character for it.

The double volute on the shoulders of no. 16 has been explained as a
stylized version of the wing.l!2% However, its occurrence on both the
winged and the wingless sphinx on the Lefkandi krater (pl. 22.a) suggests
that it is simply an element reminiscent of the Minoan-Mycenaean type of
sphinx.12! 1Its presence only on no. 16 among all the Cretan sphinx figu-
rines strongly emphasizes the very traditional character of the metal-work

in Crete in the Dark Ages.l22
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According to the evidence presented above the wingless type of sphinx
seems to have been the sphinx type par excellence in the Dark Ages. It
is attested in Crete throughout the period, while on the Mainland it is
evidenced only in LH IIIc by a single example in vase painting (pl. 22.a)
and, in a variation with human arms, on a sarcophagus from Tanagra
(pl. 22.b).

In spite of the type's existence in painting, however, there is, so
far, no extant example of a wingless sphinx figurine from the Mainland.
Dessenne, following Milchhoefer, records such a figurine from '"'Spata or
Menidi',123 but I have not been able to trace it among the objects from
Spata and Menidi now in the National Museum at Athens. The stucco human
head from Mycenae,th as well as some large human heads of wheel-made
terracotta figurines from the Mainland of a LH IIIc date, have been con-

sidered as belonging to sphinxes;l!23 after the recent discovery of the

126

#

large wheel-made terracotta human idols from Tiryns, Myc2aftae s
recently Melos,127 however, it seems more possible that these large terra-
cotta heads attributed to sphinxes belonged in fact to human idols.!28 A
"human'" head of a hand-made terracotta figurine from Tell Abu Hawam is
considered by E. Frenchl!2? to belong to a Mycenaean sphinx figurine of
local manufacture. The head, which has large animal ears, finds its
closest parallel in a haﬁd—made terracotta figurine from Delos of a Dark.
Age date, which has also been claimed as a sphinx (pl. 21.b).130 Both the
Tell Abu Hawam and the Delos figurines are now in a very bad state of
preservation, but their facial characteristics together with the animal
ears strongly suggest that they are animal rather than sphinx figurines.
Therefore, the Cretan figurines still remain the only definite evidence
for this type of figurine in the Dark Ages.

The iconography of the wingless type of sphinx, as attested both by

sphinx figurines and sphinx representations in the Dark Ages, betrays
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several elements of the Minoan-Mycenaean tradition. However, the sphinx
type itself, being wingless and often male, strongly contrasts with that of -
the winged, female Minoan-Mycenaean sphinx. On the other hand, the lack of
wings frequently combined with the presence of a beard suggests Egyptian131
or Egyptianizing models for the type.

Wingless,'Egyptianizing sphinxes are completely unknown in Mycenaean
art, but they do occur in Crete throughout the Minoan period. In fact,
this is the earliest type of sphinx attested in Minoan artl32 (pl. 20.a);
it enters the Minoan repertoire in MM II, i.e. much earlier than the winged
type of sphinx, which appears in the MM III period.133 A small, steatite
figurine of a wingless, reclining sphinx from Agia Triadal3% gives evidence
for the type in LM I, while a recently discovered terracotta relief plaque
cut out in the form of a wingless, reclining sphinx with a long beard
(pl. 20.b) shows that the type was still current in LM IIIa. The style of
these objects suggests that their immediate models had been Oriental rather
than Egyptian.

Egyptianizing, wingless sphinxes are known from the Orient, though they
had never been popular there before the thirteenth century, when the type
suddenly became current in North Syrian art.135 Such an Oriental example of
the Egyptianizing, wingless sphinx, is attested on a gold relief plaque of
a late thirteenth century date found at Delos (pl. 21.a);136 the sphinx on
this plaque, which is in North Syrian style, is shown with frontal head and
beardless, but the wingless, leonine body leaves no doubt that this is the
North Syrian version of the Egyptian type of sphinx.

The wingless sphinxes attested in Crete and on the Mainland in the
Dark Ages, however, often present some bovine features on their bodv, which
raise the question of the monster's identification as sphinx. Therefore,
with regard to the Cretan figurines, several other explanations have been

offered: there have been speculations that they might be minotaurs;137
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others have seen them as centaurs.l38 Banti,!39 who published two of the
best preserved examples (nos. 3 and 11), identified them as sphinxes, but
she did that rather reluctantly because they lack wings. Dessenne, 140
sharing Banti's scepticism, concluded that they were closer to sphinxes
than any other monster but preferred to classify them as an aberrant type
of sphinx, while Platonl!*l and Laviosal"? accepted them definitely as
sphinxes. Recently, the discussion was taken up again by Nicholls who con-
cluded that it was preferable to identify them as sphinxes ''for various
reasons, including the strong resemblances existing between them and unmis-
takable representations of sphinxes, e.g. on a relief plaque from
Kannia".1%3

The monster known as the "minotaur" in later Greek art!“** is also known
in Minoan art!“> and it consists of a human body with a bull's head. The
centaur, as known in later Greek art, first appears in the PG period in the
terracotta wheel-made figurine from Lefkandil“® and combines a horse's
body with a human bust and arms. The occurrence of human arms on the wing-
less monster of the Tanagra sarcophagus (pl. 22.b) can be taken as implying
a derivation of the Lefkandi centaur from these characteristic wingless
monsters of the Dark Ages. Iconographically, however, the two types as
such are quite distinct.

On the other hand, there seems to be no definite evidence, so far, for
a purely bovine body for the wingless figurines from Crete and the type is
shown with a hybrid body on the LH IIIc representations from the Mainland.
The evidence of the Cypriot bicephalic monsters cannot be taken into con-
sideration because, though they are derivative of the Cretan figurines,
they belong to a completely different sphere of influence. In spite of
the few bovine elements, however, the iconography of both the Cretan figu-

rines and the LH IIlc representations of the type implies a purely

sphinxian character for them (cf. crown, volutes, necklace, hybrid body



- 28 -

with feline elements etc.). Finally, the presence of a winged sphinx of
the disintegrating Minoan-Mycenaean type together with a wingless, but
otherwise similar monster on the same vase (pl. 22.a) seems to disperse
every doubt as to the monster's identification as sphinx.

This is a new type of wingless, often male sphinx, which appears in
Greece in the ‘opening years of the Dark Ages. It deviates from the ortho-
dox type of Egyptianizing sphinx because its body often presents bovine
features. The latter are Oriental elements which seem to have been assimi-
lated earlier on the disintegrating type of Minoan-Mycenaean sphinx (cf.
Supra p. 13 ). Therefore, it can be assumed that the creation of the wing-
less type of sphinx has been the result of a fusion of two different icono-
graphic traditions: that of the Egyptianizing wingless sphinx, known from
Minoan and Oriental art, and that of the disintegrating Minoan-Mycenaean
sphinx as attested in the LH IIIb/c periods.

Whether the type was originally created in Crete or on the Mainland
is difficult to say according to the present evidence. It is true that
the Cretan figurines have many elements which suggest close links with the
Mainland like the vertical modelling of the breast, the face decoration and
the bovine features of the body. But the evidence from the Mainland is
incomplete, since the LH IIIc representations of the type are roughly con-
temporary with the Cretan figurines and no sphinx figurine is known from
the Mainland, so far. Therefore, any definite conclusion as to the type's
priority over Crete or the Mainland will have to wait for future discov-

eries.
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CHAPTER IT

THE SPHINX IN THE GEOMETRIC PERIOD

The sphinx is attested in Greek art throughout the Geometric period
by several distinct forms. In the first half of the eighth century a male,
helmeted sphinx of North Syrian origin is manifested in two different types:
winged and wingless. The latter is a rather isolated type found only on a
group of Attic gold bands with impressed decoration. By contrast, the
winged type, which first appears in Crete on the products of a metalwork
school of immigrant craftsmen, is more widespread. In Crete it creates an
iconographic tradition reflected also in Cretan Late Geometric vase painting.
Outside Crete the type is met with on a clay relief stand from Miletos and
at the end of the century a similar type is found on a group of Late Geo-
metric East Greek ivory seals. In the second half of the century a similar
type of male sphinx, often bearded and helmeted, appears in Crete in another
school of immigrant craftsmen also coming from North Syria.

Another type of sphinx with equine body, most probably deriving from
Cypriot models appears in Crete in the second half of the eighth century in
vase painting and bronzework.

Finally the winged female sphinx makes its appearance in Crete on the
products of metalwork in the second half of the eighth century; at the same

time the type is evidenced on the Mainland in Late Geometric vase painting.
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THE WINGED MALE SPHINX

The winged male sphinx is the earliest type of sphinx in the Geometric
period, occurring mainly on objects of Cretan metalwork. Outside Crete, it
is found in isolated examples in East Greece on a clay stand from Miletos
and on a group of Late Geometric ivory seals in the form of a recumbent

lion.

Cretal metalwork

Metalwork was a flourishing industry in Crete in the eighth century and
the corpus of Cretan objects in bronze, gold etc., is continually being in-
creased. All types of objects are represented (belts, quivers, jewellery,
bowls etc., the majority being shields). They are all decorated in a rich
strongly Orientalizing style, which has given rise to a long dispute over the
origin of these objects.

The first comprehensive study of the material was made by E. Kunze, who
in 1931 published the bulk of the eighth century Cretan bronzes, that is the
bronze shields from the Idaean Cave. In conjunction with this he examined
all the extant bronze reliefs of the eighth century and made an exhaustive
stylistic and iconographic study which drew comparanda from contemporary
Greek and Oriental art. He was thus able to distinguish three different
stylistic groups, concluding that they were all of Cretan manufacture under
strong Oriental influence. Kunze dated the Cretan bronzes to the period
from the end of the ninth to the end of the eighth century. The context of
the bronzes was wholly unknown at the time of his study and he therefore
based his chronology on a comparison with the Attic gold bands and on the

evidence of the tomb groups from Arkades, Crete.

Kunze's theory of the date and origin of the Cretan bronzes found many

1

followers® and an equal number of dissidents, fierce controversy raging
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mainly over questions of chronology. The main supporter of a much later
dating was Miss Benton,2 who found similarities between the style and
iconography of the Cretan bronze shields and those of Protocorinthian vase
painting. She accordingly suggested that the Cretan bronzes be given a
dating perallel to that of the Protocorinthian vases, that is from the end
of the eighth century down to the middle of the seventh.

Benton's theory concerning the relationship between Cretan bronzes
and Protocorinthian vases was not generally accepted and the discussion con-
tinued. Meanwhile, new bronzes were discovered, some in closely datable
contexts and the evidence from these pointed rather towards Kunze's early
dating.

In 1969 F. Canciani® attempted a fresh, "radical" approach to the
bronzes. Since Kunze's publication not only had the number of Cretan
bronzes increased, but our knowledge of Oriental art had developed greatly.
gapciani was therefore able to draw further stylistic and iconographic
comparanda from Oriental art. After reclassifying the material into nine
stylistic groups or "workshops', he attributed a Cypriot origin to the
earliest group, which be believed was subsequently imitated in a Cretan
workshop. Since his "Cypriot" comparanda were of a late eighth century
date, Canciani naturally assigned a late date to the Cretan bronzes, stating
them to be from the late eighth century down to the middle of the seventh.

Canciani's study not only failed to solve the problep of date and work-
shop of the Cretan bronzes, it merely complicated it further. In fact his
basic arguments concerned with the date and workshop of the Cretan bronzes
were based on incomplete evidence: his attribution of his first group to
Cyprus is mainly derived from a fragmentary bowl (the "Procession bowl')*
which he considered closely paralleled in style and theme by a bowl in the
Louvre classed by Gjerstad in 1946 as "Cypriot".® But the Louvre bowl is

greatly damaged, making its style difficult to classify, and there is even
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doubt as to the Cypriot origin of the group to which it belongs.® How—
ever, a bowl of this group from Nimrud in the British Museum has revealed
after recent cleaning the Phoenician name Abibat and is now with good
reason assigned by R.D. Barnett’/ to a school in operation at Hama.

As for Canciani's late dating, this also was based on erroneous
assumptions. He mistook the Middle Geometric® pottery found with the
Delphi shield for Late Geometric, and also failed to take into account the
context of the Fortetsa belt which is datable to the mid eighth century.?
A further argument against Canciani's late dating is furnished by clay
imitations of the bronze protome shields found in Crete and, recently, in
Cyprus,!? which date well into the eighth century. Canciani thought that
these clay shields were imitating lost bronze shields of the eighth century
and that the extant examples were of a later date — which is of course far
from proveable. Accordingly all the evidence seems to be against Canciani's
arguments for the da;ing and origin of the Cretan shields and bronzes, and
the publication of his book failed to conclude the discussion.

The problem was, however, more radically handled by J. Boardman.l! He
was the first to consider Cretan metalwork as a whole, discussing not only
the bronzes, but the gold pieces as well. He divided them on stylistic
grounds into two groups belonging to two different workshops which he called
a) the Knossian workshop b) the Idaean Workshop. He further developed
Dunbabin's!? theory by considering them as products of immigrant Oriental

craftsmen coming from North Syria who had set up workshops in Crete.

The Knossian Workshop

Under this heading J. Boardman classified fifteen gold and bronze
pieces in relief of the same style. The early date of this workshop is
fixed by two pieces which were accompanied by firm dating evidence: the
gold diadem from Tekke found inside a Protogeometric B vase and the bronze

belt from Fortetsa found in a pithos together with two small vases classed
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by Brock as Protogeometric B or Early Geometric. The date of the bronze
and gold pieces of the Knossian workshop is therefore shown to range from
the late ninth to the middle eighth century. Their style was originally
under strong North Syrian influence, but it was gradually hellenized and
ultimately imitated even on stone sculpture.

To the late phase of this workshop seems also to belong the group of
omphalos shields (Canciani's '"Grazing Deer" group)!3 with central omphalos
and concentric friezes showing animals or hybrids of the Knossian reper-
toire rendered in a more hellenized form.

Sphinxes occur on five objects from the Knossian workshop (nos. 23,
24, 34, 36, 38). They all belong to the same distinct helmeted type with a
rather short leonine body and a straight—edged pointed wing, and often have
a second small pointed wing shown hanging below the elbow (cf. pls. 24-26).
Knossian sphinxes are represented passant in files and it is only on the
protome shield no. 34 from Palaikastro, which belongs to the last products
of the workshop, that a sphinx is shown sejant in a frieze among other
animals. The chronological sequence of the Knossian sphinxes is defined
by their style, since the type remains unaltered throughout its career.
Thus from the heavy rounded figures on the quiver from Fortetsa no. 23
(pl. 24) and the slightly later Kavousi sheet no. 24 (pl. 25), through the
Praesos trinket no. 38 (pl. 26a), we come down to the more geometric
sphinxes on the Delphi and Palaikastro shields (nos. 36 pl. 26b and 34)

The style and iconography of these sphinxes are closely paralleled in
North Syrian art of the Early Iron Age. A comparison of the Knossian
sphinxes with their Oriental models is interesting for the light it throws
on the way these models were interpreted in Crete. The plump heavy body of
the Oriental sphinx (cf. e.g. pl. 171) is translated into a short body with

narrow loins, but high raised rump and massive accentuated haunches. The
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breast is shown rounded, exactly like the Oriental models, and the tass-
eled tail is portrayed waving behind the body.

North Syrian sphinxes of an Early Iron Age date have a characteristic
type of wing with straight upper edge (cf. pl. 171) and consisting of two
distinct parts: a) wing base covering the forepart of the body and decor-
ated with various patterns b) main wing divided into two or more sections
each with a row of feathers indicated horizontally. Quite often the wing
hangs below the body in a point (cf. pl. 171), and this is interpreted on
the Knossian sphinx as a second small wing hanging below the elbow (cf.
pl. 25). On the Knossian type the straight upper wing-edge of the Oriental
sphinxes is always preserved, but the lower edge is adjusted to a more
geometric form and gradually both sides of the wings become straight (cf.
pl. 26b). The horizontal bars dividing rows of feathers are now turned
into simple horizontal hatching. The decoration of the wing base is omitted
but a trace of it remains as a small band at the junction of the foreleg and
body (i.e. at the cubitus joint area), giving the impression that the wing
of the Knossian sphinx is tied to the foreleg (pl. 24).

A great emphasis is put on the rendering of the head, which is shown
unbearded but always helmeted. North Syrian sphinxes are usually shown
with various religious, usually horned, headdresses, and often with small
summarily rendered conical headdresses which could be interpreted either
as helmet or tiara. The Knossian sphinx by contrast is always shown with
an Oriental helmet, known from representations of warriors in the Orient.
Sometimes several different kinds of helmet appear on the same monument.
Thus on the Fortetsa quiver (no. 23 pl. 24) the sphinxes in the lower
frieze are shown with a conical helmet with a toothed crest on the crown,
the so-called "Kammhelm'". Those in the middle frieze have a simple conical
helmet without crest and exactly the same type of helmet occurs on the

sphinxes of the Delphi shield no. 36 pl. 26b. The sphinxes in the upper
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frieze of the Fortetsa quiver are shown with a conical helmet crowned by
a palmette. Brock!* thought the palmette derived from similar palmettes
decorating horses' trappings on Assyrian reliefs, but in fact exactly the
same kind of headdress combined with horns is attested on the bearded
sphinxes represented on the stone reliefs at Sakcag'ézii.15 Finally, the
sphinxes on the Kavousi sheet (no. 24 pl. 25) are shown with the so-called
"Raupenhelm'", that is a conical helmet with a high forward-curving crest.

