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A Tale of Two Cities:
The Miniature Frescoes from Thera and the

Origins of Greek Poetry

SARAH P. MORRIS

Abstract

Since their discovery in 1972, the miniature frescoes
from the West House at Akrotiri have attracted scholar-
ship largely confined to synchronic and technical studies
by Minoan archaeologists. Prehistorians have pursued
their specialties in these frescoes, have defended their Ae-
gean territories along predictable lines, and have explored
formal aspects of style and subject. Evolving scholarship
has remained loyal to earlier interpretations, despite new
evidence outside Thera and fresh perspectives on the
Bronze Age. What has been lost is the unity and wider sig-
nificance of these frescoes. Their primary source is an epic
or heroic transformation of historical experience that im-
plies the existence of contemporary poetry. A comparison
of visual images with poetic themes, formulae, and epi-
sodes makes the miniature frescoes an early and important
document in the prehistory of the Greek epic tradition and
in the evolution of narrative art. This interpretation coin-
cides with recent, exciting developments in Aegean ar-
chaeology and philology to form a persuasive argument
for the existence of epic poetry by the early Mycenaean
period. An ulterior purpose of this essay is to stimulate
thought and discussion about current methodology in Ae-
gean prehistory, artificially isolated from evidence and re-
search in Classical philology and archaeology.*

* The author is more than usually grateful to the many
contributors to this article: to her students at Yale, to her
audiences at Columbia, Johns Hopkins, Chapel Hill, and
UCLA, and to the two anonymous reviewers of the manu-
script for A/A. In addition, the final result benefited beyond
measure from the critical eye of Geoffrey Kirk, the kindness
of Christos Doumas, and from the company of John Geana-
koplos on a trip to Troy in May 1988. The article is dedi-
cated to a teacher and scholar whose support and inspiration
cannot be adequately honored.
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For Emily T. Vermeule

“The contemporary archaeologist is handicapped
when dealing with poetry. Poetry, and art, offer se-
lected myths and isolated heroic individuals, two ele-
ments archaeologists have been trained to ignore,
perhaps abhor. An archaeologist is permitted by his
colleagues to deal only with quantified, anonymous
people, estimated consumers of barley, occupants of
graves graphed on computers for place and time. He is
not permitted to deal with individual yellow-haired
chiefs of the Argives. He must subdue his private fic-
tions to evidence photographable in the dirt, and
should ideally publish his results as mathematical for-
mulae. There is a clash of principle between archaeo-
logical reconstructions of the Bronze Age and Greek
literary reconstructions of the same scene. Yet some-
times the two sides may offer mutual assistance.”"

One hundred years after the first Bronze Age fres-
coes were discovered on Thera, excavations at Akroti-
ri uncovered painted fragments “destined to open a
new chapter in the history of the Aegean.”? The fres-
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of the Third International Sym-
posium at the Swedish Institute
in Athens, 31 May-5 June,
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L. Morgan, The Miniature Wall
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TAW C. Doumas ed., Thera and the Ae-
gean World 1 (Athens 1978).
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coes from Akrotiri afford an opportunity, rare in the
Aegean Bronze Age, to examine wall paintings in
their archaeological context instead of as burned or
discarded fragments far from their original locale.
The houses they decorated belong to a prosperous set-
tlement of spacious, multistoried, freestanding struc-
tures comparable to smaller Minoan villas. Their ar-
chitectural features conform closely to Minoan stan-
dards and techniques, including ashlar masonry rein-
forced with wood, pier-and-door arrangements, lus-
tral basins and light-wells, and indoor plumbing.?
Their size, elegance and Minoitas make the discovery
of frescoes in quantity no surprise. In a town aban-
doned by its population, who cleared out valuable
property and portable furnishings, painted wall plas-
ter survives as eloquent as well as elegant evidence of
the life and imagination of the inhabitants. For exam-
ple, the frescoes and their distribution help illustrate
the function of different spaces. The ground floor
rooms open onto the street for commercial and indus-
trial activity exposed to public life, while residential
quarters and areas for leisure and family life were se-
cluded upstairs.* This separation of public and pri-
vate spheres suggests the segregation of male and
female, and casts frescoes as decoration suitable for
the latter sphere. Wall paintings are primarily found
upstairs, and many represent women in activity in-
volving costume, cosmetics, and ceremonies. The
“House of the Ladies,” for example, is named for a
pair of frescoes where two women in Minoan ceremo-

(Paris 1879) 110-11 on the first frescoes; Doumas, Thera
for a summary of excavations to date. Morgan, Miniature
Wall Paintings for the most complete current analysis and
documentation of these frescoes.

>C. Doumas, “Ilept Tijs pwwikis apxirekTovikis év
Onpa,” ArchEph 1974, 199-219; J. Shaw, “Consideration
of the Site of Akrotiri as a Minoan Settlement,” TAW
429-36; C. Palyvou, “Notes on the Town Plan of Late Cy-
cladlc Akrotiri, Thera,” BSA 77 (1986) 179-94 and Axpw-
ran Ofpas. Oikodoutkn Texv‘r] Kai /.Lopdxo)\o'ytxa oToLx €l
oy Yorepokvkhadiki] ’Apxtrexroviky] (Diss. Athens
Polytechneion 1988); R.L.N. Barber, The Cyclades in the
Bronze Age (Iowa City 1987) 46-52, 201-21.

* Barber (supra n. 3) 50-51, 216; ¢f. Doumas, Thera 117.
A. Michaelidou, “The Settlement of Akrotiri (Thera): A
Theoretical Approach to the Function of the Upper Storey,”
forthcoming in P. Darcque and R. Treuil eds., L’habitat
égéen préhistorique (BCH Suppl. XVI). I am very grateful
to Ms. Michaelidou for allowing me to read and cite her
manuscript, and for criticizing my own text.

> Thera VI, 38-41; S. Petersen, “A Costuming Scene
from the Room of the Ladies on Thera,” 4/4 85 (1981) 211.
Less certain is whether this painting makes the room, the
adjacent alcove with a papyrus fresco, and the entire archi-
tectural unit a “shrine” where such a ceremony was actually
performed, as argued by N. Marinatos in Art and Religion

[AJA 93

nial dress—the flounced skirt with bodice exposing
the breasts—apply a similar costume to a third
woman, presumably in preparation for a ritual where
these garments are worn.® In the largest and most im-
pressive single dwelling house excavated, Xeste 3, two
stories of paintings surround Thera’s only lustral ba-
sin with an elaborate panorama of women gathering
saffron and offering it to a goddess, in a ceremony
linked to rituals of initiation.®

On the basis of such frescoes, some scholars have
imagined elaborate ceremonies in every house and
called many dwellings “shrines,” although more prac-
tical observers, including the director of current exca-
vations at Akrotiri, see few or none.” In some cases,
the utilitarian contents of a room and its architectural
history argue for a more purely decorative purpose for
Theran wall painting, as with the Lilies Fresco in
Room Delta 2. An exception to the usual location of
Theran paintings, Delta 2 was one of the few ground-
floor rooms decorated with frescoes, when areas of the
town were repaired after the initial catastrophe and
before the final destruction.® The walls present a bril-
liant panorama of rocky formations crowned by lilies
in bloom and swallows in flight. Once linked with the
excavated contents of the room in a religious scenario
celebrating spring, the landscape now appears as de-
liberate compensation for its small and confined
space.’ This more decorative interpretation for this at-
tractive landscape liberates related scenes at Thera
from a presumed relationship to ritual. They imply an

97-105, fig. 1, p. 9.

¢ Thera VII, 32-38, pls. A-L, 58-66; N. Marinatos, Art
and Religion 73-84; L’iconographie minoenne 222-29; E.
Davis, “Youth and Age in the Thera Frescoes,” AJA 90
(1986) 399-406; C. Doumas, “H Eéorn 3 kat oi kvavoké-
dado oy Téxvn s Ofpas,” in A. Kastrlnakl G. Or-
phanas, N. Glannagakls eds., EIAATIINH, rduos Tyunrikds
y1a Kafnynry NIKOAAO ITAATQNA (Heraklion 1987)
151-59.

" N. Marinatos, Art and Religion 31-33 with a map of
“shrines” (p. 9 fig. 1) and 219-30; cf. Doumas, Thera 54:
“There is no direct or convincing evidence that specific
rooms were used as shrines or sanctuaries.”

8 Thera 1V, 20-25, 49-51, color pls. A-C; Thera VI,
11-13 on the remodeling that reduced the size of Delta 2
and its access.

® N. Marinatos, Art and Religion 93-94 for the religious
interpretation; M.B. Hollinshead, “Room D2 and the Swal-
lows of Akrotiri, Thera,” AJA 92 (1988) 253-54 and “The
Swallows and Artists of Room Delta 2 at Akrotiri, Thera,”
AJA 93 (1989) 339-54, for a new explanation. Hollinshead
identifies the season as summer, not spring, and attributes
the room’s decoration and its contents (Thera IV, 42-43:
storage jars, cooking pots, grills, sickles) to a late phase of
occupation, not an early shrine.
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aesthetic taste for interior decoration inspired by the
natural world, appropriate to a culture which first ap-
plied engineering to the natural environment for the
purposes of human comfort—indoor plumbing, light-
and air wells, rooms that can be adjusted for climate.
As an elegant and prosperous town, Akrotiri included
attractive interiors much as in Greek and Roman
houses at Delos or Pompeii, where natural landscapes
decorated the walls of private homes. Social preten-
sions may have inspired the Cycladic population of
Akrotiri to emulate Minoan culture in private inte-
riors, including scenes of Minoan religious practices,
much as Romans and Campanians affected Hellenic
tastes in cult as in art.!® Current perspectives on Ro-
man painted walls in domestic settings may be more
relevant to context than Egyptian or Minoan iconog-
raphy commonly invoked in religious interpretations
of the Thera frescoes.!! It seems timely to heed Ren-
frew’s recent reservations on identifying ancient cult
evidence, and to acknowledge the same ambiguities in
Aegean cult contexts recently acknowledged by ar-
chaeologists in the Near East.!?

