





LARGE SCALE CLAY SCULPTURE FROM ARCADIA 461

the attention is drawn to the curved, thick lines in high relief, which maeander
over the breast and reach the waist, where three holes are aligned and normally
spaced, probably for the attachment of a metallic part. The figure is moving
towards its right (left for the spectator), as indicated by the turn of the left hand
towards this side. Posture and dress date the statue to the second half of the 6th
century B.C., reminding us of the Nike statues from Olympia, where of course the
work is more careful and the result more luxuriant.'> The fact that the nipples of
the breasts are emphasized, does not indicate nudity, but it is an archaizing
element, since it is used for female figures with Daedalic dress of the end of the 7th
century B.C."3 The interpretation of the figure is problematic; in my opinion, the
curved lines on the body cannot be anything else than snakes. If this is correct, the
figure might well be a Gorgo, since this is the snake-daemon par excellence. She is
dressed in a chiton as she normally is in the related iconography of the second half
of the 6th century B.C." The presumed metal attachment at the waist might be the
bronze belt of the creature, which would also have depicted snakes. Such a repre-
sentation of Gorgo is not found elsewhere in the published material. I should
mention, however, a Corinthian figure-vase of the first half of the 6th century
B.C., which shows Gorgo on horse-back, with snakes covering her body in a way
similar to the Gorgo in the Tripolis museum. Unlike the latter, however, the first
Gorgo holds the snakes with her hands attached to the body.!

Another clay Gorgo, found in Sparta and published by Eleni Kourinou, also
seems to hold the snakes on her body.’¢ The representation of Gorgo was very
common in archaic Greek art!” and it must have been very popular especially in
Arcadia: Pausanias says that a tentacle of Medusa was the amulet of Tegea,'® and
in his description of the sanctuaries of the cities of Thelphousa,'® Lykosoura?®
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and Phigalia,?! he hesitates to state the secret name of Despoina, a goddess of
nature, daughter of Poseidon Hippios and Demeter. The representation of a
riding Gorgo, as mentioned above,? and also of a Potnia Theron Gorgo on an
archaic pinakion from Rhodes,?* makes the identification of Despoina as Gorgo
quite probable. Gorgo is a goddess of fertility, closely connected with the earth
as demonstrated by the dominant role of the snake.?* The representations of her
with daemonic elements in archaic Greek art are connected, of course, with
influences from the East,? but this does not contradict her character, which is
well known in Greece and reminds us of the cult of the Mother Goddess in the
Minoan and Mycenaean period. The ‘conservative’ inhabitants of Arcadia®
worshipped in their sanctuaries a goddess of similar character. Thus it is very
probable that this goddess was depicted in the archaic period as Gorgo, with
many snakes and emphasized nipples, elements strongly suggesting nature and
fertility, as we can see in the case of the Gorgo in the Tripolis museum.
Unfortunately, the unknown provenance and fragmentary character of this
statue leave us only with assumptions about its original form and function. In
any case, it seems to be the work of a local Arcadian workshop.

In consideration of this material, it is to be expected that the central acro-
terion of the temple of Poseidon Hippios at Mantinike should depict a Gorgo-
neion. The disc acroterion with a centrally placed gorgoneion is exposed at the
north wall of the “Room of Arcadian Sanctuaries” in the Tripolis museum.?” The
disc acroteria are of Laconian inspiration, from the second half of the 7th
century B.C. and onwards, and they are found mostly in mainland Greece.?®
However, no such acroterion found in Laconia has a gorgoneion in the centre.
But clay gorgoneia are widely used in the architectural decorations of the
temples of Southern Italy and Sicily from the beginning of the 6th century B.C.
onwards,? and that is probably the origin of gorgoneia in the decorations of the
Arcadian temples,’® transmitted by western Greece and especially Olympia.?!
The gorgoneion in the Tripolis museum has a diameter of ca. 20 cm, it is almost
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hemispherical and has two holes, one at each side, so that it can be fixed to the
centre of the acroterion. The clay is brown, and clean. The face of Gorgo is
covered by dark brown paint with superposed white dots, which emphasize the
leonine character of the figure. Eyes and teeth are white, and the tongue is
brownish red. The gorgoneion has the familiar form of countless depictions in
ancient Greek art, especially on vases.* In the example in the Tripolis museum we
should notice the wavy curls of the hair on the forehead, the rather humanized
nose, the omission of the incisor teeth and of the beard under the mouth, and the
totally schematized rendering of the ears. In general, the gorgoneion seems huma-
nized, and this together with its specific characteristics brings it closer to the
Corinthian pattern.®® To conclude, keeping in mind that the disc acroteria are in
use mainly in the first half of the 6th century B.C.,> the gorgoneion in the Tripolis
museum should also be dated to this period. In the Archeologikon Deltion of 1891
it is reported that a thin, clay disc decorated with a gorgoneion was discovered
among other material from a temple excavation in the village Divritsa,® near
Kontovazaina.’® Unfortunately we do not know anything else about this object,
which might have been similar to the acroterion in the Tripolis museum decorated
with the gorgoneion that we have just studied.