The origin of the motif of the helmeted sphinx has been much discussed. !®
The problem arises from the fact that Oriental sphinxes usually appear in
various royal or religious headdresses that could also serve as helmets.
The question is therefore whether the Greek helmeted sphinx is a direct
Oriental loan or an interpretatio graeca of Oriental headdresses.

Herrmann,16a assuming that there are no helmeted sphinxes in the Orient,
explained the Greek helmeted sphinx as a greek interpretation of the reli-
gious horned hat, the "Hornermiitze', worn by some Oriental sphinxes. His
main argument was based on a helmet combined with horns found on‘some
Oriental bronze siren attachments and the North Syrian sphinx protome attach-
ment no. 550a-bis (pl. 163). Herrmann explained the existence of horns on
these helmets as owing to a misunderstanding originating in the Orient in
which the horned hat worn by sphinxes was taken as a helmet, thus giving
rise to the helmeted sphinx. However, the helmets of these attachments are
not a mixture of elements from helmets and horned hats, as Herrmannargues,
but a typical horned helmet of the '"Raupenhelm'" type, well attested in the
Orient.l18

On the other hand, there are undeniably Oriental sphinxes shown with a
straightforward type of helmet. They usually occur on small objects like
the North Syrian bronze bowl from Delphi no. 562 (pl. 166b), in fact, most
of the sphinxes on Oriental bronzes are shown helmeted (cf. below: chapter
on imported sphinxes). The helmeted sphinx was originally an Egyptian con-

ception and we find sphinxes with a fitted headdress, which has been explained
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as a helmet, appearing on Egyptian scarabs of the Hyksos period.l% 1In the
art of New Kingdom bearded sphinxes are often shown with a Blue Crown,
which is considered to be a helmet.20 This is taken over by North Syrian
art and interpreted as a conical headdress,?! which can be explained either
as a helmet or a tiara. On an ivory from Megiddo dated to the thirteenth
century?2 the sphinx's conical headdress is provided with a crest, leaving
no doubt that it is meant as a helmet. In the Early Iron Age sphinxes on
small objects are, as already stated, often shown with a conical helmet,
while in monumental art they usually wear a horned headdress, known both
from warriors and deities. They are usually represented bearded,?3
underlining their Egyptian connections, but also occur quite often without
a beard.2% It is exclusively the latter type which is carried into Greek
art, for here the helmeted sphinx is always shown unbearded.

The Knossian type of sphinx therefore seems to derive directly from
North Syrian art of the ninth century, as do the sphinxes on the PG krater
f;om Tekke no. 1 (pls. 3-4). There are in fact several similarities bet-
ween the Tekke sphinxes and the Knossian type, basically the narrow loins
and heavily emphasised haunches and thighs, as well as the small pointed
additional wing hanging below the elbow, the ''ritual' headdress and straight
edg;d wing. The Tekke sphinxes confirm that North Syrian influence started
in Crete late in the ninth century; in fact they also provide evidence of
the adjustment of this type of sphinx to the more conservative medium of

vase painting.

The Idaean workshop

To this are assigned mainly the bronze protome shields. The date anéd
activity of this workshop falls within the period from the second half of
the eighth to the middle of the seventh century. The bronzes of this group
again display a strongly Orientalizing style which becomes in time hellen-

ized.
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There is no external evidence for the dating of this group apart from clay
imi‘tations of the same type of protome shield mentioned above, which belong
to the eighth century and give evidence for the existence of the type at
this date. Sphinxes appearing on the Idaean shields can be classified into
three groups presenting a steady styiistic and iconographic evolution to a
more hellenized form.

The first .group (nos. 25, 29, 37) includes definitely male sphinxes
shown bearded or helmeted. The second group (nos. 26-28, 30) comprises
female sphinxes with Orientalizing ritual headdresses, and the third group
(which probably falls wholly inside the seventh century) is made up of fully
hellenized sphinxes following contemporary Cretan models.

The sphinx on no. 25 (pl. 27) is shown as a large motif spread over
the lower surface of the shield. It is passant with a large curved wing
covering the shoulders and hanging below the body; the wing base is decor-
ated with a large scale pattern exactly paralleled on North Syrian sphinxes.?23
The feathers are indicated in two horizontal bars and the breast is also
covered with feathering. This type of wing and feathering is very similar
to that on North Syrian sphinxes of ninth century date. The body of the
sphinx (now largely missing) presents several stylizations which confirm its
direct derivation from North Syrian models. The flame pattern on the
haunches, for instance, or the small band with zig-zag pattern underlining
the abdominal area, are also the features of North Syrian sphinxes?® (cf.
pl. 171). Furthermore, the formation of the paw with the band of parallel
lines dividing it from the leg is a typical North Syrian sphinx stylization.
The head of the sphinx no. 25 is crowned by a conical knob-helmet also known
from North Syrian art (cf. pl.129.b ). There is little doubt therefore as
to this sphinx's direct derivation from North Syrian models.

A similar type of male sphinx with a pointed helmet occurs on no. 37

(pl. 28). The rendering of the sphinxes is here more awkward and there is
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an obvious tendency towards geometric forms. Canciani?’ has classed this
shield as Iranian, but the shield type with its central lion protome and
rim with guiloche pattern demands a classification with the Cretan
shields.?® The shield is however by a different hand from no. 25 and the
artist seems influenced by the Knossian workshop as well as keeping close
to his Oriental models. A pair of antithetical passant sphinxes are here
shown spread on the lower surface of the shield, their bodies covered by a
large curved but pointed wing, decorated in the Knossian manner with horizon-
tal bars. The legs are divided from the large paws by a band in the ﬁorth
Syrian fashion and the head is covered by the pointed helmet characteristic
of the male sphinx.

A pair of male, bearded sphinxes are shown on no. 29 (pl. 29a). This
piece, which is among the earliest of the Idaean shields, displays such
close North Syrian affinities that we are left in no doubt about the Cypriot
origin of the shields. The style is strongly Orientalizing and the icono-
graphy displays many Assyrianizing elements, known from a group of North
Syrian sphinxes displaying Assyrian influence.2® The stylization of the
beard and moustache are executed in Assyrian fashion,30 but the hathoric
lock and high hairstyle (decorated with a band on the right hand sphinx)

are typically North Syrian.3!

Clay relief stand from Miletos

A sphinx closely related to the Knossian type appears on a clay relief
stand from Miletos (no. 22 pl. 34). Only a small fragment of the vase has
been preserved with decoration in a frieze impressed with a flat seal and
ornamented by additional engraving; it consists of masks, geese, floral
ornaments and a winged helmeted sphinx. The width of the frieze is 9 cm.,

but this was not large enough for the impression of the sphinx and parts of

its lower legs are therefore missing.
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The date of this clay stand is determined by its context. It comes
from a stratified deposit and in no case could it be later than 700 B.C.
According to the excavators, its date must be.late ninth or early eighth
century because it was found underneath a geometric house on a destroyed
Mycenaean wall together with late Mycenaean and Geometric sherds. 32

The use of flat seals for impression is an Oriental technique which
appears during the eighth century in Crete33 and Attica. The clay Miletos
stand shows close technical affinities not only with clay Cretan equival-
ents,® but also with the metal products of the Knossian workshop. For in-
stance the engraved groove outlining the body of the Miletos sphinx can be
paralleled by the granulation emphasizing the contour of the gold trinket
sphinx from Praesos (pl. 26) and by the similar grooves of sphinxes on the
Fortetsa quiver (pl. 24) and the Kavousi sheet (pl. 25).

The style of the figures on the Miletos stand is also closely related
to the style of the products of the Knossian workshop and the Attic gold
bands. However, the clay of the stand is local and points to a local manu-
facture; indeed the whole spirit of the decoration is East Greek rather
than Cretan or Attic and the geese especially bring immediately to mind
similar representation on Rhodian LG vases.3"

The sphinx on the Miletos stand is represented with an elongated body,
massive accentuated haunches and a long tail swinging behind. The exception-
ally long wing covers the shoulders and is raised high above the body ending
in a pointed tip. Its upper edge is straight but the lower edge is slightly
curved and the outline emphasized by a groove. The neck is long and the
human head, dominated by a prominent nose, is tilted slightly upwards; the
ear is placed low on the head but is fairly naturalistically rendered with
helix and antihelix. Small grooves scattered on the head seem to suggest an

attempt to indicate hair, but the small volute springing from the top of the

head suggests a helmet.
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The helmet is of the same conical type as that of the sphinxes on the
Delphi shield no. 36 (pl. 26b) dated to around the middle of the eighth
century. The indication of the ear found on both is probably a kind of
helmet decoration like that of the conical helmet of the sphinx on the
North Syrian bronze bowl from Delphi no. 562 (pl. 166b). On the Miletos
stand, however; the helmet is provided with a crest curling béind, a feature
closely matched by the helmet of the sphinx on the Hubbard amphora (pl. 37c¢)
or those on the Cretan LG sherds nos. 20-21 (pl. 37a-b).

The wing with its straight upper edge is of the same type as that of
the Knossian sphinx, and the modelling.of the body with massive accentuated
haunches and narrow loins is very like the sphinxes of the same workshop.
However, the Knossian sphinx is always shown passant unlike the Miletos
sphinx whose sejant position is closer to Oriental models3S (cf. pl.164b).

The close technical affinities and stylistic and iconographic simil-
arities between the Miletos sphinx and its Cretan counterparts from the
Knossian workshop can be explained either by a Cretan derivation for the
stand's stamped decoration or by common Oriental models. The latter seems
more plausible both because the Miletos stand is more or less contemporary
with the Knossian workshop and because Cretan influence is not otherwise

attested in East Greece at this period.

Ivory seals

A sphinx passant with straight-edged wing and possibly a helmet, i.e.
of a type very similar to the Knossian sphinx, appears in a group of LG
ivory seals (nos. 406-48a). These are all rectangular plaques with their
backs carved as recumbent lions, pierced for suspension between the hind
and front legs (cf. pl. 352). The device on the plaque is cut out in a
border and the composition is more or less the same for all the seals: a

sphinx alone or beside a tree or with a human figure (cf. pl. 35b).
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The seals come from Ithaca, Paros, Delos, Chios, Samos and Rhodos.
J. Boardman,3® who isolated the group from the large class of Peloponnesian
seals, attributed them to an East Greek workshop operating in Rhodos, both
because the majority of the seals of this group were found there and because
they present stylistic affinities to LG Rhodian vase painting. B. Freyer-

Schauenburg,37

.on the other hand, believes that this group of "East Greek'
ivory seals in fact represent an early phase of tﬁe Peloponnesian ivory
seals made in the form of a recumbent lion. However, the LG Peloponnesian38
ivory seals in this form are executed in a totally different style from
those of East Greece. The latter have undoubted stylistic affinities with
Rhodian LG vase painting3® and relief metalwork in gold, and Boardman's
attribution of East Greek origin remains convincing.“?

The seals are homogeneous in style and depict the same type of passant
sphinx with elongated, completely stylized animal body and long straight
upturned tail. No paws or hooves are indicated, as the legs are also very
stylized and represented as straight lines; the upward direction of the
tail, however, suggests that the body was almost certainly meant to be
feline. Some small vertical grooves on the hind legs of the sphinx on the
Kato Phana seal (no. 48 pl. 35) seem to be an indication of hair, and can
be taken as further evidence for the artist's intention of rendering a
feline body. The large, triangular wing is placed vertically on the
shoulders and on nos. 46 and 48 (pl. 35a) is hatched by horizontal grooves;
the more summarily treated sphinx on no. 47 from Emporio has a triangular
wing in simple outline. The heads of all these sphinxes are relatively
small, conical in shape, and summarily treated, with only the nose shown in
the profile. The conical head of no. 48 has a short volute waving behind,
like the sphinx of the clay relief Miletos stand. No. 47 from Emporio is

engraved with less refinement and the sphinx device is much more summarily

rendered; even so, we can discern a kind of headdress shown as a horizontal
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line spreading behind the head as a helmet crest. It can be assumed,
therefore, that these LG ivory seals show a type of passant, helmeted
sphinx with a straight-edged, hatched wing — i.e. a type similar to the
Knossian sphinx and its Oriental models.

The origin of these models can easily be traced back to North Syria.
Furthermore, the lion type of the seals is exactly paralleled on North
Syrian ivory lions from Samos“*! and therefore a direct derivation of the
sphinx from North Syrian models seem very possible. However, in contrast
to the Orientalizing style of the Cretan bronzes and the Miletos stand, the
style of the sphinxes on these ivory seals 1is purely Geometric. Most of
the seals have been found in LG contexts“3 and the group is broadly dated
to the last quarter of the eighth century. It can be assumed therefore
that the type of North Syrian male helmeted sphinx remained influential in

Greek art down to the end of the Geometric period.
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THE WINGLESS MALE SPHINX

The wingless type of sphinx appears in the Geometric period on a
group of gold bands and sheets from Attica with impressed decoration“3
(nos. 39-45). The group consists of more than thirty pieces and with the
recent finds in Athens the number of bands is continually being increased.™"
These bands are decorated with linear ornaments and small figure scenes
repeated in a frieze; the repetition of the same scene suggests that they
were impressed on matrices of small size, a technique which closely relates

%5 The purely geometric style of the early Greek

them to the engraved gems.
gems, however, contrasts noticeably with the strongly Orientalizing style
of the bands and has given rise to great controversy as to the origin of
the latter.

Originally, Poulsen,“® Reichel"’ and Matz%® considered them to be

49 on

Oriental jmports that reached Attica ip the eighth century. Kunze
the other hand recognized them as Greek work created under strong Oriental
influence; he dated them on grounds of context and style to the early
eighth century and related them to the Cretan bronze work of the eighth
century.

Kunze's theory was further developed by Ohly in his systematic study
of the bands published in 1953. Ohly gave the minimum of credit to orien-
tal inspiration and argued an Attic origin for the bands. On grounds of
style and technique he distinguished four successive groups showing a
steady stylistic development.

Ohly made an attempt to date the bands not simply on style, but also
according to the context in which they were found. However, at the time
he was writing the context of the bands was known only vaguely, and for

very few of them — mainly for the first and fourth group, with indications

towards the second and last quarter of the eighth century respectively. On
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the available evidence, Ohly dated the bands from the second quarter down
to the end of the eighth century.

Ohly's stylistic analysis of the bands established their Greek origin
but failed to stop the controversy over datiq& gnd the specific Greek work-

A
shop in which they were made. Kiiblers0 found:the representational motifs
of the bands had stylistic and iconographic similarities to those on the
Cyclacic geometric vases, and therefore suggested a Cyclacic origin for
them. Kubler's theory was accepted by several scholars, among them
Herrmann®! and Berard.’2 SchweitzerS3 and Fittschen®" on the other hand
found stronger iconographic similarities between the linear ornaments of
the bands and those of the Rhodian Late Geometric vases, and naturally sugg-
ested a Rhodian origin for them.

However, recent finds in the ancient cemeteries of Athens seem to lead
to a definite solution to problems of origin and dating for the geometric
gold bands. The number of bands discovered recently in eighth century
Attic graves makes it difficult to believe that they were imported into
Attica.®> Furthermore the orientalizing style of the gold bands' repres-
entational motifs can now be abundantly paralleled in branches (other than
vase painting) of Attic art of the geometric period.>®

The dating of the bands seems now finally settled. A band from Ohly's
group I has been discovered in a grave at Kynosarges rogether with Attic
Middle Geometric pottery,>’ confirming his early dating of the first group of
gold bands to the second quarter of the eighth century. As further evidence,
an electrum band of Ohly's group II (here no. 44) has been discovered in a
grave in Odos Kriezi in Athens®® together with Attic Late Geometric Ia
pottery, so we may conclude that it cannot be later than 760-750. Thus the
dating of the bands of group II to before the middle of the eighth century

is now a matter of certainty. For the dating of the bands of group III

there is so far no evidence of context; they are however not much more
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advanced stylistically than the bands of group II, and therefore an
approximate dating to the middle of the eighth century or soon after seems
plausible.

Sphinxes appear on several gold bands of Ohly's groups II and III.

They have been impressed from two slightly different matrices but show
exactly the same type of wingless helmeted sphinx.