These preliminary observations on context serve to
introduce the wall paintings from the West House as a
decorative complex in a private home, without the as-
sumption that it represents a cult center.!* Compared
to Xeste 3, the West House is modest in the number of
its rooms and the absence of such Minoan features as

10F. Schachermeyr, “Akrotiri—First Maritime Repub-
lic?” TAW 423-28 on the social dimensions of the Akrotiri
settlement and their implications for private art and tastes;
M. Wiener, “Crete and the Cyclades in LM I: The Tale of
the Conical Cups,” Minoan Thalassocracy 17-25, dubbed
the influence of Minoan culture abroad the “Versailles
effect.” Cf. E. Leach, “Landscape and the Prosperous Life:
The Discrimination of Genre in Augustan Literature and
Painting,” in R. Winkes ed., The Age of Augustus (Louvain/
Providence 1985) 189-95, esp. 191 on the “prosperous emu-
lation of plutocratic style” and the “aggrandizement of social
status” through a deliberate variety of megalography; “Pa-
trons, Painters and Patterns: The Anonymity of Romano-
Campanian Painting and the Transition from the Second to
the Third Style,” in B. Gold ed., Literary and Artistic Pa-
tronage in Ancient Rome (Austin 1982) 135-73, esp. on
Hellenizing wall decoration during the Augustan period as
an expression of middle-class “fantasies of identification
with a fabled stratum of society” (p. 153).

'1E.g., by A. Sakellariou, “The West House Miniature
Frescoes,” TAW 147-53 (Isidis Navigium); K. Foster,
“Snakes and Lions: A New Reading of the West House
Frescoes from Thera,” A/A 92 (1988) 253 and Expedition
30:2 (1988) 10-20, argues for influence from the Egyptian
Jubilee Festival on the miniature frescoes.

12C. Renfrew, The Archaeology of Cult (London 1985)
11-26, 393-444. For a valuable survey of religion in Aegean
archaeology, see J. Muhly’s review of N. Marinatos, Art
and Religion in Gnomon 59 (1987) 329-34. Near East: H.

a lustral basin or generous ashlar masonry. But it con-
tained fine, imported Minoan pottery, much of it
found in fragments with the miniature fresco, plus
Minoan luxuries such as a lavatory, in addition to its
fresco decoration.!* The ground floor rooms face the
Triangular Square, and a doorway which leads di-
rectly to a stairwell for access to the upper story (or
stories). The street-level quarters are typically de-
voted to ‘service’ functions, while the upper floor has
more spacious rooms, two of which (4 and 5, on the
west side) were decorated with frescoes during the
town’s latest phase of repair. Room 4 is a bathroom
complete with a latrine connected to the town’s sewer
system, as well as a clay bathtub and bronze vessels for
heating and washing water.!> A partition wall sepa-
rated the bathroom area, the lower walls of which
were protected with a “splash” coating of plaster
painted yellow ochre, from the rest of Room 4 and its
frescoes. Bowls of red pigment suggest the room was
still being repainted in the period after the earthquake
and before the final eruption.'® Its window was
attractively painted to imitate inlaid marble on the sill
and marble jars with lilies against the jambs, resem-
bling illusions for decorative effect in Roman painted
interiors.!” Around the walls of Room 4, a set of eight
painted panels were found: above a dado of imitation
marble is an oxhide stretched across a frame of three
vertical posts topped with elaborate finials, and hung

Shanks, “Two Israelite Cult Sites Now Questioned,” Bibli-
cal Archaeology Review 14 (1988) 48-52.

13 As argued, inter alia, by N. Marinatos, “The West
House at Akrotiri as Cult Center,” AM 98 (1983) 1-19; Art
and Religion; L’iconographie minoenne 219-30; Foster (su-
pran. 11).

14 Thera V, 17-20, 41-44; Thera VI, 19-34; Doumas,
Thera 48-50. Michaelidou (supra n. 4) on the “clear prefer-
ence for imported ware” indicated in Room 5, in contrast to
the other rooms of the same house; Sakellariou, Fourth
Cretological Congress 534, adduces the imported pottery as
additional evidence for the Minoan style of the frescoes,
while N. Marinatos sees the Minoan imports as one of the
room’s ritual qualities.

!5 The latrine was first called a “kitchen sink” (by S. Mari-
natos, Thera VI, 20, 24-29, figs. 2-3, pls. 58-63); more rea-
sonably, Doumas, ArchEph 1974, 209-210, pl. 65b and
Thera 54; Palyvou (supra n. 3) 184, 187 fig. 6; Barber
(supra n. 3) 212-13. Inevitably, the toilet has been inter-
preted as an opening for ritual libations, and nearby objects,
such as a clay rhyton in the shape of a lion’s head, have been
identified as “offerings” in support of a religious explana-
tion: N. Marinatos, AM 98 (1983) 14 and Art and Religion
48-49; contra R.L.N. Barber, /HS 107 (1987) 243.

1¢ Thera V1, 24-27, pls. 52-53, 58b and 59 (bow! of pig-
ment still in situ; identified by N. Marinatos, Art and Reli-
gion 46, 49 as “body paint”).

7 Leach 1985 (supra n. 10) 190-91 on painted marble at
Oplontis as an imitation of extravagant interiors.
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with festoons. The ship frieze next door explains these
panels as a sort of open cabin or portable shield for an
important figure on board each ship, presumably the
captain.'® The use of oxhides as temporary reinforce-
ment of a wall under siege is attested by Homer (/.
12.263; below, n. 73) in a passage which suggests that
a freestanding shield of the type depicted here would
be more useful. The isolation and abbreviation in
painting of this nautical or military equipment resem-
ble the style of panels depicting figure-eight shields
found at Mycenae, Tiryns, Thebes, and Knossos.!’
When first excavated, these ikria encouraged a bio-
graphical explanation of the paintings in the West
House, making it the home of a sea-captain, the
“House of the Admiral.” This initial reading of the
frescoes treated them as scenes derived from personal
experience, with the Nilotic frieze setting the mari-
time adventure in Libya, hence the miniature fresco’s
early sobriquet, the “Libyan Fresco.”?° While these
panels do link Rooms 4 and 5 with a nautical theme,
they contribute more to the general maritime decor of
the West House rather than to any specific explana-
tion of Room 4 as shrine or bedroom.

The only figural decoration associated with Room 4
is a large panel of a young woman now restored on the
jamb of the doorway leading to Room 5.2! Her hair-
style, pose, and garment instantly dubbed her a young
“priestess,” one of those identifications that has been
retained since discovery and encouraged religious in-
terpretations.?? She carries what is probably a brazier
(resembling clay ones found at Thera) with red, glow-
ing coals, on which she is sprinkling some substance as

8 Thera V, 41-42, fig. 6, pl. I; Thera VI, 20, 25-26,
34-35, 43, 49, 54.

1 L. Morgan, “The Ship Procession in the Miniature
Fresco,” TAW 639-40; M. Shaw, “Painted Ikria at Myce-
nae,” AJA 84 (1980) 167-79, and “Ship-Cabins of the
Bronze Age Aegean,” I/NA 11 (1982) 53-58; 1. Kritseli-
Providi, Totyoypagies Tob Onparevricod Kévrpov rdv
Muk7jvewv, (Athens 1982) 54-63, 103, pls. 12-18; E. Davis,
“The Iconography of the Ship Fresco from Thera,” in W.
Moon ed., Ancient Greek Art and Iconography (Madison
1983) 7; N. Marinatos, Art and Religion 46-47; Foster
(supra n. 11).

20'S. Marinatos, “The Libyan Fresco from Thera,” A44 7
(1974) 87-94; Thera VI, 34-60, called Room 4 the ad-
miral’s bedroom, with his portrait on board the largest ship
on the south frieze of Room 5; cf. D. Page, “The Miniature
Frescoes from Akrotiri, Thera,” PraktAkAth 51 (1976)
135-52 and S. Stucchi, “Il Giardino delle Esperidi e le tappe
della conoscenza greca della costa cirenaica,” QAL 8 (1976)
19-73. P. Haider, “Grundsitzliches und Sachliches zur his-
torischen Auswertung des bronzezeitlichen Miniaturfrieses
auf Thera,” Klio 61 (1979) 285-307 and Morgan, Minia-
ture Wall Paintings 88-92 for critique of the “Libyan”
theories.

[AJA 93

if to release its fragrance when burned. The ritual ex-
planation connects this figure with preparations, in
Room 4, for a ceremony enacted in Room 5.23 Context
suggests a more practical explanation: she could be
fumigating rooms near the lavatory, or applying cos-
metics, rather than performing a ceremony.?* Admit-
ting these rooms their domestic function in the life of
Thera allows the “priestess” a more ordinary place in
the daily life of the Theran household, in a genre scene
related to the home. Suspending ritual associations
between the frescoes of Rooms 4 and 5 allows an ex-
amination of the miniature frescoes without a more
programmatic link to the Room 4 paintings than a
nautical theme.

The most famous room in the Aegean is a corner
room ca. 4 X 4 m, found full of pottery but without
much evidence for its function. The window sills were
stacked with vessels, probably as a precaution in the
final days of seismic unrest rather than in connection
with any ritual.?® The tripod table found on one of the
north sills is a type often identified for offerings, but
could as easily have served a more domestic function
or could have been placed in the window for safety or
to dry.2® Imitation marble panels below the windows
continue the decorative theme applied to the window
in Room 4. Two large figural panels—two naked boys
carrying fish—are restored at the outside ends of the
two outer walls, flanking the windows. This theme is
an Aegean favorite, familiar from the Middle Cyclad-
ic jar from Melos with a fisherman and his catch, and
needs no assistance from ritual to account for its ap-
pearance on the walls of Thera.?” Like the ikria pan-

2! Doumas, Thera 84; N. Marinatos, Art and Religion 46.

22 Thera V, 43, pls. J-K, 100-101; N. Marinatos, Art and
Religion 46, figs. 26-27. C. Televantou, “"H yvvaweia
évdvpacia oy mpoiaropikt) Orpa,” ArchEph 1982, 124
n. 2, rejects parallels for the garment from Minoan glyptic;
Davis and Doumas (supra n. 6) on hairstyle.

23 Morgan (supra n. 19) 629, 640 identifies an “Egyptian
offering gesture” made by the priestess in a ritual of blessing
the ships by burning incense. N. Marinatos, AM 98 (1983)
7,13; Art and Religion 46.