In the same region, Chr. Kardara has excavated the so-called sanctuary of
“Aphrodite Erykina” on Mount Aphrodision, near Kontovazaina. Among the
finds, published by her, we can pick out a clay female head.’” The clay is buff, fine
on the outside and with inclusions inside. A creamy coating covers the face,
while traces of brown and red color can also be seen. The excavator believes that
the head once belonged to a statue of a sphinx that decorated the roof of the
“Telesterion”, and dates it to the beginning of the 6th century B.C. Its resemblance
to the head D1 from Olympia is, in my opinion, obvious not only regarding the
eyes and lips but also the general modelling of the face. The head from Olympia
is dated to the last third of the 6th century B.C. and consequently it seems that the
head from the “Aphrodite sanctuary” must also be brought down at least to the
third quarter of the century. It is probably the work of a local workshop, strongly
influenced by the workshops of Olympia, which were extremely active in the 6th
century B.C.

Chr. Kardara has also published some more works of large scale clay sculptu-
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re from the same sanctuary. One of them is more specifically a part of the upper
torso of a female figure, dressed in a thin and wide fabric.’® Judging by the dra-
pery folds, the figure is probably depicted during an intense movement, in a style
recalling the sculptures from the temple of Apollo at Bassai, near Phigaleia. The
clay is buff and the surface is covered by a creamy coating. A part of a female
head probably belongs to this figure.*® In the same sanctuary, fragments have
also been found of female drapery, of the hair of female heads, and also from the
ear of a boar. All are made of the same clay, sometimes coarser and sometimes
finer, and they have a creamy coating on their surface. The excavator dates them
to the beginning of the 4th century B.C. and believes that they were parts of a
pediment decoration.*' The clay is the same as the material used for the archaic
head from the same sanctuary;* it is obviously local, used by the workshops of
the region. Nevertheless, since the production of ciay statues in Olympia stops at
the end of the 5th and the beginning of the 4th century B.C., the influence on the
workshop of the “Aphrodite Sanctuary” could not have come from there, as was
the case for the archaic head. The influence could have come at this period from
Athens® or Corinth,* which were still active production centres of clay statues
in the 5th and 4th centuries B.C.

Nevertheless, Arcadia can also offer some more works of large scale clay
sculpture from this period, besides the ones from Mount Aphrodision. A drapery
fragment, probably of a female dress, comes from the area of Asea.* The piece
is too small for any conclusions concerning the entire figure to be drawn, but the
resemblance to the drapery folds of the female torso from the “Aphrodite san-
ctuary” deserves attention.*¢ A part of a female leg, of almost natural size, has
been found in the village Zarakova, the ancient city Mainalos*” near Tripolis. It
is exhibited in a showcase at the east wall of the “Room of Arcadian Sanctuaries”
in the Tripolis museum.*® The statue was part of the architectural decoration of
the temple of Athena. The piece is made of two layers of clay: the inner layer is
pinkish and contains inclusions, while the outer one is red and clean. The surface
is probably polished. The preserved part of the leg extends from the lower end of
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the thigh to the heel, where there are traces of a sandal. The figure wears a chiton
and over it a thin peplos, both leaving the ankles naked. It can be identified as
the right leg of a female, moving towards the right. Stylistically the Arcadian
work can be placed between a Roman copy of Leto, from Attaleia, whose
prototype dates around the middle of the 5th century B.C.,* and a marble Gorgo
from Limyra in the Near East, which dates to the first haif of the 4th century
B.C.5% The female figure of the Tripolis museum is characterized by the lively
rendering of the body, which can be discerned quite clearly even under the re-
latively heavy dress, in a style recalling the sculptures from the temple of Apollo
at Bassai. As mentioned above, the intense movement of the female torso from
Kontovazaina also reminds us of the Phigaleia sculptures.!

To conclude, it seems that Arcadia was quite active in the first half of the 4th
century B.C. as far as the production of clay statues is concerned. The local
workshops would inevitably have been influenced by the large sculptural pro-
grams that were undertaken in the same period in the temples of Apollo at Bas-
sai and of Athena at Tegea, and they would have served the needs of the smaller
sanctuaries, which were located far from the larger habitation centers.

This general presentation of the works of large scale clay sculpture from
Arcadia further illuminates the contribution of this region to ancient Greek art.
Indeed, Arcadia has a lot more to offer to our knowledge of antiquity.

Giorgios 1. Terzis
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GR — 15 341 Agia Paraskevi, Athens
Greece
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