The first matrix is evidenced by the sphinxes represented on the Berlin
band no. 45 (pl. 36a). This belongs to Ohly's group III and is therefore
dated to approximately the middle of the eighth century. The band is decor-
ated with a frieze of grazing animals interrupted by two metopes, each bear-
ing a wingless sphinx. These sphinxes are almost identical; they are depic-
ted in profile, one sejant to the left, the other to the right, and accord-
ingly the final impression is that of an heraldic schema. The body of the
sphinxes, in contrast to the other animals depicted on the band, is very
summarily rendered with each pair of front and hind legs represented as
one. No tail or wing is shown and the legs are short; the paws by contrast
are carefully executed so that the monster's feline character is undoubted.
The breast is rounded and drawn with some emphasis, but the hind part of the
body is very summarily treated and the sphinx seems to be seated on her hind
legs. The human head is more detailed, but remains summary. The eye of the
sphinx on the left metope is indicated by a small groove, but on the right
metope no eye is shown at all. The nose is prominent, the chin pointed, but
no other facial characteristics are indicated. The head is crowned by a
headdress in the form of a long crest that follows the contour of the head
and curls behind it.

Ohly>3 thought that the monster on the left metope had a beak and
therefore wondered whether it was a griffin, as Furtwangler®? had argued
originally. If Furtwangler was correct, this would be the first case in
Geometric Greek art of a wingless griffin with an open-beak; but wingless

griffins are totally absent from Geometric Greek art,®! and the winged
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griffin known from Early Cretan metalwork is of the North Syrian closed-
beak type.®2 The open-beaked griffin does not appear in Greek art earlier
than the second quarter of the seventh century,63 though the type must in
fact have been known from the end of the eighth century from imported bronze
griffin protomes.®* The monster on the left metope of the Berlin band,
therefore, can.hardly be classified as a griffin; besides, the head of
these monsters is in fact exactly the same as that of the helmeted warriors
on the Eleusis sheet (pl. 36b) who possess an accentuated chin and nose,
making them look like a bird.®® There is no doubt therefore that the
monsters on the Berlin gold band are wingless male sphinxes wearing a
helmet. The latter has frequently been explained as a volutef® but its
presence on the warriors of the same band makes it clear that a helmet was
meant.®8 Schweitzer®?® believes that it is the same type of helmet as that
found on the stone reliefs at Karatepe, but all we have here is in fact a
very common and simple rendering of the helmet in Late Geometric art.

The same type of monster, with a slightly more summarily rendered
body, is represented on the gold sheet no. 39 from Eleusis (pl. 36b) and
its replicas (nos. 40-44). They belong to Ohly's group II and are there-
fore dated before the middle of the eighth century. The monster on these
bands is represented in a frieze squashed between two scenes of lion-
fighters. Marshall,’? Furtwangler,’! Kunze’? and Reichel’3 have considered
it as a helmeted warrior. Ohly’" and recently H. Cahn’® interpreted it as
the unconsumed remnants of a "victim of lions'", while Cook has recognized
it as a wingless helmeted sphinx "slightly tilted and compressed".’® The
better state of preservation of the recent finds (nos. 43-44) confirms
that this monster is exactly the same as that on the Berlin gold band. The
style of the gold bands of Ohly's groups II and III is very similar and
most probably the bands of these groups are the work of the same crafts-

men; the squashed, wingless sphinx on the Eleusis sheet no. 39 can be ex-
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plained as his first attempt at representing this monster, which appears
in its more developed form on the Berlin band no. 45.

This type of wingless helmeted sphinx appearing on the gold bands is
not exactly paralleled in Oriental or contemporary Geometric Greek art,
but it presents elements attested in both. As we have seen, helmeted
sphinxes are common in the Near East and more specifically North Syria;
from here the type was transplanted to Crete early in the eighth century.

Wingless sphinxes are also known from the Orient, but the type has been
current in Crete throughout the Dark Ages. Reichel’’ compares the sphinxes
on the gold bands to the Dark Age bronze figurine no. 16 (pls. 18-19).
They share several stylistic and iconographic elements, in particular the
same emphasis in the rendering of the head and the front part of the body.
This emphasis is reflected mainly in the size of the head, which is disprop-
ortionately large on both. Despite these apparent connections, the Dark
Age wingless sphinx figurines are at least a century earlier than the Attic
gold bands and there seems to be no link between them.

The style of the gold bands clearly suggests that they were created
under immediate Oriental influence. Coldstream’8® has argued recently that
a metal workshop was set up in the eighth century in Attica "under the in-
struction of immigrant Oriental craftsmen". This provides a better explana-
tion not only for the Orientalizing style of the bands, but also for their
equally Orientalizing iconography. The similarities between sphinxes on
Cretan metalwork and those on the Attic gold bands can thus be interpreted
as being due to common Oriental models. In the case of the Cretan metalwork,
the detailed execution of the figures makes the identification with North
Syrian models comparatively easy. Unfortunately, the summary rendering of
the sphinxes on the gold bands provides little evidence as to the specific
Oriental origin of the craftsmen. Undoubtedly their models are male helmet-

ed sphinxes of some type current in North Syria, but the helmet itself is of
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a type common in eighth century Greek art. To further confuse the issue,
the sejant pose of the sphinxes is clearly Oriental, since animals and
monsters in Geometric Greek art are always represented passant. It is

only the rounded breast of the monsters that brings to mind more specif-
ically Oriental models, such as the male, bearded and helmeted sphiuxes of
the stone reliefs at Sakc,:agiizii?9 This corresponds with the style of the
bands, suggesting North Syrian models. It can therefore beée assumed that
these gold bands are the products of immigrant craftsmen coming from North
Syria, who set up workshops in Attica early in the eighth century. The
stylistic evolution of the bands and the helmet type found even on those of
earliest date, suggest that, in contrast to the "closed shop" run by the

Cretan immigrants, the workshop making the gold bands soon became hellen-

ized.
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THE WINGED FEMALE SPHINX

After the Minoan—-Mycenaean period and the few isolated examples of the
Dark Ages, the female sphinx reappears in Greek art at the end of the eighth
century. The typé occurs at the same time in Crete (on bronze shields of
the Idaean workshop) and on the Mainland (in Attic and Argive LG vase
painting), though there seems to be no connection between the areas and the
appearance of the motif in two places contemporaneously is rather to be

ascribed to the strong Oriental influence throughout Greece at the time.

Cretan metalwork

As we have seen, sphinxes appearing on the bronze shields of the
Idaean workshop can be classified in three groups: the first including
male sphinxes, the other two most probably female versions oflthe type.

Nos. 26-30 (pls. 30-31) form a group of sphinxes which closely follow
their Oriental models in style and iconography. They display the same body
stylizations as their male counterparts on the Idaean shields, but always
occur in antithetical pairs of two in a characteristic '"lying-walking" pose
with forelegs stretched forward and hindlegs shown in a walking movement.
This pose, which is otherwise unknown in Greek or Oriental art, has been ex-
plained by Kunze®0? as imposed by the exigencies of the shield surface. On
no. 28 (pl. 30a) however, the sphinxes are shown sejant on either side of
a nude goddess represented frontally. The sphinxes on this shield wear
their hair in a typically North Syrian hathoric lock8! and have a kind of
high, flat headdress, found in a more elaborate form on no. 30 (pl. 30b).
This strange headdress, which is in fact a North Syrian version of the
Egyptian tarbush,8? provides vital clues as to the sphinxes' sex and the
alleged Cypriot origin of the shields.®3 The tarbush is worn in Egypt by

Nefertiti and outside Egypt is attested on an Early Iron Age Syrian type of
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sphinx.S“ The sphinxes on the Idaean shields can therefore be identified
with reasonable certainty as females.

The almost completely hellenized sphinxes on the later examples of
the Idaean shields, nos. 31 (pl. 32), 32 (pl. 29b), 33 (pl. 33), are also
undoubtedly female. The majority of these shields belong to the early
seventh century; the sphinxes have bodies elongated in an almost subgeomet-
ric manner and the high, pompous headdress of the sphinxes of the previous
group is now turned into a low, stylized polos. On no. 33 (pl. 33) in par-
ticular it has taken the typical form of the Cretan low, flat polos used
for female figures.8® The shield no. 33 from Palaikastro is among the
latest of the group and is an interesting example of the ultimate fate of
all these Oriental stylizations. The wing is straight—-edged and crossed
horizontally, its base outlined by a band; the band which originally distin-
guished the paw from the leg is now placed further up the forearm and
together with the contour of the wing base creates the impression of a
sleeve. The impression of human arms is further emphasized by the raised
forepaws of the antithetical sphinxes, which are shown clasped together.
This is fully in accordance with the early seventh century tendency to give
the monster a more human character, most commonly attested in the form of

additional human arms.

Attic Late Geometric vase painting

The identification of the two winged monsters depicted on the interior
of the Attic LG cup no. 18 (pl. 39a) has long been disputed. They have
been claimed both as sphinxes®® and centaurs®® and in fact include elements
of both, but iconographic analysis shows that they are closer to sphinxes
than any other established type of monster known in Early Greek art. They
present therefore considerable iconographic interest since the sphinx is

otherwise wholly unknown in Attic LG vase painting, in contrast to the
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centaur, which is frequent in Attic vase painting by LG IIb.87 Centaurs
occur almost exclusively on vases of the Athens 894 Workshop,8® to which
the cup no. 18 is attributed. It is here also that all the types of
hybrids known so far in Attic LG vase painting appear for the first time.89
The problem is therefore related to the priority of the centaur over the
sphinx in Attic LG vase painting, because if the monsters on the Attic LG
cup are not sphinxes, we must conclude that‘the.sphigx is a late motif in
Attic vase painting, appeariné for the first time on EPA vases. If we
assume that they are indeed sphinxes or related monsters, we are faced with
the problem of their origin and relation to the male helmeted sphinx known
in the early eighth century from Cretan metalwork and (in its wingless
form) on the Attic gold bands.

Before entering into a discussion of these problems, it seems worth-
while attempting to date the cup more precisely, starting from the fact
that it is attributed to the Athens 894 Workshop. The activity of this
workshop falls mainly inside the LG IIb period, and the style of the cup
suggests that it 1s one of the workshop's earliest products. The outside
bears simple linear decoration and the drawing of the human figures on the
interior is rather clumsy in comparison with the figure drawing on other
works by the same painter, e.g. the krater and mug in the Louvre (pl. 40).
The iconography of the figures is also much more conservative and old-
fashioned. For example, the warriors of the cup seem to be without hair
and their heads are shown as blobs, an iconographic convention almost
wholly abandoned in LG IIb.%0 Furthermore, the context of the cup suggests
an equally early date:3! it was found in Kerameikos grave VII, together
with a pitcher (Athens NM 782)of LG II a date and a high-rimmed bowl of the
orthodox LG I type, which does not survive beyond LG ITa. The date of the

grave seems to belong either to LG IIa or, at the latest, to the transition

period LG IIa/IIb, that is, according to Coldstream's absolute dating,
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around 720. The date of the cup 1s thus pushed to LG IIa and its monsters
appear to be the earliest from the Athens 894 Workshop known so far and
indeed among the earliest in the whole of Attic LG vase painting.

However, there seems to be one case of a centaur dated earlier than
LG IIb: it is the centaur represented in a metope on the neck of an unpub-
lished tankard.in Florence (pl. 39b). Carter,?? proposes an LG IIb date for
it, but the shape of the tankard, with rounded body is of the LG Ib type,
which does not survive beyond LG IIa.%3 The decorative pattern on this
vase, particularly the dot rosettes and the running dog, indeed the style of
the drawing and the whole syntaxis of the decoration, suggest that the
tankard is most probably a late work by the Hirschfeld Painter,?" whose
career coincides with LG Ib (750-735). 1In this case, and assuming that the
attempted dating of the tankard and its attribution to the Hirschfeld painter
is correct, the priority of the centaur over the sphinx in Attic vase paint-
ing seems for the moment established, sipce the centaur was already in use
in Attic LG Ib vase painting, 1i.e. well before the activity of the Athens
894 Workshop.

The monsters on the cup no. 18 are represented with an animal body with
legs ending in what seems to be hoofs rather than paws, but the tail is
curled upwards as on felines. Given the fact that Attic LG vase painters
are very familiar with drawing horses, while lions are introduced to their
repertoire late in the LG II period and look only remotely feline, it is
reasonable to assume that the intention of the painter was to represent
these monsters with a feline body. On the other hand, the presence of
wings brings them closer to sphinxes, in spite of their human arms. The
latter are rather clumsily drawn and added on either side of the neck of
the monster on the left, but on the right-hand monster they are more care-
fully drawn and combined with a human torso, giving it close associations
with the centaur. It deviates however, from the established type of cen-

taur known in LG and Early Archaic art because instead of the usual full-
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bodied human figure to the waist of which are added equine hindquarters,

it has a winged leonine body to which a human torso is ad@ed. Nor can it
be taken as a winged centaur,®® because they are also represented as full-
bodied human figures, holding branches, the hallmark of the centaurs in
Early Greek art.%® Furthermore, the almost rampant pose in which the
monsters are represented is wholly foreign to centaurs, while being very
common for felines in Early Greek art. It seems therefore that the

monsters on the cup no. 18 were most probably meant as sphinxes, or at least
the models were sphinxes and the human arms and torso were added by analogy
to the centaur.

There have been many suggestions®’ for specific Oriental models for the
monsters on the cup no. 18, for the painter's inspiration is undoubtedly
from the Orient. The heraldic schema and rampant pose of the monsters are
wholly Oriental; furthermore, the scene of which the monsters are part
derives from a famous oriental model with a procession scene including
sphinxes.?8 However, it seems improbable that the painter had Oriental
models fof the monsters as such. There are isolated examples in Oriental
art of wingless hybrids consisting of a leonine body and a human torso, but
they are extremely rare, mainly occurring on cylinders of a second millen-
ium date.??® On the other hand, sphinxes with human arms are unknown in the
Orient. They occur in Egyptian art from the period of the New Kingdom on-
wards, but there they are of a different character (pl. 143b), since the
arms replace forelegs (cf. below on human arms).

It seems therefore that the only Oriental models that can be postu-
lated for the winged sphinx-like monsters on the cup no. 18 must be sought
in the female North Syrian sphinx,190 known to the painter mainly from
metal bowls bearing the ritual scene he adapted for his own vase. In fact,
though at first sight the sex of the monsters on the cup seems undefined,

they appear on closer inspection to be female. They are shown with two
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strands of hair waving behind the head in the manner of the female dancers
on the cup, while all the male figures are shown without hair. Further-
more, the small floral ornament shown on the brow of the monster on the

left can be paralleled to the rosettes decorating the chaplet worn by some
female ivory heads from Nimrudl0! dated to the ninth century. We can con-
clude therefore that according to the evidence of the cup no. 18, the sphinx
enters the repertoire of Attic vase painters in the LG IIa period. It is a
type of sphinx that has nothing in common with the earlier type of male
helmeted sphinx known from Attic gold bands and Cretan metalwork. Once
again we see a sphinx deriving from North Syrian models but here it is of a

definitely female type.

Argive Late Geometric vase painting

The earliest representation from the Mainland of a definitely female
sphinx With curved wing occurs on an unpublished LG Argive krater with
bridge handles from Tiryns (no. 19) of which only two small sherds survive
(pl. 41). The krater is decorated in the rich LG Argive style with riders
in the shoulder frieze, kneeling deer on the handle and a file of passant
sphinxes on tﬁe lip.

These sphinxes are painted in silhouette with an outlined cross-
hatched wing. They are shown with an elongated body and each pair of fore
and hind legs is depicted as one. The legs are hooved, but the spiral
tail is vertical suggesting a feline character for the monster. Courbin!02
reasonably observes that the painter's model must have been a horse rather
than a lion, but on the other hzad the direction of the tail suggests that
whatever the painter's immediate models, he certainly aimed to represent a
lion.103 As to the highly individual rendering of the tail, this seems to
L

derive from Attic models.!l0

The curved shape of the wing remains isolated in Argive LG vase



_55..

painting, where birds the other winged creatures, commonly represented are
shown with a straight-edged wing raised or folded.105 The closest parallel
for this type of curved, cross—hatched wing is found on the sphinxes of the
Attic LG cup no. 18 (pl. 39a).

The high rectangular headdress of the sphinxes on the Argive krater
has been explained as a helmet.106 However, it is exactly paralleled by the
headdress of the dancing women on an Argive LG sherd from the Argive
Heraionl®7 (pl. 42). Female dancers in Argive LG vase painting are often
shown wearing this kind of ritual polos with two ribbons hanging behind. 108
This headdress appears to be a ritual accessory for female figures and
confirms the assumption that the sphinxes are definitely female, in spite of
their pointed-chin, which might be taken as suggesting a beard. But the
female dancers on the sherd from the Argive Heraion are shown with a similar
chin, pointing to the conclusion that this element is stylistic rather than
iconographic.