24 Thus Doumas, Thera 84; N. Marinatos, AM 1983, 7,
13 identifies the red “coals” as cosmetic pigment.

25 Thera V, 43-44; Hollinshead (supra n. 9).

26 P. Muhly, Minoan Libation Tables (Diss. Bryn Mawr
College, 1981) 278; N. Polychronakou-Sgouritsa, “Muvky-
vdikes Tpumodikes Tpameles mpoadopdw,” ArchEph 1982,
20-33, cautions (p. 31) that such tables are not exclusively
ritual.

27 Melos jar: Atkinson et al., Excavations at Phylakopi in
Melos (London 1904) pl. XXII; Greek Art of the Aegean
Islands. An Exhibition (New York 1979) 69 no. 23, pl. 27;
Barber (supra n. 3) fig. 13. N. Marinatos, Art and Religion
35-38 and L’iconographie minoenne 219-20 calls them
“adorants” making a perpetual offering.
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els from ships’ cabins, these boys carrying fish abbre-
viate moments of island and seafaring life and bring
the Cycladic world indoors. With its numerous win-
dows, permanent paving of schist slabs, and imagina-
tive painted decoration, Room 5 offered a comfortable
and attractive environment for daily and frequent oc-
cupation, the closest to a “living room” of the many
excavated at Thera.?®

Three sides of this room, on the north, east and
south walls, carry miniature frescoes as an upper bor-
der ca. 40-43 cm high, of which a length of ca. 7.50 m
is preserved. The fourth (missing) wall on the west
probably once bore a similar frieze, implied by a frag-
ment found in the excavations.?’ This placement of
friezes is traditional inside Minoan villas and else-
where on Thera, but is also common for other ancient
decorative painting inside private homes, most signifi-
cantly in the house of the Odyssey Landscapes in
Rome.?°

The three preserved walls present a landscape of
ships and cities on the south facing military episodes
on the north, linked by a Nilotic landscape on the east
wall. As reviewed above (n. 20), Marinatos’s original
interpretation linked all three landscapes to the bio-
graphy of the owner of the West House—an “Ad-
miral” and veteran of a Libyan campaign. Both bio-
graphical interpretation and “Libyan” setting have
ceded, in the last 10 years, to a more generic scenario
within the Aegean.>' Minoan and Cycladic archaeolo-
gists continue to seek specific correlations to Aegean
realities in the prosopography and topography of
these frescoes. The landscapes have been compared to
many a mainland coast and island in the Aegean, be-
ginning with Thera itself, to find a setting in the con-
temporary Bronze Age world. Its costumes and phys-
iognomies have similarly been identified with Mi-

28 Thera VI, 20, 28; Warren, “Miniature Fresco,” 115;
Page (supra n. 20) 136 called the frescoes “the wall-paper of
a sitting-room in a private house”; Michaelidou (supra n. 4)
suggests this room may have been “the gathering point for
the occupants of the house” or even a dining-room.

2 Thera VI, 24, 34-38; Warren, “Miniature Fresco,”
116-18; Davis (supra n. 19) 3-5 begins the narrative on the
south wall. Morgan, Miniature Wall Paintings 162-63 at-
tributes a fragment with a “processional ship” to the west
wall.

30 Davis (supra n. 19) 5 n. 10 for parallels from Crete and
Thera; Odyssey Landscapes: P. von Blankenhagen, “The
Odyssey Frieze,” RM 70 (1963) 100-46; J.]. Pollitt, The
Art of the Hellenistic Age (Cambridge 1986) 185-209; E.W.
Leach, The Rhetoric of Space. Literary and Artistic Repre-
sentations of Landscape in Republican and Augustan Rome
(Princeton 1988) ch. 1.

31S. Immerwahr, “Mycenaeans at Thera: Some Reflec-
tions on the Paintings from the West House,” Greece and

noan, Mycenaean, Cycladic, and non-Aegean peoples
in the reconstruction of plausible scenarios of the Late
Bronze Age. The alternative to this historical ap-
proach invokes ritual as the source for the frieze’s pic-
torial program. Morgan’s identification of the scene as
a seasonal ceremony has gained such wide acceptance
that the scene is often labeled “procession of ships” or
“nautical festival.”3?

I would like to reopen the debate on these frescoes
and their pictorial relatives in Aegean art by examin-
ing their elements as part of a connected narrative
transforming history into art, a visual counterpart to
early epic poetry. The frieze is narrative in the most
literal meaning, “erzihlend” or story-telling. No
claim can be made to specific names or places in these
paintings, just as there are few identifiable Greek
myths illustrated in the Bronze Age. But the classifi-
cation as “genre” dilutes the impact of these frescoes as
an expression of the kind of narrative developed in
epic poetry.>3 Its images are cognates of epic motifs,
without being illustrations of particular episodes. Nor
does image defer to text, a view no longer popular in
the study of art, where visual narrative is now ac-
cepted as independent of the text and even capable of
generating stories derived from images.>* The rich
repertoire of visual formulae and motifs mirrors their
proliferation not only in other visual arts but in poetic
narratives now believed to be in circulation in the
early Mycenaean age.

THE SOUTH FRIEZE

The Ship Fresco on the south wall (figs. 1-3) is the
best preserved and most debated picture in Aegean
art, particularly enlightening for nautical archaeolo-
gy->* A fleet of ships amidst dolphins spans a single
narrative perspective between two towns on separate

the Eastern Mediterranean in Ancient History and Prehis-
tory. Studies Presented to Fritz Schachermeyr (Berlin 1977)
173-91; Warren, “Miniature Fresco”; Morgan, Miniature
Wall Paintings 88-92, 146-54.

*2 As in Barber (supra n. 3) 173 fig. 126, pp. 174-75; first
argued by Morgan (supra n. 19) 629-44.

33 Warren, “Miniature Fresco,” 120-21; L. Morgan,
“Theme in the West House Paintings at Thera,” ArchEph
1983, 85-105 and Miniature Wall Paintings 146-54.

34 See the essays in H. Kessler and M..S. Simpson eds., Pic-
torial Narrative in Antiquity and the Middle Ages (Wash-
ington, D.C. 1983).

> L. Basch, Le musée imaginaire de la marine antique
(Athens 1987) 117-32. S. Marinatos, “Das Schiffsfresko
von Akrotiri, Thera,” in D. Gray ed., Archaeologia Homeri-
ca G. Seewesen (Gottingen 1974) 141-51. O. Hockmann,
Die Schiffe des Minos. Schiffbau und Seefahrt im alten
Kreta. RGZ Arbeitsbericht (1982) 8-12; Morgan, Minia-
ture Wall Paintings 121-42; infra ns. 38-39.
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Fig. 1. South frieze, “Ship Fresco,” Room 5, West House, Akrotiri (Thera). (From Thera VI, pl. 9)

landmasses which frame the fleet and whose figures
focus on it. The town on the left (fig. 2) is more modest
in size, architecture, population, and landmass, per-
haps a small island, in comparison to the extensive
promontory with many harbors and peaks which shel-
ters the larger “city” on the right (fig. 3). The first
town is encircled by a river which rises in a mountain-
ous landscape and joins the sea abruptly, without a
harbor. The rugged skyline beyond the town, made
ferocious with a lion chasing deer, also runs above the
pastoral world across the river from the town, on the
viewer’s left. A shepherd sits near a cluster of shelters,
perhaps for flocks and their keepers, and seems in con-
tact with the town through his conversation (?) across
the stream with a standing townsman, in a similar
long shaggy garment.

This environment is far too typical of the Aegean to
claim a specific identity: it illustrates universal pat-
terns rather than a single locale. The detailed hierar-
chy of settlements represented throughout these fres-
coes—from pastoral shelter to small island town,
larger city or palace, peak tower/sanctuary, animal
enclosures, and stone springhouse—provides a con-
temporary witness to Bronze Age sites retrieved by ar-
chaeological surface surveys. For example, any Greek
rural setting features tiny farmsteads or overnight
shelters (6nuovies, kaboixwa, or kabBédpes in modern
Greek) for animals and farmers commuting to frag-
mented farm holdings.>¢ Without reviewing all the

36 S, Marinatos himself illustrates such structures on
nearby Anaphe: Thera V, 47 pl. 103; Warren, “Miniature
Fresco,” 119; C. Renfrew and M. Wagstaff eds., An Island
Polity. The Archaeology of Exploitation on Melos (Cam-
bridge 1982) 34-43, 108-110; R. Osborne, Classical Land-

proposed and possible locales in the Aegean, an anon-
ymous identity suits this town, in keeping with cur-
rent consensus that this environment represents a ge-
neric Aegean setting.

It can be safely said and is generally accepted that
the landscapes of the miniature frescoes are informed
by a combination of Aegean reality and Minoan artis-
tic conventions. But the impulse to represent such a
town arose from more than environment alone. A
story links this setting to the larger town across the
water, to the episodes on the opposite wall, and possi-
bly to the earliest Greek epic poetry. A counterpart to
this town is an island like Ithaka in the Odyssey, home
to a town and palace but also to outlying farmsteads
like that of Eumaios or the more prosperous farm of
Laertes (Od. 14.1-15; 15.555-57; 24.205-10). The
two figures in the Theran landscape, separated by a
stream, interact in the way that characters from differ-
ent worlds, rural and urban, participate in the story
on Ithaka. Animals and humans indicate a similar
poetic interaction: in the landscape above the town, a
lion chases deer in the manner of epic similes juxta-
posing lions and heroes. Confrontations of warriors
and lions in Mycenaean art have been familiar since
the Shaft Graves were opened; a single dagger from
Grave IV, for example, shows a lion pursuing deer on
one side, and another hunted by men on the other
side.>” In this fresco, the world of nature forms not just
the background but a metaphorical landscape for the

scape with Figures. The Ancient Greek City and Its Coun-
tryside (London 1987) 37-40, 47-52; cf. review by V. Han-
son in A/A 92 (1988) 296.

37 E. Vermeule, The Art of the Shaft Graves at Mycenae
(Cincinnati 1975) 41-42, 65 on lions and warriors; N. Ma-
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world of heroes, as it does later in the imagery of poets.
Similarly, the conventions of marine landscape, the
dolphins cavorting in the sea (fig. 1), ultimately a Mi-
noan theme, punctuate poetic descriptions of sea-
scapes, as in the ékgpaais of the Shield of Herakles
where dolphins define a harbor (207-15). The river
encircles the town as Okeanos borders the shield of
Achilles, or the world of Odysseus, an image always
applied to circular shields or reconstructions of ar-
chaic cosmology (infra ns. 84-85). This prehistoric
fresco suggests an alternative way to visualize this de-
scription from /liad 18, a new source for poetic
imagery that survives in Homer. Pictorial equivalents
of Homeric formulae may have survived as vividly in
the Greek visual imagination as in poetic memory,
such that the description of the Shield of Achilles in
Iliad 18 represents not so much an imaginary shield or
a sophisticated cosmogony as a compound of narra-
tives depicting nature and culture.

The inhabitants of the smaller town face right: all
eyes are on the stretch of open water with its ships, the
primary focus of the fresco and its narrative action. In
a maritime culture, the iconography of departure and
arrival by sea dominates daily life as it does art, trans-
cending the “seasonal” specificity argued by Morgan.
The “fleet” consists of seven ships which float, almost
leisurely, toward a second larger town whose occu-
pants hail them in a friendly way (fig. 3). Only one
ship is under sail, while the others are being rowed or
paddled, hardly methods of propulsion for rapid
travel. Together with their festive appearance, their
pace has encouraged the view that they are not war-
ships or a true military “fleet” under sail, but partici-
pate in a seaborne ceremony.*® But every ship con-
tains warriors, or at least their helmets, and each is
commanded by a captain perched in one of the
“cabins.”® These military details make the fleet one of

rinatos, AM 98 (1983) 9-10; Morgan 1983 (supra n. 33)
85-87 reviews the dagger and related scenes, without Ho-
meric analogies. The first warrior in the Jliad introduced
with a simile is Menelaos, who is compared to just such a
lion: Jliad 3.21-26. On Homeric similes and Mycenaean
art, infra n. 85.

%8 As argued by L. Casson, “Bronze Age Ships. The Evi-
dence of the Thera Wall Paintings,” I/NA 4 (1975) 3-10;
cf. Sakellariou, 7AW 149-52; Morgan (supra n. 19); S.
Wachsmann, “The Thera Water-borne Procession Re-con-
sidered,” I/NA 9 (1980) 287-95; A. Raban, “The Thera
Ships: Another Interpretation,” I/NA 13 (1984) 11-19;
Foster (supra n. 11).

**A. Tilley and P. Johnstone, “A Minoan Naval
Triumph,” IJNA 5 (1976) 285-92; Warren, “Miniature
Fresco” 121 n. 18; M.G. Prytulak, “Weapons on the Thera
Ships?” IJNA 11 (1982) 3-6; Davis (supra n. 19) 9; J.

the most “Mycenaean” elements of the fresco, as ar-
gued by proponents of “Mycenaeans at Thera.”*°
This fleet is either departing on a military expedition
or returning from one, arriving at a friendly port if not
at its home.

Whatever the specific scenario, this image of a fleet
corresponds to the poetic tradition of a catalogue of
ships, each vessel differentiated in passengers and em-
blems, just as leaders and cities characterize each
entry in a poet’s catalogue. The variety in locomotion
and decoration could indicate heroic ranking accord-
ing to lineage or privilege, the way shield emblems in
Archaic art distinguish individuals without identify-
ing them. Greek poetry offers epithets embellishing
ships with flowers and visual decoration as a literary
device, not a ceremonial one. In a context where
poetry recalls its own function, Pindar challenges any-
one who claims greater kreavd Te kat Tiun among
heroes who lived before Hieron (Pyth. 2.62-63): €d-
avféa &’ avaBacouat aTorov dud’ dperd |kedadéwy.
Odysseus fetches Neoptolemos to Troy, after the
death of Achilles, in a mowktAoaToAw vyt (Soph. Phil.
343), a ship whose gay decoration belied its grim mis-
sion, like the winning words of Odysseus himself.
These epithets, and others, suggest that the decoration
of ships represents an ornamental, narrative device,
not a ceremonial function, in the fresco of the fleet.*!
What survives in the Homeric muster of ships (/.
2.494-877), roster of heroes in battle (seen from the
walls: 3.161-242), or in Hades (Od. 11.385-567) may
be as old as panoramas like this one.*? The thousands
of vessels which sailed from Aulis far exceed the mod-
est number on this fresco. But a fleet this small suf-
ficed for the earlier expedition Herakles made to
Troy, recalled in Iliad 5 (640-43, Lattimore trans.):

he came here on a time for the sake of Laomedon’s
horses,

Ernstson, “The Ship Procession Fresco—The Pilots,” I/NA
14 (1985) 315-20.

40 S. Iakovidis, “Thera and Mycenaean Greece,” A/A 83
(1979) 101-102; Immerwahr (supra n. 31); R. Laffineur,
“Mycenaeans at Thera: Further Evidence?” in Minoan
Thalassocracy 133-39. Contra: J. Davis, “Mycenaeans at
Thera: Another Look,” 4/4 85 (1981) 69-70, but see J.
Crowley, “More on Mycenaeans at Thera,” AJ4 87 (1983)
83-85; J. Vanschoonwinckel, “Théra et la civilisation mycé-
nienne,” AntCl 55 (1986) 5-41.

! As suggested by R. Laffineur 1983 (infra n. 57) 113,
who invokes Homeric similes and adjectives endowing war-
riors and their weapons with magical powers, as a parallel
for the decorated ships.

‘2 M. Edwards, “The Structure of Homeric Catalogues,”
TAPA 110 (1980) 81-105, esp. 101-103 on catalogue form
and narrative.
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Fig. 2. South frieze, detail: first town. (From Thera VI, pl. 9)

with six vessels only and the few men needed to man
them,

and widowed the streets of Ilion and sacked the
city . ..

The pictorial details of arrival at the larger town
(fig. 3) belong to the world of Aegean topography but
also recall the poetic description of that world in
Homer. The long rocky promontory running up to a
hill with buildings, and the two small harbors shelter-
ing ships suit several epic descriptions, beginning with
Ithaka (Od. 13.96-101):

There is a harbor of the Old Man of the Sea, Phorkys,

in the countryside of Ithaka. There two precipitous

promontories opposed jut out, to close in the harbor

and shelter it from the big waves made by the winds
blowing

so hard on the outside; inside, the well-benched vessels

can lie without being tied up, once they have found
their anchorage.

This description of a harbor is typical of Homeric
arrival scenes and not intended to identify Homeric
places in the fresco, as made clear in the fresco’s simi-
lar correspondence to other Homeric harbors. When
Odysseus arrives at the land of the Laistrygonians, it
is also enclosed by towering cliffs and by two project-
ing promontories, protecting ships from the sea swell,
but the hero proceeds cautiously, as he does on Aiaia
(0d. 10.95-97; cf. 10.148):

43 J. Caskey, Hesperia 40 (1971) 392-95; map (fig. 1) and
plan (fig. 3), with two small squarish structures adjoining
each other, closely resembling the features on the hill in the
Town Fresco from Thera. Morgan, Miniature Wall Paint-
ings 85. The debate over Troullos (peak shrine vs. tower)
was revived by Jack Davis in “Cultural Innovation and the

I myself, however, kept my black ship on the outside,

at the very end, making her fast to the cliff with a
cable,

and climbed to a rocky point of observation and stood
there.

The rocky promontory, small bays sheltering ships,
and even the lookout point or ckort7j are all suggested
in this fresco (fig. 3), the last in three small buildings,
one with a small figure before its doorway. Three men
race up this hill (from town?) toward the peak, while
two run back toward the settlement: news of the fleet’s
arrival, in other words, travels from lookout point to
town, in details which unite ships and town in a single,
coordinated narrative. Both poetry and geography
provide parallels for this kind of landmark and its rela-
tionship to urban settlements. Near Homeric Troy, the
fleet-footed scout and son of Priam, Polites, kept watch
on the Achaeans from the hill called the burial mound
of Aisyetes (Il. 2.790-94). This multiple function for a
conspicuous topographic feature should assist the clas-
sification of sites in Aegean archaeology. For example,
the landscape of prehistoric Kea is one of many to com-
plement this fresco. The deep bay of Vourkari protects
ships and the town of Agia Irini, while the peak of
Troullos probably served as both watchtower and sa-
cred peak, as suggested by Caskey with a reference to
the mound of Aisyetes.*> The mound of another hero at
Troy also functioned in more than one way: the ofjua
“IXov serves as sacred point and gathering place (/.

Minoan Thalassocracy at Ayia Irini,” Minoan Thalasso-
cracy 164 and debated by several experts (Peatfield, Bikakis,
etc.: p. 166). On Minoan peak sanctuaries, see A. Peatfield,
“The Topography of Minoan Peak Sanctuaries,” BSA 78
(1983) 273-79. Page (supra n. 20) 144 suggests “watchtow-
ers” for these buildings, citing parallels near Akrotiri.
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Fig. 3. South frieze, detail: fleet and second town. (Photo: S. Morris)

10.415; 11.166-67), to be considered below in connec-
tion with the north frieze.

No single Aegean landscape can or should claim ex-
clusive identity with the large town in the fresco (fig.
3), which has been called Cretan, Cycladic, and My-
cenaean, if not Akrotiri itself.** Poem and painting
may simply share the same inspiration in Aegean life,
but epic as well as frescoes could derive from Bronze
Age settings. The closest relatives of this town belong
to the geography of the imagination, as in Nausikaa’s
description of Scheria (Od. 6.262-69):

But when we come to the city, and around this is a
towering

wall, and a handsome harbor either side of the city,

and a narrow causeway, and along the road there are
oarswept

ships drawn up, for they all have slips, one for each
vessel;

and there is a place of assembly, put together with
quarried

stone, and built around a fine precinct of Poseidon,

and there they tend to all that gear that goes with the
black ships,

the hawsers and the sails, and there they fine down
their oarblades;

for the Phaiakians have no concern with the bow or the
quiver,

but it is all masts and the oars of ships and the bal-
anced vessels

44 Akrotiri: Page (supra n. 20) 144; N. Marinatos, AM 98
(1983) 8; Crete: G. Gesell, “The Town Fresco of Thera: A
Reflection of Cretan Topography,” Fourth Cretological
Congress 197-204; Immerwahr (supra n. 31) 174-75;
Davis (supra n. 19) 8 identifies the smaller town on the left
as Akrotiri; Morgan, Miniature Wall Paintings 88-92.