Courbin's!09 dating of the krater no. 19 to the Argive LG IIc period
(that is about 710-700), seems very late for the style of the vase.ll0 The
drawing of the figures is stiff and austere in spirit and cannot be com-
pared with the almost Orientalizing relaxed style of Argive LG IIc.1ll
Moreover, the technique of drawing human heads in compact silhouette, as
appears on the sphinxes, was current by LG ITb;112 from that time onwards
human heads are shown either wholly or mostly reserved.113 According to
Courbin the sherd with the dancing women from the Argive Heraion (pl. 42)
is dated to LG IIb, but the two pieces are so similar in style that they
must surely be by the same painter. The drawing of the sphinxes, however,
is much more stiff than that of the dancing wemen. A date in LG IIa/b is
more plausible for the krater, which thus seems to be almost contemporary
with the Attic LG cup no. 18. The sphinxes on the Argive krater therefore

are among the earliest sphinxes in the art of mainland Greece; they are
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moreover the earliest definitely female sphinxes in Greek art, seeming to
inaugurate a new type of sphinx which comes in complete contrast to the
male, helmeted sphinx of Cretan metalwork. The origin of the Argive
sphinxes 1s therefore of primary importance and immediately related to the
origin of the female sphinx in Greek art.

Several iconographic elements of the Argive sphinxes, like the hybrid
body, the tail resembling a cork-screw, and the curved cross-hatched wing,
suggest that the painter's models must be sought in Attic LG vase
painting.lll+ However, the Attic sphinxes on the cup no. 18, in spite of
the painter's individuality and experimentation, clearly suggest North
Syrian models. It can be assumed therefore that the origin of the sphinx

motif in LG vase painting of Mainland Greece can be traced back to North

Syrian art via Attic LG vase painting.
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THE EQUINE SPHINX

A distinct type of sphinx with equine legs and tail appears in Crete
in the second half of the eighth century. The type is first attested in
vase painting, but at the end of the century is also found on a bronze

stand from the:Idaean Cave.

Cretan Late Geometric vase painting

In vase painting the type appears on two LG sherds belonging to two
different vases by the same painter!!3 (nos. 20-21, pl. 37a ). The first
piece was found in a rubbish deposit of the third quarter of the eighth
century, so the sphinxes on the sherds are undoubtedly the earliest repres-
entations in vase painting; the fact that figure drawing is rare in Cretan
LG vase painting makes them extremely interesting. The painter seems to
have copied the Knossian type of sphinx, as they are shown with narrow
loins and raised rump, hatched straight-edged wing and conical crested
helmet. They find their closest parallels on the sphinxes of the Delphi
shield no. 36 (pl. 26b). A reserved line on the shoulder is perhaps the
painter's interpretation of the stylization used on the Knossian bronzes
for the junction of wing and body (cf. pl. 24). The painter is therefore
closely copying the Knossian type but making a great innovation in the
introduction of equine legs and tail. Coldstream!l® has explained them as
of Attic derivation, since Attic influence is attested in Cretan vase
painting already in Cretan MG and the sphinx sherds display Attic influence
in their triglyph—and-metope composition. However, Attic sphinxes with
hooved legs but feline tail are obviously later than those on the Cretan
sherds. Of course in Attica in the third quarter of the eighth century the
newly introduced sphinx motif is often confused with the centaur, but by

the third quarter of the century the sphinx in Crete was a long tradition.
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Sphinxes with bovine elements were certainly current during the Dark Ages,
but on the extant evidence no continuity can be claimed.
On the.other hand, sphinxes with bovine bodies deriving from Assyrian

N

117 yere extremely common:nyprus118 during the eighth century.

models
Cyprus's relations with Crete were close at that time and Cypriot objects
have been found in eighth century Crete;!!? most probably our painter got

his inspiration from such a model.

Cretan Late Geometric Bronze Stand

Towards the end of the century a sphinx with equine body is attested
on a bronze openwork stand of a LG date from the Idaean Cave (no. 35, pl. 38).
It belongs to the type of four-sided stand ornamented with elaborate open-—
work relief decoration, which continues in Crete during the Geometric period
the Late Bronze Age Cypriot tradition of four-sided openwork bronze stands. 20
A clay imitation model from Karphil2l of eleventh century date suggests that
the type was known in Crete from that time and continued to exist till the
end of the Geometric period. The bronze stand from the Idaean Cave is among
the latest pieces of the group. Their style indicates that they are all of
Cretan manufacture, though Cypriot inspiration or at least the Cypriot icono-
graphic tradition is present till the end of the series.

The Idaean stand has been preserved in a very fragmentary condition;
however, one side of it, after careful restoration in Herakleion Museum, is
now almost completely recovered (pl. 38b). It presents a rich figure decor-
ation with a maritime scene on the upper part and a pair of antithetical
passant sphinxXes as the main theme on the lower part. Archers, bulls and
other animals fill in the spaces between the two large scenes and the bars.

Only one of the sphinxes and part of the lower leg of the other
survive today. This sphinx has a narrow, elongated body with accentuated

rump and long equine legs represented in an absolutely characteristic LG
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style. The lower part of the tail is missing, but its downward direction
suggests that it was probably also equine. The wing is slightly curved,
ending in a pointed tip; it is relatively small and placed on the shoulders
almost vertically. The neck is also very long, the human head rendered
rather sumnarily with short hair falling on the shoulders in isolated locks.
In style the sphinx is typically Cretan Late Geometric. The head and
face can be paralleled to thattof the Cretan LG bronze figurine of a musi-
cian in the Herakleion Museum,!22 as well as on several other human heads
of Cretan LG bronze figurines.l23 The volutes formed at the junction of the
rods below the ship however suggest a later date and bring the stand down
to the verge of the Orientalizing period. Therefore, a date of around 700
seems suitable. The type of this sphinx with equine body and slightly
curved, pointed wing placed almost vertically on the shoulders is closely

paralleled by the sphinx of the Hubbard amphora (pl. 37b) thus underlining

the type's Cypriot connections.
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CHAPTER III

THE SPHINX IN THE ORIENTALIZING PERIOD

SECTION I : TYPOLOGICAL ANALYSIS

The sphinx in the Orientalizing period is basically attested by two
distinct types: winged and wingless. The latter is an isolated type mainly
evidenced by figurines, while the winged sphinx is an extremely popular
seventh century motif; it is usually represented as female, but in some
workshops male sphinxes occur in large numbers. Because of the popularity
of the sphinx in the seventh century, artists are often tempted to experi-
ment and create new types. Thus sphinxes often grow human arms by analogy
to centaurs: equine or bovine legs replace feline and from the second half
of the seventh century gorgon — sphinxes and double-bodied sphinxes appear.
Therefore seventh century sphinxes have been classed in the following types:
winged female; winged male; wingless; hybrid sphinx (i.e. with human arms or

equine legs or double-bodied or gorgon-sphinx), and finally sphinx protomes.
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THE WINGED FEMALE SPHINX

The winged female sphinx's iconography varies from one workshop to
another, making it possible to distinguish the characteristic versions of
each workshop. In the following pages we shall try to define the evolution
of the winged, female sphinx within each workshop and at the same time
examine the influence exercised among workshops. An attempt will also be
made to examine the motif in vase painting according to painter so as to
avoid an abstract typology and explain the various iconographic differences

of sphinxes with reference to the painter's background.
% g

Protoattic vase painting

The evolution of the winged female sphinx in PA vase painting presents
three distinct stages. In the first stage, which coincides with the EPA
period the sphinx has a characteristic type betraying strong Cretan and
Oriental influence. 1In the second stage, that of the MPA period, Corinthian
and Cycladic influence is felt, but the motif is still firmly rooted in the
local EPA tradition. In the last stage, that of the LPA period, Corinthian
influence becomes increasingly strong and by the end of the period the

Corinthian type of sphinx is wholly adopted.

The Analatos painter (cf. nos. 49-55a)

The sphinx is a motif favoured by the Analatos painter! and his work-
shop. Being a traditional painter, though one who incorporates new elements
to create a modern synthesis, he remains faithful to standard forms and icon-
ographic types and clings obstinately to the same sphinx-type throughout his
career. He uses certain stylizations that make his sphinxes easily recog-

nisable and indeed the passant sphinxes on vases from various stages of his
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career are practically identical.

The type is best manifested on the well preserved sphinxes on the most
spectacular of his vases: his amphora in the Louvre (no. 53, pl. 45).

There the passant sphinxes are represented with an elongated leonine body
with extremely narrow loins and high-raised rump. The tail is shown hanging
between the hind legs and ending in a spiral curl. The pointed wing with its
straight upper edge covers breast and shoulders and is decorated with a
pattern of dotted scales that sets the tone of the sphinx and creates a bal-
ance between the outlined face and silhouetted body. The human head is
beardless with long hair falling on its shoulders, closely resembling the
head of the female dancers on the same vase. It can, therefore, be assumed
as female, though the distinction between a male and a female head in EPA
vase painting is not always clear, since both are usually shown with long
hair and male figures are often depicted beardless. On the works of the
Analatos painter, however, even when the male figures are beardless they

are shown with a characteristically emphasized chin contour that clearly
distinguishes them from the female figures on the same vase. It can, thus,
be deduced that the sphinxes on no. 53 were meant as female.

This type of passant, female, leonine sphinx with a pointed scaly wing
is an original creation of the Analatos painter. A prototype for this
sphinx can be seen in an earlier work by the same painter, a standed bowl
from Kerameikos (no. 49, pl. 43), which in fact displays the earliest PA
sphinxes known so far. The date of this vase is firmly fixed by its context:
it was found in Kerameikos grave 98 together with a LG standed bowl (pl.
44b) and a PC kotyle that dates the grave with certainty to the last quarter
of the eighth century.? Technique and iconography of the sphinxes on no. 49
are still in the geometric spirit and it is mainly their style that takes
them into the Orientalizing period. They are painted in silhouette and in

one only the eye is reserved (pl. 43b), in the other, the whole face (pl. 43a)
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they are depicted each in a metope and shown in a geometric schema, passant
with uplifted foreleg.3 The pointed wing, however, is outlined and filled
wity dots in a completely Orientalizing fashion. The painter has not yet
invented the scaly wing which later becomes the hallmark of his sphinxes,
and here he decorates the wing with dots, one of his favourite stylizations

used for palmettes, muzzles of lions etc.®

The heads of the sphinxes on
no. 49, depicted as they are without a distinct hairstyle, look male; this,
and their close resemblance to the heads of the male dancers on the
Analatos hydria,® again poses the question of the sex of EPA sphinxes. We
are confronted with the conflicting fact that the helmeted marines on the

6 are "almost replicas of the faces of women

same painter's Sumium plaque
on the Analatos hydria".’ It can therefore be deduced that no particular
attempt was made by the Analatos painter to represent the sphinxes on
no. 49 as being of a definite sex. Since, however, his later stereotype
sphinx is female, it can be assumed that his prototype was female also.

The Analatos painter was a pupil of the Stathatou painter,® who belongs
to the Athens 894 Workshop, in which the earliest Attic sphinxXes appear
(cf. no. 18, pl. 39a). However, a comparison of the sphinxes on the Attic
LG cup no. 18 and those by the Analatos painter shows that there is no immed-
late connection between them. The tail on the LG sphinxes is shown pointing
upwards, while on the Analatos sphinxes it hangs between the hind legs; the
hatched, curved wing on the LG sphinxes springs straight from the shoulders,
but the Analatos sphinxes have a straight-edged wing covering breast and
shoulders. The problem is therefore whether the Analatos sphinxes are a
natural development of LG types or created under a strong foreign influence.
The Analatos painter is a pioneer painter but his work betrays strong
Oriental influence; he may therefore have obtained his sphinx models from

the Orient rather than Greece, especially as Oriental sphinxes with straight-

edged wing and downward-hanging tail were widely available in Attica at the
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time. His marked preference for dotted ornamentation, however, strongly
suggests the influence of metalwork, and the straight-edged wing points
towards Cretan models.

At the end of his career the Analatos painter adopts the black and
white style, and three pieces with sphinx representations have been pres-
erved from this stage. On no. 54 (pl. 46b), a small sherd from the Agora,
we find his standard type of female, passant sphinx with pointed wing. The
old schema of dotted wing (no. 49) is now practised in a new technique;
thus the wing is covered with white colour and speckled with dots. He
still keeps the scaly wing for the sphinxes on no. 55 (pl. 46a), though now
adopting the sejant pose for them.® Another important imnovation is that
these sphinxes are no longer bareheaded in the usual Analatos style, but
wear a kind of '"floral" headdress consisting of four small vertical hooks —
a kind of headdress met with on Cycladic sphinxes of the early seventh

century!0 (cf. pl. 145).

The Mesogeia painter and his workshop (cf. nos. 56-64)

The sphinx is a motif also favoured by the Mesogeia painterl! and his
workshop. The Mesogeia painter i1s a close companion of the Analatos
painter and both are pupils of the Athens 894 Workshop, so it is not sur-
prising that their works show close stylistic affinities, though the
Mesogeia painter is an inferior,!? rather imitativel3 painter whose work
lacks the originality of his fellow-pupil. He is obviously much more open
to foreign influence than the Analatos painter, but at the same time also
under the Analatos paointer's influence.

The Mesogeia painter's sphinxes can be classed in three different
groups, representing three chronological stages. Nos. 56 and 57 belong to

his first stage, when he is under strong Cretan influence and drawing mainly
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male sphinxes. Nos. 58-61 belong to the second stage, when he is still

under foreign influence but developing a characteristic type of sphinx;
finally, no. 60 belongs to his last period when he conforms with the sphinx
types of his contemporary PA painters. The earliest sphinxes by the Mesogeia
painter (no. 56, pl. 47a) are undoubtedly male and under strong Cretan in-
fluence. From.the same stage of his work survives a small sherd from the
Agora, with body and wing of a passant sphinx (no. 57, pl. 47b). The
straight-edged wing with alternating hatching once again leaves no doubt as
to the Cretan derivation of the motif.

In his second stage the Mesogeia Painter has assimilated Cretan in-
fluence, and though under the influence of the Analatos painter, manages to
create a sphinx type of his own. The basic characteristic of the sphinxes
of this stage is a double S-shaped wing covering the shoulders and spreading
out above and below the body. This type of wing presents a development,
indicating a chronological sequence. On no. 58 (pl. 48a) the parts above
and below the body are of equal size, the whole wing is decorated with small
outlined circles. On no. 59 (pl. 48b) the section of the wing hanging below
the body is smaller and the central part (that corresponding to the wing
base) is decorated with a dotted scale pattern, while the outer sides of
both wings are hatched. On no. 61 (pl. 49a) the part of the wing hanging
below the body is now turned into a small protrusion decorated with the
same scale pattern as the base of the wing; the pinion however has two
registers of an outlined tongue-like pattern. Sphinxes of this phase are
almost subgeometric in style, painted in silhouette with only wing and face
reserved; sometimes even the face is in silhouette and only the eye is res-
erved (cf. pl. 48b). Because of this the definition of the sex of these
sphinxes is full of problems: on no. 58 (pl. 48a) the chin is very pointed,

as if a beard might have been meant, and only on no. 6! (pl. 49a) the sphinx

is definitely female.
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Sphinxes of the last stage (nos. 61-64) are less elaborate and much
more under the influence of the Analatos painter. They have a simpler
straight-edged wing decorated with a double scale pattern, the shape being
that followed by the Analatos painter, though frequently the Mesogeia
painter's characteristic division into wing base with double scale pattern
and tongue-patterned pinion is present (cf. pl. 49b). The Mesogeia
painter maintained his liking for male sphinxes throughout his career (cf.
no.63, pl. 133), but also experiments with sphinxes with hooved feet — a
good example in the black and white style being no. 64 (pl. 148a), which
brings the painter down to the second quarter of the seventh century.

The dating of the early work of the Mesogeia painter and the possible
priority of his work over Analatos presents many difficulties. The vase
no. 58 is considered by Cook!" on grounds of shape to be earlier than the
Analatos hydria and therefore more or less contemporary with no. 49; no. 59
was found with a PC kotyle, which CooklS dates to the turn of the centurylf
and no. 6! with an Attic kotyle, whose straight sides suggest a date in the
early seventh century. Therefore, nos. 56 and 58 can be dated to the last
quarter of the eighth century, no. 59 to the turn of the century and 60-62

to the first quarter of the seventh century.