45 PM 1, 301-14; A. Sakellariou, ““H kpnricy) kataywyy

themselves, in which they delight in crossing over the
gray sea; . . .

Painting and poetry agree on the image of a culture
more inclined to seafare than warfare, and a city offer-
ing 8ppos, képdos, and ewia, those vital signs of civili-
zation sorely missed on Lemnos (Soph. Phil. 302-
303). Two figures carrying sacks on poles across their
shoulders stride on the tongue of land between the
axomin and the second harbor, where two ships
smaller than those in the fleet look like transport ves-
sels. Poet and painter draw on Aegean life to depict an
imaginary town, familiar in the fresco without a spe-
cific name.

The town itself is nearly a city in comparison with
the modest one across the water (fig. 3). Its impressive
facade of blue masonry (ashlar limestone?) with a cen-
tral gateway, and multistoried houses with windows
and balconies punctuated by horns of consecration re-
sembles those seen in Minoan compositions. The Cre-
tan parallel most commonly invoked is the architec-
tural landscape represented in the so-called “Town
Mosaic” of Knossos, a set of faience plaques that once
formed an inlaid composition of houses, landscape,
animals, and figures.*> But several features distinguish
the Cycladic frescoes in style and subject from the
faience fragments, the military elements of which were
largely restored by Evans. The “archers” are recon-
structed from possibly bow-shaped objects on some
fragments and figures on others, the “spearmen” are

évos puknvaixod elkovoypagikod kvkAov,” 532-38 in
Fourth Cretological Congress and L’iconographie minoenne
294; K. Foster, Aegean Faience of the Bronze Age (New
Haven 1978) 99-115. E. Hallager, The Master Impression
(Géteborg 1985) 31-33, 38, pl. 1. Morgan, Miniature Wall
Paintings 68-70.
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probably shepherds.*® The curious spread-eagled fig-
ures may be drowners but could be swimmers, and the
recent rejection of a ship’s prow as another “dubious”
restoration eliminates the vessel present in mainland
and Cycladic shipwreck and sea-battle scenes.*” The
original restorations by Evans were heavily influenced
by his conviction that the silver siege rhyton from My-
cenae (see below, fig. 8), the mosaic’s closest analogy at
the time, was itself Minoan rather than Mycenaean, as
is generally accepted today.*®* To demonstrate a Mi-
noan precedent for a mainland epic tradition, he re-
stored military attributes, poses, and episodes, ex-
tracted from the silver siege rhyton, on the faience
plaques, an important link in his argument. In fact,
Evans restored those very features which would
provide a city under siege to match the Homeric assage,
and certify a Minoan contribution to the prehistory of
the Greek epic tradition.*’ In reality, the plaques do
not preserve more than a city at peace, and the Town
Mosaic appears more pastoral than military. Its
images of daily rural and town life could well belong to
a Minoan narrative cycle, and scholars of philology as
well as archaeology have postulated the existence of

4 PM 1, fig. 228p, q (“archer”), and t (“spearman”), more
likely a figure with a shepherd’s staff. Sakellariou, Fourth
Cretological Congress 535-37 pl. 182 disputes “spearmen”
and “archers” whose weapons are entirely restored and the
martial nature of Evans’s reconstruction, as does Foster (su-
pran. 45) 101-103 (e.g. Evans’s “helmet-plumes” have now
been recognized as animals’ tails); Morgan 1983 (supra n.
33) 92 indicates some reservations by calling these figures
“probably warriors.”

*7 Sakellariou (supra n. 45) fig. 183; Foster (supra n. 45)
101-102, fig. 32 notes its lack of parallels and ambiguous
identity; Morgan 1983 (supra n. 33) 92 n. 2 doubts the
“prow.”

‘8 PM 1, 311-14 and III, 89-106, esp. 101-106, where
Evans emphasizes the Minoan identity of the silver rhyton
and its kinship with epic city sieges, citing the Shields of
Achilles and Herakles described by Homer and Hesiod, re-
spectively. On the rehabilitation of the silver rhyton as a
Mycenaean composition or at least commission, see W.S.
Smith, Interconnections in the Ancient Near East (New
Haven 1965) 63-95; E. Vermeule, Greece in the Bronze
Age (Chicago 1964) 100-105. E. Davis, The Vapheio Cups
and Aegean Gold and Silver Ware (New York 1976)
227-30, no. 87, maintains Evans’s argument for a Minoan
craftsman but allows for a Mycenaean patron; however, she
classifies silver vessels as Cretan, gold ones as Mycenaean
(pp. 328-33).

> The inverse of his method has also been practiced: thus
Sakellariou “de-militarizes” the Thera scenes, denying the
drowners and warriors in order to make the frescoes more
“Minoan”; Fourth Cretological Congress 534-35.

* As Vermeule put it (supra n. 48) 102-103: “No one is
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such cycles in poetry as well as art.>® Such a narrative
“cycle” is difficult to discern in the Town Mosaic, iso-
lated panels originally set into another medium
(wood?) as discrete units whose narrative connection
has to be supplied by the viewer.>! The frescoes from
Tylissos, discovered and discussed before the Akrotiri
excavations, allow the best impression of Cretan nar-
rative painting, but like their companion miniature
frescoes from Knossos, they cannot be securely dated
before the frieze from Akrotiri.>?

Despite these Minoan parallels, the miniature
frieze from Thera belongs to a more Mycenaean world
of hunting and battle as primary subjects for art.5?
Some of these subtleties were anticipated by the Kea
frescoes, the closest analogy to those from Thera but
published before the latter were discovered. Coleman’s
remarks on the Kea frescoes, with their scenes of towns
in a maritime setting with figures engaged with
chariots, hunting and feasting, could be applied to the
frescoes from Thera: “The emphasis on narrative and
a certain amount of drama rather than natural detail
seem mainland in spirit.”** The contrast between
Cretan and Cycladic narrative is made vivid in com-

fighting, but all one needs for a good siege is present.” Cf.
fragments of Minoan stone vases representing a bearded
archer, a man stealing (?) a goat, a boar and a helmet:
Warren, “Miniature Fresco,” 126-28 and Minoan Stone
Vases (Cambridge 1969) 473, 488c. Sakellariou, Fourth
Cretological Congress 532-38 on the Minoan derivation of
Mycenaean narrative cycles; C.J. Ruijgh, “Le mycénien et
Homére,” in A. Morpurgo Davies and Y. Duhoux eds.,
Linear B. A 1984 Survey (Louvain 1985) 150-51, 166-67
on the Minoan origins of Greek hexameter poetry. It should
be noted, however, that Ruijgh’s argument is largely based
on the analogy of material culture, where Mycenaean civili-
zation demonstrates a vivid debt to Crete, rather than on
specific linguistic arguments. Cf. M. Lang’s “A Protean
Proto-Odysseus?,” Bryn Mawr Now. Supplement (Fall
1988) 7-11 on possible Cretan forerunners of the Odyssey.

*!'S. Immerwahr, “A Possible Influence of Egyptian Art in
the Creation of Minoan Wall Painting,” L’iconographie mi-
noenne 41-50 emphasizes the mosaic’s formal and paratac-
tic composition, closer to Egyptian conventions.

2 M.C. Shaw, “The Miniature Frescoes of Tylissos Re-
considered,” 44 1972, 171-88 for fragments which suggest
a performance or games by male figures; Warren, “Minia-
ture Fresco,” 127-28.

53 Davis (supra n. 19) 11 on Theran adoption of Minoan
imagery, lacking scenes of “direct conflict,” but she pre-
sumes lost military scenes. A. Sakellariou, “Identité mino-
enne et identité mycénienne a travers les compositions figu-
ratives,” L’iconographie minoenne 292-309, stresses (pp-
302-308) the un-Minoan nature of themes of conflict (hunt,
battle).

**K. Coleman, A Study of Painted Wall Plaster Frag-
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paring the spectacular new sealing from Chania with
the Thera frescoes.>> The seal impression frames a
single dominant and symbolic figure—priest or
king?—against a town designed to fit the lentoid shape.
This image, however rich in its details of architecture,
landscape, and symbolism, tells no familiar, heroic
tale. Instead, it speaks a language idiomatic to Minoan
iconography, one we may not be able to understand,
and subordinates its landscape to a symbolic hierarchy
dominated by this figure in a ritual or royal pose.
Here the pursuit of narrative collides with the stan-
dard pursuit of style in Aegean prehistory, at a critical
period in antiquity (the 15th century B.C.) and in
modern scholarship (the last decade) focused on the
distinction of Minoan from Mycenaean art. Ever
since Matz, we have accepted, abused, and revised
certain well-worn stylistic formulas about torsional,
flowing Minoan art and the schematic, “emblematic”
style of the Mycenaean artist.*¢ The Thera excava-
tions offered a new challenge to these conventions, for
the chronology of the eruption coincides with the
emergence of Mycenaean art, in a context dominated
by Minoan imports and influence.*’ In conventional
scholarship, Minoan style would be demonstrated in
an artifact from the West House at Thera: a limestone
tripod-table with a painted marine landscape, where
the dolphins leap in a freely improvised setting of
rocks and plants.*® A typical Mycenaean comparison
would invoke the ikria from the same house, where a
single motif has been extracted and repeated for a

ments from the Bronze Age Site of Ayia Irini in the Island of
Kea (Diss. Columbia Univ. 1970) 200; see esp. 200~205 on
the kinship of the Kea frescoes with mainland rather than
Cretan art. Cf. Sakellariou, TAW 148-49.

%5 Hallager (supra n. 45); E. Davis, “The Political Use of
Art in the Aegean,” A/4 90 (1986) 216.

3¢ Vermeule (supra n. 37; the Semple Lectures were deliv-
ered in 1971, before the discovery of the miniature frieze); J.
Hurwit, “The Dendra Octopus Cup and the Problem of
Style in the Fifteenth-Century Aegean,” A/4 83 (1979)
413-26; G. Walberg, Tradition and Innovation in Minoan
Art (Mainz 1986).

57 As Immerwahr recognized (supra n. 31) 191 in calling
the miniature frescoes “the pictorial equivalent of the early
Mycenaean art of the Shaft Graves”; O. Negbi, “The
‘Miniature Fresco’ from Thera and the Emergence of My-
cenaean Art,” TAW 645-55; R. Laffineur, “Early Myce-
naean Art: Some Evidence from the West House in Thera,”
BICS 30 (1983) 111-22 and “Iconographie minoenne et ico-
nographie mycénienne a ’époque des tombes a fosse,” in
L’iconographie minoenne 245-66.

58 Thera V, 43-44, pls. 24b-25, C; Thera VI, 27; Greek
Art (supra n. 27) 31, 79, no. 35.

symbolic value of its own (above, n. 19). Although
these critical stylistic features in fact help distinguish
the Mycenaean component of the miniature frescoes,
they may have exaggerated Minoan images as mobile
action, Mycenaean as arrested symbols.>®

One of the dangers of these definitions, even under
recent modifications, is that they obscure the role of
narrative. A more useful assumption might be that
Mycenaean art tells a story familiar from Greek lit-
erature, while Minoan art accompanies a tradition
whose language and meaning are lost. The miniature
frescoes may be Minoan in their individual images,
but these motifs contribute to a Mycenaean theme, as
recognized by numerous scholars.® One would expect
a narrative of the 15th century B.C. to be represented
in Minoan images, if not composed by Minoan artists.
But their story could well belong to a Mycenaean,
even Greek epic tradition, much as a Mediaeval illus-
tration of the Trojan War might include a cathedral
facade without converting epic heroes to Catholicism.
This makes, for example, the horns of consecration in
the large town an architectural convention, not neces-
sarily an index of Minoan religion.®! Greek artists ex-
perimented in a similar manner in the early Archaic
period, incorporating Oriental motifs into mythologi-
cal scenes.? The emergence of Mycenaean art with
the participation of Minoan artists, or even as a later
phase of Minoan art, presents problems similar to the
study of Greek art and artists in the production of
early Roman art.®> Once Minoan motifs and Myce-

> E.g., in the work of Laffineur (supra n. 57) with his
emphasis on the emblematic and symbolic value of Myce-
naean images.

¢0 E.g., by Immerwahr (supra n. 31) 180: “a real narrative
style, that might be termed Mycenaean”; Warren, “Minia-
ture Fresco,” 129: “From Thera to Homer we may not need
the aid of the clew of thread”; Sakellariou (supra n. 45);
Vermeule 1983 (infra n. 98) 142.

¢! Thus Morgan’s subtle analysis (supra n. 33) assumes
that the arms of the woman depicted near the horns are
lifted in a “votive gesture,” according to Minoan convention,
rather than in a gesture of greeting, appropriate to a story of
arrival or return, as maintained by Warren, “Miniature
Fresco,” 119, Davis (supra n. 19) 8, and others.

62 As observed by Davis (supra n. 19) 6 who compares the
artists of the Thera frescoes and their exploration of the Mi-
noan pictorial repertoire to early Archaic vase-painters.

63 As observed by Hurwit (supra n. 56) 426 n. 2; cf. Pollitt
(supra n. 30) 150-63. In the Aemilius Paullus monument at
Delphi, for example, style, subject and probably artist are
Greek, but the message and occasion are historical and Ro-
man, such that one could perform the following substitu-
tions for “Greek” and “Roman,” respectively (Pollitt
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naean stylistic features have been identified in the
Thera frescoes, their content deserves the same atten-
tion earned by Roman art once generations of scholars
had exhausted its Greek elements. In the domain of
religion, archaeologists are now careful to distinguish
between Minoan motifs in circulation as early as the
time of the Shaft Graves and Mycenaean beliefs.5*
The same care should be applied to Bronze Age nar-
rative, in order to separate Minoan and Mycenaean
spheres of symbol and meaning.

These observations suggest how the Theran frieze
might be perceived as a chapter in the history of Ae-
gean narrative, beyond its generic panorama of Aegean
life. The south frieze is, if not an actual véaros or story
of return, a journey from one town to another, one or
both foreign, or an adventure which included two
towns, neither of them necessarily “home” to the fleet.
Specific coordination with Homeric episodes is unnec-
essary, since the extant Iliad and Odyssey are a late
survival of what may have been extant in song in the
15th-century Aegean. Certain details support a sea
crossing like the one made by Telemachos from Ithaka
to a larger palatial town like Pylos, in the opening epi-
sodes of the Odyssey. A line of young men below the
town’s facade march toward the shore leading an ani-
mal, perhaps for a feast of welcome for the arriving
fleet. They recall the ceremony in progress when Tele-
machos arrives at Pylos in the Odyssey (3.5-6):

\
tov Tou &’ émt Bt Baraaans iepl fédov,
Tavpovs mapuélavas, évoaiybovt kvavoyairy.

Whether returning in triumph from an expedition
abroad, visiting guest-friends along the way, or de-
parting on an expedition like the one pictured on the
north wall, the theme of travel enshrined in the Odys-
sey has a rich prehistory of versions like this fresco.

THE NORTH FRIEZE

It is no surprise to find the complementary theme of
war on the opposite wall, in a far more fragmentary
state (fig. 4). The fragments cluster in two groups: the
first, from the left, depicts a meeting of men in differ-
ent kinds of garments on a hill (fig. 5). Minoan ar-

155-58): “In style, the frieze is [Minoan]: in subject, inten-
tion and function it is [Mycenaean]” (157).

¢ R. Hagg, “Mycenaean Religion: The Helladic and Mi-
noan Components,” in Davies and Duhoux (supra n. 50)
203-25; C. Renfrew, “Questions of Minoan and Myce-
naean Cult,” in R. Higg and N. Marinatos eds., Sanctu-
aries and Cults of the Aegean Bronze Age (Stockholm 1981)
30-33.

¢ S. Iakovidis, “A Peak Sanctuary at Thera,” in A. Biran
ed., Temples and High Places in Biblical Times (Jerusalem
1981) 54-60; cf. Page (supra n. 20) 139; B. Rutkowski,
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chaeologists attribute garments, gestures, and group-
ing to a ritual assembly at a peak sanctuary.® But the
same scene allows a more military moment, a council
between allies or enemies in different costume.5® By
applying a poetic scenario to this group, one could
identify the tall figures wearing long robes as elders
or chieftains rather than “priests,” in council with
younger figures (shorter, and in kilts). A gathering of
the type is held frequently in the first few books of the
lliad. Distinctions in height and dress seem to empha-
size the contrast between old and young men, 7uev
véou 1d¢ yépovres, that is formulaic to Homeric as-
semblies, as in Iliad 2.789-90:

They were holding assembly in front of the doors of
Priam

gathered together in one place, the elders and the
young men.

In any case, the figures on the hill wear the same
garments—Kkilts and cloaks—worn by men in the
fleet, and thus they could belong to the “invaders” as
plausibly as to the “defenders.” In the siege of an
imaginary city on the Shield of Achilles, the invading
army is divided in council whether to destroy the city
or divide its contents (/. 18.510-12), a disagreement
to be solved with a council outside the walls. The two
groups of figures on the hill could represent such a
divided army, dixa 3¢ odiow Hvdave BovAy (Il
18.510). The surprise attack on their own herds
catches them unprepared (18.531), elpdwv mpomapor-
O¢ kabruevor, “sitting before [the city?] at their meet-
ing places,” the first word one of several hapax lego-
mena which invite solutions from this painting. To
complete the epic associations, the early scenario of
the Jliad provides a landmark near Troy appropriate
to the topography and iconography of this scene: évfa
T07e Tpdés Te Suéxpibev 70’ émikovpor (1. 2. 811-15):

Near the city but apart from it there is a steep hill

in the plain by itself, so you pass one side or the other;

This men call the Hill of the Thicket, but the immortal

gods have named it the burial mound of dancing
Mpyrina.

There the Trojans and their allies were marshalled in
order.

“Kykladen und Kreta: Bemerkungen iiber die bronzezeit-
liche Religion,” AAA 9 (1976) 231-32, fig. 2; Morgan
(supra n. 33) 88-89, and Morgan, Miniature Wall Paint-
ings 156-58.

%¢S. Marinatos, Thera VI, 40 simply calls it a “Meeting
on a Hill,” in which he detects “a moment of crisis”; Immer-
wahr (supra n. 31) 183 suggests a conference or truce be-
tween Minoans and Mycenaeans; Davis (supra n. 19) 10
identifies a conference called in response to an invasion by
the Theran fleet, claiming “no parallel in Aegean art” with-
out help from Homer.
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Fig. 4. North frieze, military landing, Room 5, West House, Akrotiri (Thera). (Courtesy T.A.P. and National Museum,

Athens)

Other sacred hills where Trojans withdraw in
times of council include the mound of Ilos, where
Hektor meets with daot BovAndpor eloiv, BovAas
BovAever Oelov mapa aruart “Ihov, véopw amo
¢roioBov (II. 10.414-16). Like the mound of Aisy-
etes (1. 2.790-94), “Batieia” commands both a sacred
and a strategic function in the landscape of Troy. Its
pictorial equivalent could well be the grave of a
hero/ine and serve as a gathering place for warriors.

Somewhere below this scene belongs a fragment
with a single figure in rustic garment raising arm and
staff, as a herald might call men to council, or a
Badieds raise the oxfjrrpov in a claim to speech or
bid for silence, if viewed in a Homeric rather than a
Minoan framework. Although it was originally re-
stored below the group on the hill, two independent
observers recommend placement of the figure between
the hill and the pastoral group near the sheep.” They
both connect the raised arm with ceremonial gestures
in Minoan scenes, to which one should now add the
Chania sealing (above, n. 45). But this figure, what-
ever his relationship to the group, could be raising his
staff in a claim to speech (Z/. 1.245, 2.45-46, 100-109,
278-82), or as a herald keeping order in a discussion
(18.503-505, 556-57). The first scene preserved in
the north frieze could illustrate an episode traditional
in epic narrative: the council of war with allies of
different costume, or even an embassy from one army
to another. The Greek expedition to Troy, in particu-
lar, began with an embassy, a formal request for the

67 Jakovidis (supra n. 65) 57; L. Morgan, “The West
House Paintings, Thera,” BICS 28 (1981) 166 and (supra
n. 33) 89 n. 3, pl. 32; Morgan, M:iniature Wall Paintings,
pl. 1.