The Vulture painter (cf. nos. 65-67)

The Vulture painter!? belongs to the first generation of EPA painters.
He is an interesting personality, Cook!® at least considering him to be
almost as good a craftsman as the Analatos painter. A pupil of the Benaki
painter,!9 he preserves a tradition that goes back to the Dipylon Master 20
At the same time he seems to have been under strong influence from che
Cycladic Linear group.?! He shows deliberate archaism?? in using LG
formulas such as silhouette technique, but at the same time experiments with

new motifs such as sphinxes and winged horses (pls. 50-51).23 He has a
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preference for bowls with tall stand and two rows of windows, which appear
in the opening years of EPA and are also favoured by the Analatos painter.2"

The sphinxes of the Vulture painter are extremely archaic in that they
are painted in silhouette with only the eye reserved and outline used for
the wing. They are shown on one’panel as an 1solated motif, couchant with
paw uplifted; only on no. 64 does he use a heraldic schema with two sphinxes
confronting each other across a floral ornament. They are rendered with a
characteristically attenuated leonine body with narrow loins, accentuated
rump and tail hanging below the body and ending in a spiral curve. Each
pair of hind and front legs are depicted as one and only on no. 67 are both
front legs shown. Paws are usually carefully drawn with two or three dis-
tinct claws, which give the monster a voracious appearance. The hallmark of
the Vulture painter's sphinxes is, however, the long s—shaped and striated
wing, which echo details of his earlier drawings of vultures,?® and betrays
strong Oriental influence (cf. pl. 16). Another typical characteristic of
the Vulture painter's sphinxes is their very long neck, together with his
prefererence for the uplifted front leg and paw used as a hand. His sphinxes
wear their hair rather short and have a pointed chin, which makes them look
male .26

The vases of the Vulture painter are dated on stylistic grounds very
early in the EPA period. Brokaw?’ considers no. 65 (pl. 52a) contemporary
to the high-standed bowl Kerameikos Inv. 301 (pl. 44b), while A. Kaufmann-
Samaras2?® considers the sphinx on no. 66 to be more primitive in style than
those on no. 49. A comparison of the sphinxes on nos. 49, 65 and 66 confirms
that the Vulture painter's sphinxes are more "archaic'" than those by the
Analatos painter on no. 49, who uses outline for his sphinxes' faces. How-
ever, the shape of the vases suggests that they are most probably contempor-

ary.
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The N-painter (cf. nos. 68-69)

The N—painter29 is a pupil of the Vulture painter and strongly
archaising in technique and style. He paints mainly small-scale work in
a delicate style with three stroked N's in the field as filling ornament,
which was the reason for his being so named by Hampe.

Only two sherds with sphinx representations by the N-painter have
been preserved, nos. 68 (pl. 54a) and 69 (pl. 54b). On both the sphinxes
are of the same winged female type. They are shown passant in a frieze
with slightly curved wing with two rows of feathers. The hair falls on the
shoulders in isolated strands and the head is crowned most probably by a
double volute, though on no. 68 only the base has been preserved. As they
are painted in silhouette with outlined face and dotted circular eye they
appear very archaic, but their open-mouthed faces and the curved form of
their wings betray that they belong to a rather advanced date in the first

quarter of the seventh century.

The Passas painter (cf. nos. 70-71)

The Passas painter3° is a close companion of the N-painter and also the
Vulture painter's pupil. Only two fragmentary vases with sphinx representa-
tions by the Passas painter have been preserved, and they each show a differ-
ent type of sphinx.

On no. 71 (pl. 56a) appear sejant sphinxes with a double volute shown in
a frieze. They are extremely archaizing in technique and style, being
painted in silhouette with reserved eye and wing, which is shown striated in
the manner of the Vulture painter. The same influence is betrayed by the
elongated breast of the sphinxes, the positioning on the wing on the shoul-
ders and the rendering of the hind legs as one. On the other hand, the
double volute with central stalk brings them closer to the sphinxes by the

N-painter (cf. pl. 54a). Another element they share with the latter is the
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elongated chin, which can easily be mistaken as indicating a beard. A
comparison of the sphinxes on no. 71 with the charioteer and warriors
depicted on the same vase however suggests that most probably the sphinxes
were not meant to be bearded and the elongated chin is a stylistic rather
than iconographic elewent.

By contrast, the sphinx by the Passas painter on the oenochoe from
Agora no. 70 (pl. 142b) is shown bearded and helmeted, with two wings and

a pair of human arms.

The Palmette-tail painter (cf. nos. 72-73)

Another noteworthy personality among the EPA painters is the Palmette-
tail painter, so named by us after the palmette he draws at the end of the
tail of his sphinxes (cf. pl. 55a). Three vases with sphinx representations
by this painter have been preserved; the Lekane no. 72 (pl. 55a), the
kotyle no. 73 (pl. 55b) and a sherd from Brauvrona (no. 72a). The
sphinxes by this artist have a small stylized body painted in silhouette
and a huge outlined female head. The small, slightly curved wing is also
outlined and placed almost vertically on the shoulders. The tail of the
sphinxes on no. 73 points upwards, ending in a spiral curl, while on the
other two (nos. 72, 72a) it hangs between the hind legs and ends in a palm
ette. Another interesting element of these sphinxes is that they use their
foreleg as a human arm: thus on no. 73 they reach out a leg towards a
central palmette, but on no. 72 are shown placing the foreleg on the root
of the tail of the sphinx in front. In general this painter breaks away
from the old patterns of stiff, purely decorative motifs and shows an
inclination for narrative scemes; on no. 72 (pl. 55a) the frieze of passant

sphinxes is interrupted by a warrior with shield and spears.
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Phaleron oenochoai (cf. nos. 76-77)

The painters of the Phaleron oenochoai are characterized by the con-
siderable audacity of their sphinx representations; the sphinx on no. 76
(pl. 142a) is shown with an additional human arm and a volute on the head.
The shape of the wing is in the tradition of the Analatos painter, but the
outlined tongue-pattern is closer to that of the contemporary N-painter.
The sphinxes on no. 77 (pl. 60) are shown rampant on either side of a
stylized tree ornament. They have an extremely long neck decorated with a
spiral ornament, and a similar pattern decorates the thighs, while the
head is covered by a double volute. The spiral ornament on the neck is a
stylization otherwise unparalleled on sphinxes, and can only be explained
by analogy to the griffin protomes — an explanation also suggested by the

height of the neck.

The Ram Jug painter (cf. nos. 80-83)

With the Ram Jug painter3! we come into the MPA period, in which he
1s one of the leading painters, along with the Polyphemos painter.32 The
Ram Jug painter is the Analatos painter's immediate successor,33 and his
sphinxes are completely in the Analatan tradition.

The personality of this painter is not yet fully understood and his
early phase remains obscure. E. Brann3" argues that the Kerameikos Mug
group is really Early Ram Jug painter, while Cook35 has attributed to him
some late works of the Mesogeia and Polyphemos painters. The sphinxes
appearing on four of the works attributed to him (nos. 80-83) in fact
suggest that he was active throughout the MPA period., Originally uniler
the influence of the Analatos painter, he then develops his own style and
finally falls under Corinthian influence. The sphinx on the krater in
Athens no. 80 (pl. 57) could easily be taken for a late work of the

Analatos painter, for we have here the same type of female passant sphinx
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with scaly wing with straight upper edge. The sphinx's body possesses
the same distinctive narrow loins, but the legs have become shorter, the
thighs more rounded, and the short metatarsus emphasizes the body's feline
character. The paws are now outlined instead of being indicated as a
group of distinct claws (cf. pl. 45), and a reserved V-shaped stylization
appears on the ankles. The hair is rendered in layers in the Daedalic
fashion, leaving no doubt as to the female character of the sphinxes. The
sherd no. 81 (pl. 58c) belongs to an earlier date and the sphinx (shown
with straight-edged dotted wing) is here also under the influence of the
Analatos painter.

By contrast the sphinxes on the Agora oenochoe no. 82 (pl. 56b) have
a character all their own. They are represented passant in a heraldic
schema and their fine drawing immediately places them among the work of the
painter's maturity. These sphinxes are undoubtedly female, and their ex-
tremely long neck is decorated with a pair of necklaces, an element first
attested in PA vase painting. In North Syrian art of the Early Iron Age
sphinxes are often shown with a necklace (cf. pl. 171), but its existence
on the sphinxes of the Agora oenochoe no. 82 may also have been due to
the painter's attempt to give his sphinxes a more human character, in
accordance with the general tendency of Orientalizing art from the second
quarter of the seventh century ("Vermenschlichung").‘36

On the other hand the wing of the sphinxes on no. 82 clearly suggests
a strong Cyclaclic influence.3?7 On the right-hand sphinx the wing is out-
lined, cross-hatched, slightly curved and placed vertically on the
shoulders, while on the left-hand sphinx it covers breast and shoulders;
here it is painted in silhouette and the cross-hatching is engraved, but
the general shape and decoration of both wings are closely paralleled on
sphinxes' wings on Cyclaclic vases of the early seventh century (cf. e.g.

no. 254 pl. 145).

In his final stage, the Ram Jug painter falls under Corinthian influ-
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ence. There is only one sphinx from this stage, on the fragmentary
krater from Aegina no. 83 (pl. 82a), painted in the black and white style.
The attribution of this piece to the Ram Jug painter has been doubted,38
but the drawing of the face and hairstyle is closely matched by those on
the Athens krater no. 80 (pl. 57). The elaborate double-volute with
palmette finials which crowns the head is obviously under strong
Corinthian influence (cf. pl. 82b) and the same can also be said for the
sickle-shaped wing. The piece dates to around the middle of the century
when Corinthian influence starts to dominate PA art, and the sphinx on

no. 83 in fact gives some of the best evidence for it.

The Polyphemos painter (cf. nos. 84-85)

The Polyphemos painter39 is a close companion of the Ram Jug painter,
and generally considered to have been pupil of the Mesogeia painter.*0
The dipinto MENELAS on the stand 84 (pl. 149) is in Aeginetan alphabet™!?
and suggests that he was an Aeginetan or at least thag?§orked in Aegina;
he paints in black and white style and ca;x;oth outline and incision tech-
niques. Sphinxes survive on two vases attributed to him (nos. 84 and 85),
and on both they are hooved. No. 84, the so-called Menelas stand, is one
of his best known works.

It was once attributed to the Ram Jug Painter,*2 but the sphinxes on

this stand are totally idiosyncratic, and betray the influence of the N-

painter in the formation of the wing.

MPA sphinxes (cf. nos. 86-94)

Apart from a few exceptions by certain individuals like the Ram Jug
or Polyphemos painters, sphinxes of the MPA period wholly adopt PC icono-

graphy: the wing becomes sickle-shaped with a festooned contour and the
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tail is shown pointing upwards (cf. pls. 62-63). The Corinthian influ-
ence is first shown on the wing, but as the black figured style is also
adopted, MPA sphinxes gradually become fully Corinthianizing.

One cf the earliest attempts at a Corinthianizing sphinx is found on
the Kerameikos kotyle no. 86 (pl. 61). On each side of this vase there is
a pair of antithetical sphinxes in black-figured technique, richly engraved.
The iconography of these sphinxes gives evidence of various influences, the
sickle-shaped wing suggesting Corinthian influence joining the earlier
orientalizing tradition of the Mesogeia painter, as it forms a small,
pointed projection on the shoulder (cf. pl. 49a); from the same painter
derives the decoration of the wing by small engraved circles. On the other
hand the stylization of the thighs suggests North Syrian models (cf. e.g.
43

pl. 171) and the engraved zig-zag band round the body points to Assyrian

influence.

LPA sphinxes (cf. nos. 95-107)

The LPA period is little-known, but basically dominated by the early
phase of such black-figured painters as the Nessos painter. Among the
earliest painters of this phase is the Berlin A34 painter““ from which the
fine Kerameikos krater no. 95 (pl. 64) with a large Corinthianizing sphinx,
one of a pair, survives. This sphinx is shown couchant with a rounded
breast and a Corinthian wing with two rows of feathers in alternating black
and white. White is also used for the female head of the sphinx, which is
decorated by a ribbon — a Corinthian element also adopted by the Nessos

painter.

The Nessos painter

The Nessos painter, who is the earliest Attic painter to use a fully
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assimilated black-figured technique, is now fused with the Chimaera //
painter."*> Sphinxes are a favourite motif of this artist (cf. nog./96-
107), who is generally explained as a Corinthian painter in Athens. His
sphinxes are fully Corinthianizing, though he paints on a large scale;
according to LPC fashion he rznders them sejant, usually in antithetical
pairs, and adopts the winged female Corinthian sphinx with a ribbon (cf.
pl. 65-66) or polos (no. 96) on the head. This preference for a large
scale expands the possibilities of the Corinthian sphinx — thus he is able
to elaborate the details on legs, body and wing. He is among the first
painters to adopt the use of covert feathers across the alar tracks. At
the same time he keeps up with Corinthian fashion, as shown in his later
stage which coincides with the Early Corinthian style, where he uses the
curved, folded wing familiar in EC sphinxes (pl. 66).

Through the Nessos painter the Corinthian type of sphinx is finally

established in Athens, and it is this type of sphinx adopted by the sculp-

tors for their sphinx statues.

PC vase painting

The sphinx is an extremely popular motif in PC vase painting, appear-
ing in the EPC period and keeping the same type throughout, a type of great
influence which wholly dominates Greek art by the end of the seventh cen-
tury. Its iconography is stereotyped with only minor differentations due

either to foreign influence or the painter's idiosyncrasies.

EPC
The earliest PC sphinx is found on a large globular aryballos from
Aetos, Ithaca no. 108 (pl. 67). This aryballos is classed by Dunbabin and

Robertson™® earlier than the oenochoe of the Cumae group and its date
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therefore falls well intc the last quarter of the eighth century. It has
been preserved in a very fragmentary state and most of the outline-painted
sphinx is missing. Only the forepaws, wing tip and the head and part of
the shoulders survive today. It is clear however that the wing had a fully
curved shape ending in a pointed tip; the curved wing of earlier sphinxes in
Attic and Argive LG vase painting (nos. 18 and 19) is explained as deriving
from North Syrian models, and here, too, the pointed wing-tip suggests a
direct derivation from North Syrian models rather than through Attic (cf.
e.g. pl. 164a). Most of the hair is now missing but it must have fallen

on the shoulder since the head is bound with a fillet like the man with
shoulder-length hair on the same vase. The man has a beard painted in
silhoutte on an otherwise outlined face, suggesting that the sphinx in com—
parison is female. Undoubtedly the most interesting element on this sphinx
is the double volute crowning her head. The volute, which falls in front
and behind the head, springs from a central stalk stylized in a lozenge and
placed just above the brow. The origin of this headdress remains unclear,
but seems most probably a Corinthian development of a stylized floral

pattern found on North Syrian sphinxes (cf. below on volutes).

MPC sphinxes

The earliest PC sphinxes executed in black-figured style with abundant
use of incision are found on the MPC kotyle no. 111 (pl. 69a) from
Perachora. The iconography betrays strong Cretan and North Syrian influ-
ence; the sphinxes as a whole represent pioneer work with many stylizations,
which become regular aspects of later PC sphinxes.

They are composed in an antithetical pair flanking a floral ornament —
a composition known in Crete from the end of the eighth century on the Idean
shields. The sphinxes on the kotyle no. iii are shown passant with an elon-

gated leonine body, massive accentuated haunches, short metatarsus and large



- 76 -

paws all reminiscent of North Syrian sphinxes (cf. e.g. pl. 164a); the
horizontal lines which distinguish the paw from the leg is also a common
North Syrian convention for lions and sphinxes (e.g. pl. 171). On the other
hand the two parallel lines on the knees are a stylization for knee-joints
invented by Corinthian painters.

Cretan influence may be detected yet again in the shape and decoration
of the wing (cf. pl. 37a-b) which is slightly curved and hatched, but the
origin of the small scale pattern on the chest is rather obscure. It can
be explained either as a stylization deriving from the Oriental convention
of a wing part hanging below the body known in Greece from eighth century
Cretan and contemporary PA models or as an attempt at breast feathering.

The interest of the sphinxes on the kotyle no. 111 lies in their idiosyn-
cratic character and even more in the evidence they give of various currents
of influence affecting PC sphinxes early in the seventh century.

The earliest evidence for the fully developed Corinthian type of -
sphinx is found on the MPC ovoid aryballos no. 121 (pl. 69c~d) in Boston.

In a frieze on the body of this vase a pair of antithetical passant sphinxes
are shown flanking a stylized ornament. The sphinxes, which are painted in
the first black-figured style, have the typical PC stylizations for the
knee—-joints and ankles, an upward-pointing tail and a sickle—shaped wing
consisting of wing base and feathers. An attempt at variation is achieved
by giving two rows of feathers and dotted decoration on the wing base to

the sphinx on the left, while the right hand sphinx has a single row of
feathers and no wing base decoration.

The sphinx on the slightly later PC oenochoe sherd no. 112 (pl. 70)
from Perachora also deserves some attention. The wing is slightly curved
with a single row of feathers, anticipating what will become the typical
Corinthian sickle-shaped wing. The hairstyle however, with its isolated

lock hanging in front of the ear, clearly suggests North Syrian models,
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where the hathoric lock is often used for sphinxes (e.g. pl. 169a); a
similar hairstyle is attested on the pouncing sphinxes of the roughly con-
temporary ovoid aryballos from Syracuse no. 124 (pl. 73). The wing of the
sphinxes reinforces the impression of foreign influence — the latter is
only siigntly curved, cross—hatched and placed almost vertically on the

shoulders betraying Cycladic models (cf. no. 254 pl. 145).

The Aetos painter (cf. nos. 126-132)

The Aetos painter is an MPC painter with a preference for male bearded
sphinxes wearing a double volute and shown in a demi-couchant pose. His
favourite composition is in antithetical pairs flanking an ornament or bird;
the sphinxes are very much his own despite a glancing at PC conventions.
From his early phase survive the two ovoid aryballoi (nos. 126 and 127) each
with a male and female sphinx confronted.

In his later stage the Aetos painter draws female sphinxes with a
sickle-shaped wing in his familiar demi-couchant pose. His hallmark is now
the hair tied on the nape and falling on the shoulders (cf. pl. 76a). He
is also recognisable by a steady tendency to depict scenes of narrative
character — the favourite'being a man with spear following sphinxes (cf.

pl. 136).

The Boston painter (cf. nos. 113-120)

The Boston painter, one of the finest of MPC painters, is the Aetos
painter's pupil, and his sphinxes present a steady evolution towards the
typical Corinthian sphinx with a sickle-shaped wing. The earliest, found
on the pyxis no. 116 (pl. 72b) from Perachora, presents a slightly curved
striated wing, paralleled by the wing of the more or less contemporary PA

sphinxes by the Passas painter (cf. pl. 56a).
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In his mature year, however, the painter gets rid of any foreign in-
fluence and develops his own Corinthian type of sphinx. The best example
of this phase is found on the fragmentary ovoid aryballos no. 113 (pl. 71)
from the Argive Heraion. The finely drawn passant sphinxes are composed in
a heraldic schema on either side of a floral ornament. They have a finely
balanced leonine body with a tail pointing upwards and ending in a spiked
tassel. The root of the tail is emphasized by two engraved lines, and the
typical PC stylizations for knee-joints and ankles are also engraved (cf.
pl. 69). The sickle-shaped wing is in the fully developed Corinthian form,
consisting of wing base and feathers, the latter being painted alternating
plain black, and white with black dots; the lower festooned body contour
is indicated by an engraved line. More engraved lines indicate the divi-
sion of the wing into feathered area and base, while the lower contour of
the base just above the elbow is also indicated by a band of parallel,
engraved lines (cubitus,band). The sphinx's head is female with a layered
hairstyle and some small spiral locks on the brow.

More or less contemporary with the ovoid aryballos no. 113 is the
fragmentary kotyle no. 114 (pl. 83a) from Perachora. On a fragment of this
kotyle survives the upper part of a female sphinx with a scale pattern on
the breast and a double volute on the head.

Finally in his last stage, which falls wholly in the LPC period, the
painter draws less elaborate sphinxes, best represented by the bareheaded
sphinxes with stylized sickle-shaped wing on the LPC clpe no. 118 from

Crete.

The Sacrifice painter (cf. nos. 139-143)

The activity of the Sacrifice painter falls inside MPC II and LPC;
he uses the sphinx motif quite frequently (nos. 139-143) and has a fine

elaborate style although the influence of the Aetos painter is obvious here
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and there in his iconography. On the fragmentary conical oenochoe no. 139
(pl. 79) from Perachora the Aetos painter's influence is attested in the
wing formation and on the conical oenochoe no. 143 (pl. 78a), in the compo-—
sition of an antithetical bearded male and a female sphinx. The sphinxes

of his later stage on the other hand lack any originality and instead dully
reproduce the typical Corinthian female sphinx with layered hair and sickle-

shaped wing with a single row of feathers (cf. pl. 77).

The Mac millan painter (cf. nos. 144-152)

The Mac millan painter, a close companion of the Sacrifice painter, is
an artist whose work varies in quality, capable of extremely fine pieces
like no. 144 (pl. 151a) — the so called Chigi vase — and others of poor
drawing and workmanship like no. 148. Sphinxes of his early stage have
slim slightly curved pointed wing (cf. no. 146 pl. 81), easily traceable
back to the tradition of the Aetos painter (cf. no. 126 pl. 135); later
they conform with the general Corinthian fashion for a sickle-shaped wing.

The fine double-bodied sphinx on the Chigi vase no. 144 (pl. 151a) is
one of the best examples of LPC drawing and presents all the typical LPC
sphinx stylizations double volute on the head, sickle-shaped wing with two
rows of feathers, cubitus band, carpus stylizations deriving from MPC I
knee-joint stylizations (cf. pl. 69a). An inferior version of the same

sphinx is found on the conical oenochoe from Perachora no. 150 (pl. 74a).

The Telestrophos painter (cf. no. 133)

In him we have a vigorous personality in MPC vase painting to whom
our scanty knowledge does not do justice. The sphinx represented on the
kotyle no. 133 (pl. 80) from Perachora is highly individual: it is shown

sejant with uplifted forepaw and a pair of sickle-shaped wings, one
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projecting behind the other., The inner decoration of the wing with scaly
base and alternating black and white feathers is typically Corinthian but
the positioning and number of wings strongly suggests foreign influence,
as two wings on the shoulders, one slightly projecting behind the other,
is a convention used for Oriental sphinxes of the Syro-Phoenician area,"“8
but also used in Cretan vase painting of the second quarter of the seventh
century (cf. pl. 90). On the other hand the Telestrophos painter presents
several similarities to the Boston painter, namely the black and white

feathers and dotted tail.

The Round Dance painter (cf. nos. 134~135)

An MPC painter known only from a few vases. Sphinxes appear on two
works attributed to him, but they are too fragmentary to form an idea of
the sphinx types used. The kotyle no. 134 (pl. 84a) however shows the head
and breast of a sphinx caressed by a woman. The sphinx is shown with a

fillet round the head and hair in isolated locks on the shoulders.

The Displayed Siren painter (cf. no. 136)

One of the best MPC painters is the Displayed Siren painter but unfor-
tunately only one sphinx is known by him, on the fragmentary conical
oenochoe no. 136 with the displayed siren. The latter is painted in
silhouette and bearded, but the face of the sphinx (only the upper part

survives) is painted in outline and therefore meant as female.

The Aegina Bellerophon painter (cf. nos. 137-128)

The Aegeﬁa Bellerophon painter is an MPC II painter who tends to draw
on a large scale. Only two of his vases with sphinxes survive today but

that on the large Bellerophon and Chimaera kotyle no. 137 (pl. 82b) gives
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a good example of the PC sphinx round the middle of the seventh century:
rounded breast, sickle-shaped wing with alternately black and red feathers,
double-volute with palmettes and layered hairstyle with an isolated lock

in front of the ear.

The Leiden‘painfer (no. 156 pl. 76b)

Pupil of the Bellerophon painter, little known today. Only one sphinx
by him survives on the conical oenochoe no. 156 (pl. 76b) from Perachora —

a typical PC sphinx with sickle-shaped wing and layered hair.

The Snake painter (cf. nos. 168-176)

The Snake painter is a good Corinthian painter of the Transitional
period with a firm preference for sphinxes, which he usually represents
sejant on either side of a snake. He is very much a traditional painter
who remains faithful to established patterns, and his sphinxes are remark-
ably alike: female sejant sphinxes with hair falling on the shoulders and
often a high polos, sickle-shaped wing with tripartite division, and

cubitus band.

The Painter of the Sphinxes with tightly bound hair (cf. nos. 177-180)

One of the best Corinthian painters of the Transitional period. He
decorates small vases with pairs of antithetical sejant or demi-couchant
sphinxes, placing his emphasis on the rendering of the head and the hair
in particular. His sphinxes' long hair falls in a mass on the shoulders
and a few spiral locks decorate the brow. His most characteristic styliz-
ation, however, is the tight binding of the hair round the crown by a

fillet.
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The Sphinx painter ‘(cf. nos. 181-206)

The Sphinx painter is one of the most influential and prolific
painters of the Transitional period, a controversial personality often
fused“? with the painter of Vatican 73. He has a very limited iconographic
language — his most favoured subject being pairs of antithetical sejant or
demi-couchant sphinxes flanking a swan. He works chiefly on large vases
(olpai and oenochoai), which he decorates with many animal friezes, produ-
cing sphinxes monotonous in their similarity: they are female with long
hair falling on the shoulders in a mass, and often a fillet is bound round
the crown or across the back between the ears. The leonine body is rather
slim and short with rounded thighs and there is an obvious emphasis in the
rendering of the forepart of the body, with rounded breast and several
stylizations on the legs, particularly the cubitus band. Their main inter-
est however lies not in their iconography, but in the fact that they repres-
ent the final stage of development of the Corinthian type of sphinx and the

type adopted in sixth century Greek art.

Thapsos class workshop (cf. mo. 109)

Three sphinxes each in a metope appear on the only Orientalizing vase
of the Thapsos class (no. 109 pl. 68). The origin of this class of vases
has been a disputed subject so far, but style, iconography and recently
clay analysis strongly suggest Corinthian origin.%492

The sphinxes on the krater no. 109 (pl. 68) are executed in the tech-
nique of the first black-figured PC style, and follow the PC type of sphinx
with slightly curved feathered wing and dortle volute. At the same time
they present several elements suggesting foreign — most probably Cretan —
influence. In keeping with geometric conventions they are shown passant,

sometimes regardant (pl. 68b). The passant regardant pose is known from

earlier Cretan examples (cf. pl. 25), and the straight upper edge of the
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wing points to the same source. However, the wing is here divided into
wing base and feathers indicated by horizontal engraved lines. The wing
base covers the shoulders but not the reserved breast, which is rounded
and suggests Orientalizing Cretan or North Syrian models (e.g. pl. 164a).
One of the sphinxes of this krater possesses an unexplained horizental
line in the middle of her reserved breast (cf. pl. 68a), which can be
paralleled to such stylizations as the reserved line on the shoulders of the
sphinx on the Cretan LG sherd no. 20 (pl. 37a). The tail of the sphinxes of
the Thapsos class krater no. 109 hangs between the hind legs and ends in a
curl — a stylization known from PA sphinxes, but completely foreign to PC
sphinxes. In general the sphinxes on no. 109 present a mixture of foreign
influences, which can only be explained in terms of the idiosyncratic char-

acter of Thapsos class vases.

The Ithacan sphinx (cf. no. 241)

]
This sphinx is attested on a strange type of local Ithacan Orientaliz-

ing vase,®% the candlestick no. 241 by the potter Kallikleas, who was prob-
ably also its painter.3!

Local Ithacan Orientalizing vases are under strong PC influence in
technique, style and iconography, and the sphinxes on the Kallikleas vase
are wholly dependent on PC models. The drawing of these sphinxes is very
poor, betraying an inexperienced provincial painter; they are painted in
silhouette with outlined neck and face and abundant use of incision for the
inner details of body, legs, wing and hair — a technique that suggests a
date for the vase early in the second guartzr of the seveunth century.>?

The extremely long forelegs however betray Corinthian models of a much
earlier date, and the button-hook stylization on the knees is the Ithacan
version of the knee joints of PC sphinxes of the first quarter of the

seventh century (cf. pl. 69a). The long tail, following the PC fashion for
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sphinxes and lions, is turned upwards and ends in an arrow-shaped tassel;
this stylization for the tassel was most probably a spontaneous invention

of the painter, who, judging from his signature and the ape represented on
the other side of the vase, was rather ambitious despite his total dependence

on PC models.

Proto—-argive vase-painting (cf. no. 242)

An equally Corinthianizing type of sphinx appears on the Proto-argive
sherd no. 242 (pl. 88a). The surviving vases of the Proto-argive style
are few, but quite distinctive. Shapes and general decoration are still
in the Argive Late Geometric tradition, but the isolated motifs are under
strong PC influence.?>3

On no. 242 the sphinx is painted in outline without any use of
incision; the hind part of the body and lower part of the forelegs are
missing but the horizontal position or the preserved part of the body tog-
ether with the vertical direction of the neck suggest that the sphinx was
most probably passant. The curved, hatched wing that covers breast and
shoulders seems to be a Proto—argive version of the sickle-shaped PC wings
such as those on no. 123 (pl. 75a) dated to the first quarter of the seventh
century; similarly early date is also suggested by the positioning of the
knee—-joint stylizations high up on the forelegs (cf. pl. 69a). The upper
part of the sphinx's head is missing but the lower part of a volute hanging
behind the head suggests either an Argive polos with ribbon such as that on
the Argive LG sphinxes no. 19 (pl. 41) or, most probably, a simple volute

after a PC model.

Fusco kraters (nmo. 243, pl. 88b)

A strongly Corinthianizing sphinx appears on the krater no. 243
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(pl. 88b) from Fusco, one of the well-known group whose origin has been
much disputed. Arias®“ followed by Dunbabin®° has argued an Argive origin
for these craters; Cook®® considered them as "provincial versions of large
Corinthian pots of around 700 and later'", and recently Courbin®7 suggested
that they are local Sicilian products under strong Argive influence.

The shapes of the Fusco kraters as well as several decorative motifs
are certainly under Argive influence. The sphinx on no. 243, however,
obviously derives from PC models such as the sphinx on the EPC globular
aryballos from Ithaca no. 108 (pl. 67), with fillet and volute, though the
sickle~shaped wing suggests a later date, in the first quarter of the
seventh century. Its inner decoration, simply a reserved line running its
length, brings to mind the similar wing of the sphinx on the Ithacan
Kallikleas vase no. 241, with which the Fusco krater must be contemporary.
The sphinx on the Fusco krater is extremely interesting in presenting a
fine example of a PC sphinx on a vase otherwise appearing to be under
Argive influence, and also because imitations of Greek sphinxes on local
products of the Greek colonies in Italy are usually remote versions of the

model, like the male sphinx on a sherd from Gela.>®

Laconian vase painting (cf. nos. 243a-245)

The sphinx is a very rare motif in Laconian vase painting®? of the
seventh century though it has been very common on contemporary Laconian
ivories. Laconian figure-style appears in the middle of the seventh cen-
tury and Laconian I is a second-rate, unpretentious style not much inter-
ested in figurative decoration. There is only one case of a sherd with a
possible sphinx representation (no. 243a): here a human helmeted head 1is
represented in a panel and behind it there is part of a vertical leaf-
shaped pattern, which has variously been interpreted as a wing or a decor-

ative motif flanking the handle of the vase.®® If the leaf-shaped pattern
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was not a wing, but just bord;ring the junction of the handle, then the
human helmeted head must be a protome or belong to a dwarfish body, for
which there are no other Laconian parallels. On the other hand, there are
no parallels in Laconian I for a leaf-shaped pattern flanking the junction
of a handle, and it seems more likely that the pattern represents the

wing of a sphinx or a sphinx protome. It is placed almost vertically on
the shoulders, like the wings of the horses on another Laconian I sherd.®!
If this is the case this is the earliest sphinx in Laconian vase painting_
Being helmeted, it seems to derive from Cretan models.

In Laconian II, which starts around 630 with the introduction of black-
figured style, there is a striking advance in figurative decoration, but
only two sherds with sphinx representations. On one (no. 245) there
survives the forepart of a wingless, passant sphinx painted in silhouette
which is a survival from the Geometric period. The drawing on this sherd
is very bad and has no interest for us apart from the fact that the sphinx
is shown wingless in the old Laconian tradition.

On the other vase (no. 244) from which only three fragments survive,
there is a sphinx passant in black-figured style. This sphinx wears a
typically Laconian leaf-polos and the style of the head suggests a date
around 615 (Laconian II). In the sixth century sphinxes become a very
common motif in Laconian vase-painting, where they are usually shown sejant

with a double volute on the head.®2

The sphinx in Cretan vase painting (cf. nos. 246-252)

The sphinx remains a familiar motif in Cretan art in the seventh cen-
tury, attested on vases, clay reliefs, bronzes etc. There are very few
surviving vases with sphinx representations, but the sphinxes that do
survive are quite characteristic and give an idea of the wide range of types

current in Crete at the time. The motif remains under strong Oriental
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influence till about the middle of the seventh century, when the Corinthian
type of sphinx is wholly adopted.

Corinthian influence, beginning to be felt by the second quarter of
the seventh century, was manifested in such details as the volute on the
head or the shap: <f the wing, but sphinxes of this period in Crete are
under many different influences and at the same time firmly rooted in the
local Geometric tradition. However, the male helmeted sphinx that domina-
ted Cretan art in the Geometric period is now evidenced by only one isola-
ted example (no. 251) and sphinxes with equine legs remain an oddity
(no. 246). It is basically the winged female sphinx that dominates Cretan
art in the seventh century.