8 According to Herodotus’s version of the Greek expedi-
tion (2.118): ékBacav d¢ & v yiv kai idpvbeloay TV
otpatuy mépmew é 0 "Ihov dyyélovs and to Proclus’s

return of Helen and her property, before the siege of
the city and the raids on the countryside which occu-
pied 10 years.®®

This potential agreement between epic episodes
and painted fragments continues across the rest of the
frieze, where the landing of a military expedition
makes plausible the need for such a conference with
allies. The maritime phase runs along the lower
border of the entire north frieze, according to the frag-
ments of more ships and drowning figures farther to
the right, where the shore runs below the land (fig. 4).
Meanwhile, a contingent of warriors in Mycenaean
armor has landed: at least eight figures march onward
and upward across the frieze in oxhide body shields,
boar’s tusk helmets, and armed with swords and long
spears (fig. 6). This coordinated attack—a sea-battle
before a landing on shore—suggests the pattern of
Greek campaigns remembered by Achilles, when he
recalls the “twelve cities of men I sacked with ships
and the eleven I attacked on land, throughout the fer-
tile Troad” (ZI. 9.328-29). The Greek landing at Troy
narrated in the Kypria engaged the enemy in battle at
once, according to the summary of the epic preserved
by Proclus.®® This synoptic view of the two forms of
campaign, in a fresco painted around 1500 B.C., sug-
gests how long their combination determined patterns
of warfare in Aegean history and in human memory.
A fragmentary stone rhyton from Epidauros illus-
trates a similar invasion, where ships with warriors in
shields land at a rocky shore while others march
toward the city (fig. 7).7° In both landing scenes, men

summary of the Kypria, where the Greeks sent envoys (dta-
mpeaBevovrar) to the Trojans after landing and the first
battle. See below, n. 74, for modern discussion of the Greek
landing.
69 2 3 / >\ 5 o > ¢
émeira amoPaivovras avTovs els ~IAiov elpyovory ol
Tpdes, kat fvijoke [pwreaiaos v “Exropos.
70 A. Sakellariou, “Scéne de bataille sur un vase mycénien
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Fig. 5. North frieze, detail: meeting on hill. (From Thera VI, pl. 7)

on board brandish long pikes which have been identi-
fied with Homeric vadpaxa, a hapax legomenon in
the only Homeric passage which describes a sea-bat-
tle.”! The pictorial battle has its casualties, on the
fresco as on the related vessels in stone and metal. At
least one ship has damaged its bowsprit and three
near-naked men clad in animal skins have lost their
short shields and are drowning, upside down like the
companions lost by Odysseus to Scylla (Od. 12.248-
49): modas kal xetpas Vmepbev |Dpda’ dewpouévev.
After the affront to Helios on Thrinakia, Odysseus
loses more men to a storm from Zeus (Od. 12.417-19):

My men were thrown in the water,

and bobbing like sea crows they were washed away on
the running

waves all around the black ship, and the god took away
their homecoming.

en pierre?,” RA 1971, 3-14; Fourth Cretological Congress
532-38; Page (supra n. 20) 148, n. 1; Warren, “Miniature
Fresco,” 127 fig. 5. For an additional fragment showing a
swimming or drowning figure over a stylized marine back-
ground like that on the silver siege rhyton, see V. Lambri-

In Homer’s phrase, Aime & doréa Ovpos dyrnvwp
(Od. 12.414); in paint, the bodies tumble and float
helplessly, their hands limp in death. Later Greek art
visualizes death in much the same manner, in the limp
hands of fallen figures like the giants from the north
frieze of the Siphnian treasury at Delphi. The image is
asvivid in art as in words: these frescoes force us to con-
front the origin of such imagery, and consider whether
art could have anticipated, if not inspired, poetry.

The focus of the Theran battle may have involved
not only the ships but a wall which protected them, in
the tradition of the /liad. Just before the fragment of
coast ends, below the marching warriors and above the
ships, a short stretch of wall, painted white with divi-
sions like brick or stone masonry and black triangular
crenellations along the left side, runs vertically, then
turns right at an angle, as if seen in bird’s-eye perspec-

noudakis, Prakt 1975, 172-73, pl. 149a; Miniature Wall
Paintings, figs. 193-94.

71S. Marinatos, in Thera VI, 41 (Il. 15.387-89): the
Achaeans defend their ships with fvera vadpaxa (“long
pikes that lay among the hulls for sea-fighting”).
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Fig. 6. North frieze, detail: landing and sea battle. (From Thera VI, pl. 7)

tive (fig. 6).72 Rarely discussed, this scrap of wall pre-
sumably lies too far from the missing city to fortify it,
but it could protect the ships of an invading party, like
the one built by the Greeks near Troy. The remains of
such walls, or even of Early Bronze Age fortifications
along the coast of Asia Minor, inspired legends about
heroes invading, like the Telxos ‘HpakAijos remem-
bered in the Iliad.”® The wall built by the Greeks in the
Iliad is most elaborately described in the moment of its
destruction, like a warrior at the moment of death in
epic poetry. Homer’s wall features mysterious «pdo-
oa, Topyot, oTiAat and émaAfes (12.36, 258, 263,
444), one of which may correspond to the triangular
crenellations visible in the fresco, perhaps the tops of
pointed wooden posts which form the stockade of a

72 S, Marinatos, Thera VI, 45 identifies the crenellations
as wooden projections in half-timbering; Page (supra n. 20)
137 suggests a vertical pillar with lintel and calls the build-
ing a “portico” but cannot explain the “jagged edge”; War-
ren, “Miniature Fresco” 118; Sakellariou, 7AW 148; Davis
(supra n. 19) 12 n. 79 classifies them as “foreign”; Morgan,
Miniature Wall Paintings 85 concludes that the projecting
triangles are either lifting devices or for decorative effect.
Comparable crenellations on the Kea frescoes are “without

brick wall. It is in the same passage, the destruction of
that wall, that the vavuaya are invoked in the Iliad
(15.345-89), so that the painting juxtaposes two mo-
tifs—seawall and sea-pikes—also found directly and
exclusively near each other in epic poetry.

The wall of the Achaeans in the [liad is not the only
wall traditional to the Trojan cycle. Thucydides indi-
cates that there was another wall (70 yap épvpa 7@
orparoméde: 1.11.1) built earlier by the Greeks. The
testimony of Thucydides contradicts Homer’s account
of a wall built in the 10th year, but agrees with that of
Herodotus, who suggests a substantial structure built
by the Greeks shortly after landing (2.118: ékBaoar
d¢ & T yiv kat dpvobeloay Ty oTpari). Arist-
otle solved this conflict by assuming Homer invented

parallels in Aegean art” (Abramowitz [infra n. 114] 60, ad-
ducing Near Eastern and Anatolian parallels); cf. Assyrian
fortifications: J. Reade, Assyrian Sculpture (London 1983)
figs. 11, 28, 48, 96.

7320.145-46; cf. 7.433-64; 12.1-40, 257-64; 15.352-66
for the wall built by the Greeks: R. Scodel, “The Achaean
Wall and the Myth of Destruction,” HSCP 86 (1982)
33-50.
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Fig. 7. Stone rhyton from sanctuary of Apollo Maleatas, Epidauros. (From A. Sakellariou, R4 1971, fig. 3)

the “second” wall, the one built in the 10th year rather
than the first year, in order to destroy it (fr. 162 Rose:
6 mAaoras mountys f¢avice). The problem of the
wall(s) has plagued modern scholarship as well. The
most recent analysis suggests sensibly that Aristotle
could be right: Homer could have invented the wall in
lliad 7 and 12 “for the purpose of supplying the lliad
with a teichomachia, a type of battle narrative that
would otherwise be missing from the lliad.”’* The
evidence of the Thera frieze suggests the historicity of
an early wall, but also supports the importance of a
Tetxopaxla as an essential and early component of a
story of campaigns abroad. In Proclus’s account of the
Kypria, for example, the embassy requesting the re-
turn of Helen is followed by a Greek assault on the
walls of Troy, and the same sequence is narrated in
the Thera fresco, if one reads the “meeting on the hill”
as an embassy, the marching warriors as the inception
of an assault on the missing city. Whether one sub-
scribes to an “early” or a “late” wall from the testimo-
nia, the painted fragment of wall belongs to this philo-
logical dispute.

In the landward side of this campaign, a pastoral
background forms a study in contrast to its military
tone. On the same level as the marching warriors, a
squarish building represents the most substantial ar-
chitecture in this frieze to survive fragmentation. In
elevation, one would describe the openings between
ashlar trabeate shapes as doorways, one with a young
boy standing in front, and possibly a second figure in
the next “compartment” to the left. If so, this structure

74 E. Dolin, “Thucydides on the Trojan War: A Critique
of the Text of 1.11.1,” HSCP 87 (1983) 130, with summary

has a roof, on or above which four male figures, one
seated, stare left, without visible narrative connections
to other figures. Although they resemble the animal
herders at their backs (to the right), these figures on or
above the roof ignore the pastoral scene “behind” them
and seem to concentrate on the hillside gathering. One
could fancy them a juvenile version of the Tetxooko-
winin Iliad 3 (145-245), not a king and his elders but a
youthful group of shepherds(?) excluded from battle,
gaze riveted on the military assembly to the left. Their
outfits resemble Athena’s disguise (Od. 13.221-24):

as a young man, a herdsman of sheep,

a delicate boy, such as the children of kings are,

and wearing a well-made shawl in a double fold over
his shoulders.

They may be figures too young to fight, whose
duties lie with the flocks which nourish the city and
tempt invaders, yet their longing for battle makes
them vulnerable, as future heroes. The painting jux-
taposes their youth to heroes in battle with a poig-
nancy one could imagine in poetry.