In vase painting winged female sphinxes appear in both polychrome and
black-figured styles.63 The earliest evidence for this type of sphinx is
given by the cinerary urn no. 248 (pl. 90), which is decorated in the poly-
chrome style and dated to the early second quarter of the seventh century.
The sphinxes are represented in a large panel covering one side of the vase
and are shown antithetically in a demi-couchant pose, raising their fore-
paw towards a winged, nude male figure in a knielauf pose. The drawing of
the sphinxes is awkward, but their bodies with narrow loins and massive
accentuated haunches, are reminiscent of Cretan sphinxes of the Geometric
period, their posture in particular bringing to mind sphinxes on the
Idaean shields. There sphinxes are shown in a characteristic pose with
forelegs stretched forward and often raised, and hind legs in a walking
movement (cf. pl. 30a). The forelegs of the sphinxes on the urn no. 248
are more or less in the same pose, but the hind legs are shown bent in a
sitting position; they are however drawn in such an awkward way as to
betray an inexperienced painter making an inaccurate copy of models in a
completely different posture. The very composition of sphinxes flanking a
nude man is otherwise unparalleled in seventh century Greece and can only

be explained in Crete as the influence of Oriental or Orientalizing models
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such as the Idaean shield no. 28, where sphinxes flank a nude female
figure.

The sphinxes on the urn have two curved wings placed almost vertically
on the shoulders and shown with one wing projecting slightly behind the
other. Sphinxes with two wings in a similar position are known from the
Idaean shields-(cf. pl. 30a), but the convention is mainly known from
Phoenician ivories, which are attested in Crete in the eighth century (cf.
no. 565 pl. 170a). However, the wings of the sphinxes on the urn no. 248
are decorated with a row of tongue-shaped feathers which betrays Corinthian
influence. The double volute on the head points to the same source, but the
hairstyle and flat top of the head are typically Cretan.

Another interesting sphinx which displays a conjoining of local tradi-
tion and Corinthian influence is found on the griffin bowl no. 249 (pl. 91).
This sphinx is shown sejant erect in a panel, with an elongated body and
extremely long forelegs reminiscent of the Geometric tradition. The sickle-
shaped wing suggests Corinthian influence, but its cross—hatched decoration
is purely Cretan, most probably deriving from Cypriot models (cf. pl. 37b).
The most interesting element on this sphinx however is the spiky crown,
usually explained as a Minoan revival,®% but most probably of Oriental
derivation. The sphinx on the griffin bowl no. 249 is in general highly
individual and provides a fascinating example of the fusing of various
currents in seventh century Cretan art.

Another noteworthy illustration of this is given by the sphinxes on the
Corinthianizing black-figured alabastron by the Fortetsa painter no. 251.
This vase is decorated with three sphinxes in a frieze, each completely
different: one is helmeted (pl. 140b), the others female, with volute (pl.
92a-b). Two of these sphinxes are shown in a demi-couchant pose, but the
third (pl. 92b) is shown in the typical "lying-walking" pose of the

sphinxes on the Idaean shields (cf. pl. 33). The same sphinx is also shown
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regardant — a convention known in Crete from early eighth century bronzes
(cf. pl. 25). The helmeted sphinx of this vase is shown with a tradition-
ally Cretan straight-edged wing, but the other two have a slightly curved
wing with many Cretan Geometric conventions adapted in a seventh century
form. Thus the hatching of the wing i1s kept for the pinion, and the breast
feathering known from sphinxes of the Idaean shields reappears as a styli-
zation consisting of parallel bands on the breast. In general the sphinxes
on the alabastron no. 251, in spite of the painter's individuality and
Corinthianizing tendencies, remain wholly rooted in the Cretan Geometric
tradition.

In the same tradition is the regardant sphinx with Corinthianizing wing
on the fragmentary large open vase in polychrome style no. 250 (pl. 92b).
Corinthian influence does however become increasingly strong, and with the
introduction of the black-figure style the Corinthian type of sphinx is

finally firmly established (cf. no. 252).

Cycladic vase painting (cf. nos. 253-270)

The winged female sphinx is a rather common motif on seventh century
Cycladic vases (cf. nos. 253-270). They can be classed in three distinct
groups corresponding to three different workshops and also implying a
chronological sequence. The earliest are found on Naxian vases dated to
the first quarter of the seventh century, and represent a characteristic
type created under strong Oriental and Cretan influence. In the second
quarter of the seventh century, however, Cretan is superseded by Corinthian
influence, and by the middle of the seventh century a Corinthianizing type
of Cycladic sphinx appears on vases of the group Bc. Finally, the
sphinxes on the Melian vases are originally under the influence of Naxian
types, but they soon fall completely under Corinthian influence.

The attributing of Cycladic vases to particular workshops is a very
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controversial subject. The most stable attribution so far has been that of
the Naxian workshop,®® thanks to finds from this group and its Geometric
predecessor on Naxos. Nevertheless, the majority of the vases of this
group comes not from Naxos but from Delos~Rheneia (groups Ba, Bb, Bc),®®
while there are scattered finds from other places like Thera, Siphnos,

Cumae and perhaps Selinus .67

The group consists mostly of belly-handled
amphorae of two main types: a) those of slender appearance with slim neck
and a low foot b) wide, broad-necked amphorae set on a high conical foot.
Sphinxes appear on the amphorae of the first group, which is the earliest.
Figurative decoration on these vases appears on the front side only, while
the back side is covered with rudimentary motifs. The decoration is shown
in panels on the neck and shoulders, while the lower part of the vase is
covered with parallel lines. The decorative style and slender forms of
these vases are of a sub—-geometric character, and suggest a date for the
group to the first quarter of the seventh century. Thg only external evi-
dence for the dating of this group comes from a PC skyphos which was found
inside the amphora from Thera no. 253. The PC skyphos is dated to around
700 and therefore the Thera amphora (pl. 93) can be dated slightly later,
ca 690; nos. 254 and 255 seem judging by style to be slightly later, thus
ascribed to ca 690-680, while no. 256 is certainly the latest and therefore
dated to around 680.

Sphinxes on the Naxian amphorae appear either rampant or passant in a
panel on the neck or shoulder and their iconography is a conjoining of
Cretan and Oriental influences. The rampant pose of the sphinxes on the
Naxian amphora no. 253 (pl. 93) is a typically Oriental sphinx pose, but
one also known from lions in Cretan Geometric art (cf. pl. 24). The passant
pose is the characteristic posture for sphinxes in the Geometric period, but

it survives well into the seventh century. Cretan influence can also be

attested on the equine legs of the sphinx on no. 254 (pl. 145), and the
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hallmark of the Naxian sphinxes — their wing type — quite obviously looks
towards Crete with its pointed shape and hatchings or cross-hatchings. In
its first stage it possesses a slight curve (cf. pl. 93), which becomes |
more and more exaggerated with time (cf. pls. 145 and 94) till it finally
acquires the fully Corinthian sickle-shape with a single row of feathers
(pl. 95). The female human head of the Naxian sphinxes is preserved on
only two examples (nos. 253-254 in both cases decorated with volutes. The
long volute on no. 253 (pl. 93) has been explained as a Greek version of
the hathoric lock, but in fact it is the single volute also known from PA
and PC sphinxes (cf. pls. 81 and 142a). By contrast the small curly volutes
crowning the head of the sphinx on no. 254 (pl. 145) are an isolated type
of headdress first attested on this sphinx, though a similar example 1is
found on the sphinx on a Cypriot gold sheet of late Late Bronze Age date.®8
Versions of the same headdress are known from North Syrian sphinxes of the
Early Iron Age,®? and therefore it is highly probable that the curly
volutes on the head of the Naxian sphinx no. 254 (pl. 145) were created
under the influence of similar North Syrian models. Another Oriental ele-
ment on the Naxian sphinxes pointing to the same area of influence is the
apron in the form of a three-leaved palmette (cf. pls. 94 and 145), which
hangs from the chest and covers the forelegs. The apron is not attested
on Greek sphinxes outside the Naxian workshop and the obvious conclusion

is that the characteristic Naxian sphinx was created in the seventh century
under the influence of foreign models.

A similar type of sphinx is also attested on a recently discovered
amphora of the Linear Island style from Thera (no. 257). Head and forepart
of this sphinx are now missing, but the preserved slightly curved hatched
wing and hindquarters give evidence of a sphinx type closely related to
Naxian models. The date of this vase (no. 257) is fixed on stylistic

grounds early in the first quarter of the seventh century. The vases of
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the Linear Island Style come principally from graves at Thera and their
dating is fixed to the first quarter of the seventh century according tc
evidence from PC vases found in the same tombs. The origin of these vases
is still debated though Boeotia, Euboea, Paros and other Cycladic islands

70 Their decoratiowm consists of

have been put forwara as places of origin.
basically linear ornaments and a few figurative motifs, mostly birds;
lions and a siren are also attested but the sphinx is now evidenced for
the first time on no. 257.

Equally problematic is the origin of the Bc group of vases from

71 sphinxes attested on vases of this group however are of a com-

Rheneia.
pletely different type from those met with on Naxian vases. The influence
is here wholly Corinthian, with no trace of Cretan or Oriental elements.

The antithetical sphinxes on the amphora 258 (pl. 96) from Rheneia are
shown sejant on either side of a floral element — a composition familiar

in PC art of the first half of the seventh century (cf. pl. 79) —Corinthian
influence can also be recognized in the double volute crowning the head,
while the wing is traceable to such PC models, as that of the sphinx on

the MPC kotyle no. 133 (pl. 80) by the Telestrophos painter.

Finally we come to the sphinxes of the last group of Cycladic vases,
the so-called Melian.’2 These can be classed in three groups showing both
stylistic and chronological sequence.

Sphinxes of the first group are undoubtedly under Cretan and Naxian
influence. Thus the sphinx on the neck of the amphora no. 259 (pl. 140a)
is helmeted in accordance with Cretan Geometric tradition, while those on
no. 260 (pl. 97a-right and b) have the striated wing of Naxian sphinxes.

Soon afterwards, however, sphinxes on the Melian vases are completely
taken over by Corinthian influence: sickle-shaped wing, fillet, volute.

The most common pose is the sejant, but passant (pl. 98b) or demi-couchant

(pl. 99) sphinxes also occur. The Corinthian type of sphinx is also kept
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on Melian vases after the introduction of the black~figured style (cf.

pls. 100b and 101).

Boeotian vases (cf. no. 271)

Figurative decoration except for birds is extremely rare in Boeotian
Orientalizing vase painting’3 and sphinxes are attested only on the amphora
no. 271 (pl. 102) now in Tﬁbiggen. On each shoulder of this vase, which is
otherwise deccorated with friezes of linear ornaments, there is a sphinx
passant. Only one of the sphinxes survives today in its entirety; the
other is represented only by a bearded head.

The sphinxes on this vase are a Boeotian version of the EPA passant
sphinxes by the Mesogeia painter and his workshop — the same type of
bearded male or female sphinx with very long tail hanging between the hind
legs and large triangular wing covering most of the body and decorated with
two kinds of scale pattern: simple scale pattern on the base, double scale
pattern for the pinion (cf. pl. 49).

The sphinx on the Boeotian vase no. 271 is bareheaded like EPA
sphinxes, but here the Boeotian painter, obviously influenced by the local
Boeotian fashion for female heads has added an earring to the ear of his
female. Another interesting element in the iconography of this sphinx is
the depicting of the carpus as a bulge, something with no parallel in Orien-
talizing Boeotian or other contemporary vase painting. The best explanation
is that it is either a spontaneous invention of the painter's or that this
is the Boeotian version of "knees' on forelegs of the PC sphinxes of the

first black-figured style, which are usually indicated by two engraved

parallel lines (cf. pl. 69a).

Euboean vase painting (cf. nos. 272-273)

Euboean Orientalizing pottery is known from a series of high-necked
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amphorae set on a high conical foot from Eretria (J. Boardman's group c).’"
Among these vases there is only one completely preserved sphinx representa-
tion (no. 279, pl. 103) and another partially preserved (no. 272).

The vases of group C are dated to the end of the seventh century and
are under a strong Attic and East Greek influence that probably reached
Euboea via the -Cyclades.’® No. 272 is totally a creature from the painter's
imagination and necessarily highly individual: the huge hind part of the
sphinx's body is completely out of proportion, as is the small sickle-
shaped wing rising vertically from the back. Cycladic influence can however
be discerned in the decoration of the wing with a single row of alternate
black and white tongue-shaped feathers (cf. pl. 96). Of the same origin must
also be the polos with the palmette in front,’® while the necklace is a

frequent element on Greek sphinxes after the middle of the seventh century.

Wild Goat Style (cf. nos. 275-297)

The principal form taken by the Orientalizing style of East Greek vase
painting is still called by various names. The oldest term is "Rhodian'"’’
since the first and best known examples were found in Rhodos. Several
other names have been used usually connected with the assumed origin of the
group, the most recent being Samian.’8 Since the problem of place of origin
of East Greek vases still remains open here the term Wild Goat Style is used
to cover all East Greek vases in that style.

The Wild Goat style has three basic stages — Early, Middle and Late,’?

the dating of which presents some difficulties because there are only a few

J)

groups to supoly useful contexts and stylistic comparison with other schcol
is rather hazardous. Fortunately recent finds from the Palestinian fort of
Mesad Hashavyanu have alleviated the problem; the best dating seems to be
660-630 for Early Wild Goat style, 630-600 for Middle Wild Goat style and

600 onwards for Late Wild Coat style. Sphinxes in the Wild Goat style also
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present three phases corresponding to the above stylistic and chronologi-
cal sequence. Sphinxes in Early Wild Goat style betray Attic influence,
but in Middle Wild Goat they are standardized in a type of their own. In
the last stage there is an archaizing tendency and forms from the Early
Wild Goat style reappear.

Sphinxes in the Early Wild Goat style are represented by only one
example, on the broad oenochoe no. 275 (pl. 1042) from Rhodos. On the
shoulder of this vase a pair of antithetical demi-couchant sphinxes are
shown flanking a floral ornament — a composition known by the middle of the
seventh century (the date of the vase) both from Attic and PC models. The
style of the sphinxes suggests Attic derivation, but at first sight the
sphinx type with volute and sickle-shaped wing has a Corinthianizing
aspect. Closer iconographic analysis however shows that they derive from
MPA Corinthianizing models: the necklace on the long reserved neck is
closely paralleled by MPA sphinxes by the Ram Jug painter (cf. pl. 56b).
The division of the wing into base and pinion with alternating black and
white feathers indicates such PA models as the sphinxes on the Vlastos
sherd no. 64 (pl. 148a), but the idiom here undergoes a very personal trans-
formation, with a dotted wing base drawn as a continuation of the dotted
foreleg. Dots appear also on the feathers, and this type of sphinx with
dotted wing survives into Late Wild Goat style (cf. pl. 106).

This iconographic detail of a wing base drawn as one piece with the
foreleg remains the hallmark of sphinxes throughout the Wild Goat style.
In the Middle Wild Goat style sphinxes appear in two basic poses: passant
(cf. pl. 105a) and pouncing (cf. pls. 105b and 143a). The latter, with
forelegs on the ground and hind legs shown in a walking movement, can be
paralleled to a similar pose sphinxes on the Idaean shields. There it has
been explained as owing to exigencies of the shield surface and the same

explanation holds good for sphinxes on the shoulder of East Greek oenochoai.
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Faience vases (cf. nos. 535-537)

A group of faience vases with relief decoration have been found in
Mainland Greece (Sparta and Perachora) and Rhodos.8! These vases, mainly
pyxides and alabastra, have been variously classified as Egyptian,8?
Phoenician®3 and Rhodian.8®% The composition of the faience is different
from the Egyptian, ruling out an Egyptian origin; the style and iconography
of these vases is a mixture of Egyptianizing Phoenician and Greek elements,
which makes it difficult to promounce in favour of either. V. Webb®S in
her recent study on East Greek faience seems to consider them as being
definitely Rhodian. The vase shapes are undoubtedly influenced by
Protocorinthian and East Greek shapes,86 but the decoration of the vases
is a mixture of Greek and Oriental elements.

The iconography of the sphinxes appearing on the faience vases is again
a strange mixture of Greek and Oriental elements. Wing and body of the
passant sphinx on no. 535 for instance closely follow MPC models such as
no. 113 (pl. 71), but the hair is worn in an Egyptianizing wig. The male
wingless sphinxes on nos. 536-537 have a more Oriental appearance, but the
wing clearly derives from vases in the Middle Wild Goat style.

All these sphinxes display idiosyncrasies and though their iconography
betrays the influence of sphinxes of PC and Wild Goat style vases, they
cannot be considered as purely East Greek. They seem to be rather the
product of a faience workshop on Rhodos run by Orientals, most probably
Phoenicians,87 who were open to contemporary East Greek influence. The
vases of this workshop are plausibly dated to the seventh century (670-
650) , but the sphinx on no. 535 could in no way be later than 650, since
her PC prototypes belong all to the end of the first quarter of the cen-
tury. Nos. 536 and 537, on the other hand, must be much later, perhaps
towards the end of the seventh century, as their wing type follows the

wing type of sphinxes of the Middle Wild Goat style.
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cretan clay reliefs (cf. nos. 298-338a, 340-411)

The winged female sphinx has been an extremely popular motif on Cretan
clay relief plaques and pithoi,8® the surviving pieces presenting a clear
iconographic evolution from more Orientalizing to purely Corinthian types.
The earliest examples belong to the last years of the second quarter of
the seventh century and show passant sphinxes, often with strange Oriental
headdresses and wing with straight upper edge (cf. nos. 340, 341, 323,
pl. 107a). Corinthian influence already felt in Cretan vase painting is
now manifested in the formation of the wing and often in the volute on the
head. However, the local Geometric tradition is strongly reinforced by
new waves of Oriental influence. A good example of the iconographic tradi-
tion of this period is given by the plaques nos. 323-324 from Gortyna.

The passant sphinx on no. 323 (pl. 107a) closely follows Oriental models

in the crescent shaped headdress and the formation of the wing. On the
other hand the volute on the head is of Corinthian inspiration, while the
tail waving behind the body, extremely long legs and characteristic dip in
the lower contour of the wing base quite clearly come from the local Cretan
Geometric tradition (cf. pl. 24). By contrast the passant gardant sphinx
on the plaque 324 form Gortyma (pl. 107b) shows no traces of the Geometric
tradition but combines Oriental and Corinthian elements. There is no doubt
as to the Oriental derivation of the crescent-shaped headdress and the
sickle-shaped wing is of the fully developed Corinthian type with a row of
feathers (cf. pl. 69b-d).

Corinthian influence becomes increasingly strong and by the middle of
the seventh century sphinxes on clay reliefs are fully Corinthianizing,
having the characteristic sickle-shaped wing with one or two rows of
feathers (cf. pls. 108-109, 113). Sometimes their iconography is purely
Corinthian, like that of the passant sphinx with fillet and double volute

on the Gortyna plaque no. 325 (pl. 109b); more often, however, sphinxes
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on the clay reliefs of this period betray their Cretan identity not only

in style, but also in major iconographic details such as the headdress:
characteristically a polos (low, high etc.) or crown combined with a

volute (cf. pls. 108-110), quite often the volutes are treated as an elab-
orate headdress in their own right appearing in various combinations (cf.
pl. 113). Another characteristically Cretan element is a horse-shoe shaped
dip in the lower contour of the wing base (cf. pl. 109b). Very often
sphinxes are shown with two wings (cf. pl. 110b) — an element also attested
in Cretan vase painting (cf. pl. 90).

After the middle of the seventh century, however, the iconographic
evolution cf Cretan sphinxes 1is frozen and they become archaizing in
character: wings are pointed with a single row of feathers and a dip in
the lower contour (cf. pls. 111-112). Breast feathering is often indicated
in various stylizations (cf. pl. 112a) and sphinxes are usually shown gar-
dant with a layered hairstyle; the volute is a necessary element very
rarely absent. It can be said that in general Cretan sphinxes of this
period present a character of their own and do not conform to Corinthian

models.

Clay reliefs other than Cretan (cf. nos. 339-339a and 411a-417).

Sphinxes are not popular on clay reliefs other than Cretan and when
they occur their iconography is derivative of Cretan or Corinthian models.

A Corinthianizing passant sphinx with sickle-shaped wing appears on a
clay relief pithos from Attica (no. 441a), while another type of bearded,
male Corinthianizing sphinx with volute appears on two Boentian larnakes
with impressed decoration (nocs. 415-416).

On Cycladic clay reliefs only a few sphinxes are attested, showing
Corinthianizing types often with strong Cretan influence. Thus the sphinxes

on a clay relief pithos from Phylakopi (no. 441, pl. 91b) have a sickle-
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shaped wing and spiky crown exactly paralleled on the sphinx of the
cretan griffin bowl no. 249 (pl. 9la).

Sphinxes appear rather late on Rhodian clay reliefs, but they reflect
types known from Rhodian vase painting of the first quarter of the seventh
century. Thus the sphinxes on the clay relief pithos no. 413 (pl. 144b)
are shown hooved with a straight-edged wing (cf. pl. 147).

The sphinx is popular on Laconian clay reliefs. Sphinxes on Laconian
pithoi of the middle of the seventh century are under strong Cretan influ-
ence, manifested in the straight-edged wing and the polos with volute (cf.
no. 412). Later, in the third quarter of the seventh century, they com-

pletely adopt Corinthianizing types (cf. no. 412a).

Bronze relief and engravings (cf. nos. 418-425)

Sphinxes engraved or in relief on bronzes make a fascinating subject.
They belong to easily identifiable types and can therefore provide clues as
to the often problematic identification of the bronzes' workshop. The sur-
viving sphinxes on bronzes (both in relief and engraved) can be classed in

two distinct groups: Cretan and Corinthian.

Cretan sphinxes

The earliest are attested on the bronze sheet from Olympia no. 418
(pl. 115a). The sphinxes are here represented as an antithetical regardant
pair with forepaw raised towards a central stylized palm—tree. Both regard-
ant pose and antithetical composition are traditional patternms in Crete by
the early seventh century — a date suggested for the sheet by the sphinxes'
style. The iconography of these sphinxes is closely dependent on Oriental
models: the hair for instance is rendered in a hathoric lock, an origin-

ally North Syrian convention for hair known already in Crete from the
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sphinxes on the Idaean shields (cf. pl. 27). Dependence on Cretan models
is also reflected in the rounded cap stylized in a manner different from
the rest of the hair (cf. pl. 29b), and the formation of the upraised paw
with claws indicated as a cluster of curved lines, a convention closely
paralleled on the sphinxes of the bronze shield from Palaikastro no. 33
(pl. 33). Shape and inner decoration of the wings are of Oriental deriva-
tion, but already at home in Crete by the early seventh century. The posi-
tioning of the wings to cover the back and ribs before being uplifted almost
vertically is known from Cretan vase painting (cf. pl. 91a). Sphinxes with
two wings are also known from early seventh century Cretan vase painting
(cf. pl. 90) and the Oriental pectoral of the sphinxes on the sheet no.
418 can easily be explained by reference to Cretan art. Pectorals of this
sort are chiefly known from Phoenician ivories and it is an interesting co-
incidence that the pectoral of the sphinx on the Phoenician ivory plaque
from the Idaean Cave (pl. 170a) has exactly the same zig-zag stylization
as the sphinx on the bronze sheet no. 418. Another characteristically
Oriental element on the sphinxes of the sheet no. 418 is the necklace high
on the neck — a typically Oriental detail known largely from North Syrian
sphinxes (cf. pl. 171).

The sphinxes on the two bronze corselets from Olympia nos. 421-422
(pl. 118-120) are closely paralleled in Cycladic vase painting, but their
style suggests a Cretan workshop of the early second quarter of the seventh
century. On both corselets the sphinxes are represented rampant, a
familiar pose for lions in Cretan art of the Geometric period (cf. pl. 24),
but popular for sphinxes in the Naxian workshop of the early seventh cen-
tury (cf. pL. 93). The slightly curved striated wing of the sphinxes on
nos. 421-422 is also matched by similar wings of sphinxes in Naxian vase
painting (cf. pls. 93, 94, 145), though there the wing type is of Cretan

derivation. A Cretan origin for the sphinxes on the corselets is also
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obvious from their hairstyle (cf. pls. 119 and 92c¢c) — a conclusion rein-
forced by the whole style of the decoration. It can be assumed therefore
that the rampant sphinxes on the bronze corselets nos. 421-422 from Olympia
give evidence of a Cretan type of rampant sphinx also known from Naxian
vase painting.

A similar ‘Cretan type of passant sphinx is found on the bronze sheet
from Olympia no. 419 (pl. 115). This sphinx has the same type of striated
wing as the sphinxes on the corselets nos. 421-422, but being of a more
advanced date it is now sickle-shaped. The Cretan origin of this sphinx
is underlined by the stylizations on the haunches and the abdominal area
— an Oriental convention introduced to Crete by the sphinxes on the Idaean
shields (cf. pls. 27 and 30a).

Finally, the sphinxes on the bronze mitra in New York no. 420 (pl.
117a) give evidence of a fully Corinthianizing Cretan type of sphinx
already known from clay reliefs. The sejant gardant sphinxes on the mitra
combine a Corinthian sickle-shaped wing with a single row of feathers and

a Cretan high polos with volute.

Corinthian sphinxes

Evidence for a PC type of sphinx used on bronzes is given by the
engraved sphinx decorating the cheek-piece of the Corinthian helmet
no. 424 (pl. 116a) from Olympia in the Louvre. The finely drawn sphinx on
this helmet is closely dependent on MPC sphinxes by the Boston Painter
(cf. pl. 71a), which show the same finely balanced proportions of the
feline body, pward-pointing tail, stylized pointed tassel, layered hair-
style and sickle-shaped wing with a single row of feathers. The pointille
decoration used by the Boston Painter for feathers or tail (cf. pl. 71a) is

here used for contours. The double volute on the head is also an element
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common on the Boston painter's sphinxes; similarly the cubitus band of the
sphinx on the helmet is anticipated on vase painting by the Boston painter

(cf. pl. 71a).

Gold reliefs (cf. nos. 426-442)

Sphinxes én gold reliefs give evidence of three different types and
three different workshops: Cretan, Rhodian and Corinthian.

The Cretan type is attested on a gold sheet no. 427 (pl. 89b), show—
ing a sphinx passant with a straight-edged wing and flat polos; the style
of the extremely long legs suggests a date early in the seventh century.

The Rhodian type is evidenced by the sphinxes on the gold bands and
plaques from Rhodes (nos. 428-437), presenting two phases of a chronological
sequence. The sphinxes on the bands nos. 428-429 (pl. 121b), which date
from the early seventh century, are shown passant with a slightly curved
pointed wing closely matcﬁed by similar representation on vases (cf. pl.
147).

The passant gardant sphinxes on the plaques nos. 430-437 (pl. 12la)
present the same type of female sphinx, having a large wing with straight
upper edge. The style of these sphinxes suggests a date in the second
quarter of the seventh century.

Finally the Corinthian type of sphinx is evidenced on a gold diadem
from Corinth (no. 426), a gold earring from the Argolid (mo. 442) and some
gold plaques from Ephesos (nos. 438-441, pl. 117b). The diadem from
Corinth no. 426 dates from the second quarter of the seventh century, but
all the others are of a middle seventh century date and gresent the same

unvaried Corinthian sphinx.
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Laconian lead figurines (cf. nos. 443-476)

Laconian lead figurines present a large variety of sphinxes. They
date from the second half of the seventh century but basically reflect
PC sphinxes of the middle of the seventh century adapted to Laconian
forms. Male, bearded sphinxes are extremely popular and are usually shown
wearing the typically Laconian leaf-crown. The same type of headdress is
also used for female sphinxes, though the latter are more often shown
bare-headed or with a short crown. The most familiar pose is passant,
but sejant sphinxes are also popular. There are moreover a few rampant
sphinxes — a pose unfamiliar in Corinthian art and probably here deriving
from Cretan or Cycladic models. In general, lead figurines follow the
established Corinthianizing vocabulary of Laconian art of the seventh

century, and show a strong preference for bearded, male sphinxes.

Laconian ivories (cf. nosfn477—486)

Laconian ivories89 include plaques, seals and figurines (cf. nos.
477-486, 488, 543-545) and the sphinxes on them can be classed in three
groups with a stylistic and chronological sequence. Sphinxes of the first
group are completely under Cretan influence. The regardant sphinx on the
fibula plaque no. 478 (pl. 123a) is shown in an odd pose sitting on her
hind legs, while resting her forelegs high on the border of the plaque.
Sphinxes standing erect on their hind legs like human beings are known from
Oriental art, but the pose of the sphinx on no. 478 is in fact closer to
the rampant pose or rather a combination of sitting and rampant pose. The
forelegs are treated here as human arms and the cubitus band pliaced low on
the foreleg clearly suggests such Cretan models as that on the Idaean
shield no. 33 (pl. 33). Also undoubtedly of Cretan derivation is the
straight-edged wing of the sphinx on no. 478 which is shown folded — a con-

vention known from Crete as well (cf. pl. 110a).
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Cretan influence is again present in the second stage of Laconian
ivory sphinxes, but Cretan elements are here combined with Corinthian.
Thus the sejant regardant sphinx on the ivory plaque no. 477 (pl. 123b) is
hooved in the Cretan tradition but the wing, following Corinthian, is
curved. The inner decoration of the wing is matched by the similar wing
on the Corinthianizing sphinxes of the Cretan alabastron no. 251 (pl.

92 a-b). During this phase of Laconian ivories, which coincides with the
middle of the seventh century, Laconian sphinxes get a character of their
own. Thus the sejant gardant sphinx on no. 479 (pl. 123c) presents Cretan
and Corinthian elements combined in a characteristically Laconian idiom.
The sejant erect pose is a Laconian version of the rampant posture and the
Laconian leaf-polos, following Cretan models, is combined with a volute.

Soon after the middle of the seventh century, however, sphinxes on the
Laconian ivories are completely aligned with Corinthian models (cf. pls.

124a and 125).

Corinthian ivories

Corinthian ivories30 include plaques, seals and figurines (cf. nos.
487-487 bis, 489-513, 546), giving a wide range of sphinxes both male and
female, winged and wingless. Male sphinxes form a good proportion among
these ivories, but the dominant type remains the winged female sphinx.
There is no doubt as to the Corinthian origin of these ivories, because
both style and iconography of the sphinxes are closely matched on contem—
porary PC vases. Sphinxes on the plaques nos. 487-487a are represented
passant, those on the seals are shown sejant with raised forepaw (cf.
pl. 122 a-b), and there are also regardant {cf. no. 505, pl. 122) and
gardant sphinxes. They all follow a stereotyped iconography, with volute
and sickle-shaped wing with a single row of feathers.

The ivory figurine no. 546 (pl. 129a) from Perachora shows an
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extremely interesting sphinx couchant on a rectangular base and wearing

a low, flat polos. The figurine is attributed to a Corinthian workshop

on stylistic grounds and dated early in the second quarter of the seventh
century. The couchant pose is otherwise unparalleled in Greece at this
period and can only be explained by the influence of foreign models. The
tail ends in a stylized animal head — of an undefined kind, which seems to
indicate the influence of North Syrian sphinxes with a tail ending in a

bird's head (cf. pl. 129b).

Sphinxes on stone seals (cf. nos. 516-522)

The seventh century stone seals include a wide range of sphinxes:
hooved, wingless, winged female etc., (cf. nos. 516-522). Their icono-
graphy is extremely interesting, presenting Oriental elements otherwise
ragély attested in Greek art; unfortunately the classification of these
seals is extremely difficult and their exact place of origin usually
problematic. Winged sphinxes on stone seals are usually shown sejant
with a sickle-shaped wing and a volute (cf. pl. 14la and c) and therefore
connected with the Corinthian type of sphinx. The most interesting ele-
ment of the sphinxes on these seals, however, is the tail ending in a
bird's head attested on no. 520, and most probably on no. 518 (pl. l4lc).
This type of tail is extremely common on North Syrian sphinxes of the
Early Iron Age (cf. pl. 129b) but extremely rate on seventh century

sphinxes, being found chiefly on the stone seals and in a more elaborate

form on the ivory sphinx from Perachora no. 546 (cf. pl. 129a).

Island gems (cf. nos. 523-533)

The most important series of stone seals belonging to the seventh

century and continuing well into the sixth, is that of the Island Gems,
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from a workshop placed with good reasons on Melos. 91 According to the
technique in which they were carved the island gems are divided into four
groups in chronological sequence. Sphinxes become a common motif on the
last two groups, spanning the second half of the seventh and the first
quarter of the sixth century. Their iconography is closely paralleled on
sphinxes of the Melian vases and as with the sphinxes there, they can be
classed ingo three groups, again implying a chronological sequence.
Sphinxes of the first group betray Cretan influence, evidenced in such
details as the regardant pose on no. 524 (pl. 122d) or the helmet on no.
528 (pl. 139d). Corinthian influence however is already present in the
formation of the wing and becomes increasingly strong as time goes by.
Sphinxes of the group C of the island gems (nos. 523-524, 528-530)
are extremely Corinthianizing, with sickle-shaped wing and often a volute
on the head. They are closely paralleled by sphinxes from the second group
of the Melian vases (cf. pls. 98-99), while the sphinxes on the island
gems of group D (nos. 525-527, 531-533) dated to the early sixth century,
are matched by the similar sphinxes on the black-figured Melian vases (cf.

pl. 101).

Sphinx figurines (cf. nos. 538-547)

In spite of the fact that the sphinx was an extremely popular motif in
the seventh century, the surviving sphinx figurines are few: three in
terracotta (nos. 538-540), two in bronze (nos. 541-542) and five in ivory
(nos. 543-547). They represent mostly Corinthianizing types usually with
a poles; the ivory figurine no. 546 (»ol. 1292} from Perachora has a tail
ending in an animal's head. From an iconographic point of view, the most
interesting are the large terracotta fig<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>