Above them, we can identify a well next to a tree sur-
rounded by an enclosing wooden (?) or brush-work
fence, often compared to a modern mandr: or sheep-
fold. Spring, trees, and animals contribute to the topo-
graphy of Homeric cities, as in the description of Odys-
seus’s arrival in Ithaka (Od. 17.204-15). In this fresco,
two women walk away from the spring/well carrying
water jars in the direction taken by the warriors, paral-
lel to them but without engagement. Poetry juxtaposes
arriving warriors and female water-carriers in a simi-

of earlier bibliography by P. Girard, D.S. Robertson, R.M.
Cook, J. de Romilly, J.A. Davison, etc.
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lar manner, as when Odysseus and his men arrive at
the land of the Laistrygonians (Od. 10.105-108): “and
there in front of the town they met a girl drawing
water. This was the powerful daughter of the Laistry-
gonian Antiphates, who had gone down to the sweet-
running well-spring, Artakie, whence they would to
carry their water back to the city.”

The dorv missing from this frieze probably lies to
the right, the goal of both arriving warriors and
water-fetching maidens, and perhaps the locale of a
missing Tetxopax(n. Poetry also clarifies how a series
of images from rural life are intrinsic to a military
narrative, in verse as in art, and the juxtaposition is no
coincidence. In this fresco, the women carrying water
participate in a pastoral defined by well, tree, and two
rows of animals—sheep, cattle, and goat—driven in
two rows, one toward the water and the fold, the other
toward the city or the hills. Two directions for animal
traffic are formulaic in epic poetry: when Polyphemus
addresses his favorite ram, he recalls how this prince
of the flock used to be first in the stampede for pasture
and river, and first to head home for the fold in the
evening (Od. 9.450-51).75 More specifically, these
two lines of animals passing each other in opposite di-
rections, each driven by a shepherd, provide a curious
gloss on the Homeric description of Lamos, the city of
the Laistrygonians (Od. 10.80-86), “where shepherd
hails shepherd driving in [his flocks], and the one driv-
ing [his] answers back.”

These fragments compose a larger picture of the
topography of an epic city, comparable to the descrip-
tion of Troy in the Ilzad. The conjunction of tree,
spring, and hill, for example, appears in the same
hexameter lines in the description of Achilles chasing
Hektor around the walls of Troy, retxos vmo Tpwwy
(1. 22.145-55):

They raced along by the watching point and the windy
fig-tree

always away from under the wall and the wagon-way

and came to the two sweet-running well springs . . .
Beside these

in this place, and close to them, are the washing-hol-
lows

of stone, and magnificent, where the wives of the Tro-
jans and their lovely

daughters washed the clothes to shining, in the old
days

when there was peace, before the coming of the sons of
the Achaeans.

75 As observed by S. Marinatos in Thera VI, 41.

76 M. Coogan, Stories from Ancient Canaan (Philadelphia
1978) 60 (EI’s instructions are repeated, verbatim, by the
poet at a later point in the narrative: p. 63).

In the liad, it is this contrast between life at peace
and death in battle which animates the narrative ten-
sion of a poem of war: not the bloody corpse of Hektor
later dragged without mercy around the same race-
course, but the memory of peaceful days filled with
everyday domestic duties, the work of women and
shepherds rather than the destruction of men. Even
the enemy shares this image of Troy: Achilles remem-
bers the prosperity of Troy 7o mptv ém’ eiprjvys, in a
line which duplicates this one (9.403). Eventually,
Achilles carries images of both cities, at war and in
peace, into battle on his shield (Z/. 18.490-608). This
contrast is traditional to the imagery of city sieges in
other epic poetry of the Late Bronze Age, as in the
Canaanite epic of Keret, when El prescribes a siege: "¢

Then, at sunset on the seventh day,
you will arrive at Udm the great,
Udm the well-watered;
and attack the cities,
raid the towns;
drive the woodcutters from the fields,
the gatherers of straw from the threshing-floors;
drive the water-carriers from the well,
the women filling their jars from the spring.

The miniature fresco from Thera fulfills a Late
Bronze Age vision of such an urban setting, with its
oxomu] or lookout-hill, spreading tree, spring for wa-
ter, and citizens at work. Such a tree also marks a
vulnerable point for attackers in Homer’s Troy, a
landmark in Andromache’s futile advice to Hektor (/1.
6.433-35):

draw up your people by the fig tree, there where the
city

is openest to attack, and where the wall may be
mounted.

The missing portion of the painting could pursue
this link between pastoral and polemic action, with
the help of epic episodes. Most of the rest of the north
frieze is missing, except for two (?) figures of bulls or
cows midway down the upper part of the wall, pre-
sumably part of a herd of cattle completing the sheep
and goats to the west (fig. 4).”7 If so, they become the
goal of those marching warriors, who are perhaps a
subdivision of the invading army sent to capture booty
on the hoof. An important theme ancillary to the siege
of a city in epic poetry is the cattle raid, which accom-
panies, even justifies, plenty of epic expeditions and

"7 Thera VI, pls. 6-7, fig. 7; TAW color pl. K; Warren,
“Miniature Fresco,” 118; Morgan 1983 (supra n. 33) 90,
n. 1.
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Fig. 8. Silver siege rhyton, Mycenae, Shaft Grave IV. (From drawing by Suzanne Chapman in E. Vermeule, Greece in the

Bronze Age, pl. XIV)

heroic adventures. Cattle and city are captured togeth-
er, as in Achilles’ raid on the district of Aeneas (/.
20.89-93), 67€ Bovay émnAvley Nuerépnat, |mépoe
d¢ Avpvnaoov kat [Tjdagov (below, n. 104). Andro-
mache lost all seven of her brothers to Achilles in such
an ambush (Z/. 6.421-24):

for swift-footed brilliant Achilleus slaughtered all of
them

as they were tending their white sheep and lumbering
oxen;. ..

One epic passage describes in detail how such an
ambush can be integral to the siege of a city, even in
the strategy of the besieged (/. 18.508-40). Around
the city the besiegers sit divided in council (58.510)
while the besieged sally forth to seize the enemy’s
cattle and sheep, guarded by two herdsmen. The two
herdsmen and their flocks in the painting could figure
in such a cattle raid as they do in the poet’s vision,

"8 Vermeule, Smith, and Davis (supra n. 48); A. Sakella-
riou, “La scéne du siége sur le rhyton d’argent de Mycénes

where they are ambushed on their way to the river.
The narrative is hard to follow, as if the poet stitched
together a series of formulaic episodes from cattle-
rustling stories, and commentators have long assumed
that the poet imagined a work of art like the silver
siege rhyton (fig. 8; infra n. 84). In its fragmentary
condition this fresco requires assistance from Homer.
To the right of the converging lines of figures, a clash
between shepherds and warriors may have been
painted, a skirmish under the walls of the missing city.
The lost portion of the frieze must have presented a
substantial architectural vista to rival those on the
south wall and in contemporary art. The silver siege
rhyton from Shaft Grave IV at Mycenae provides a
complete panorama of the missing city under siege,
with women and children on the walls, differently
armed allies defending the city, and a seaborne party
arriving (fig. 8).7® The scene depicted in relief on this
rhyton brings to life the ekphrasis of Achilles’ shield

d’aprés une nouvelle reconstitution,” RA 1975, 197-208;
Fourth Cretological Congress 532-38.
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(1l. 18.513; cf. Aspis 242-44): “But the city’s people
were not giving way, and armed for an ambush. Their
beloved wives and their little children stood on the
rampart to hold it, and with them the men with age
upon them, but meanwhile the others went out.”

On the conical rhyton, the battle near the walls
dominates the rim area, but below unfolds a battle at
sea, whose swimming figures and coastal setting ap-
proximate the north frieze at Akrotiri. Like the stone
rhyton from Epidauros (fig. 7), the silver relief vase
abbreviates scenes from a longer, sustained narrative
represented more fully on the Thera frescoes and ulti-
mately derived from a larger narrative tradition.

The important message of this north frieze is that it
offers a predictable counterpart to the story of return
on the opposite wall. The Siege Fresco tells a tale of
war, of heroic encounters that comprise the theme of
k\éos: the dangerous adventures abroad, at sea and on
land, that make a safe return, a vdoros like the happy
scene on the south wall, a reward worth celebrating in
gesture and song. Greeks abroad on adventure pray for
both, as in the opening of the /liad (1.19) where Kal-
chas requests ékmépaar IMpiapoto moAw, €d & oikad’
ixéaBar. Those who return home successfully, or hope
to, might well adorn their finest room with this prayer.
The juxtaposition between cities of war and of peace is
emphatic in this confrontation on facing walls of a
single room. They initiate a traditional contrast of
themes in Greek literature, whether in ék¢pacts on the
shields of Achilles and Herakles or in the coexistence of
two poems like the I/iad and the Odyssey, devoted to
war and peace, respectively. In the history of ancient
interior decoration, the juxtaposition of episodes from
the two poetic traditions is repeated in Classical Greek
painting, as on the walls of the Lesche of the Knidians
(Paus. 10.25-32) and in Roman private settings like
the villa of Tiberius at Sperlonga.”” In the Bronze Age,
art may even anticipate or encourage a configuration in
literature. The tendency to confront scenes of peace
and violence in prehistoric art is appropriate to the his-
torical convergence of Minoan and Mycenaean tradi-
tions in art. The juxtaposition of peaceful and violent
scenes on the pair of cups from the Vapheio tomb has
even been attributed to different craftsmen, Minoan
and Mycenaean.®® The historical encounter of these

7 The latest reconstruction of the Polygnotan paintings,
by Mark Stansbury-O’Donnell (4/4 93 [1989] 203-15) ar-
ranges the Nekyia and Ilioupersis scenes facing each other
on the two short walls of the building. Sperlonga: R.
Hampe, Sperlonga und Virgil (Mainz 1972); Pollitt (supra
n. 30) 122-26.

80 Davis (supra n. 48) 1-50; cf. ArtB 56:4 (1974) 474-87.

8! Vermeule (supra n. 48) 21-22, figs. 18-19.

two cultures in the Late Bronze Age may have con-
tributed to the contrast between action and repose, if
not war and peace, in the history of Classical and Eu-
ropean literature.

THE EAST FRIEZE

The third frieze preserved in Room 5 of the West
House participates in a literary tradition as well
(fig. 9). Along the east wall runs a landscape reminis-
cent of Egypt, defined by a winding river bordered by
exotic flora and fauna: palm trees, marshy plants, pa-
pyrus; duck chased by griffins and felines. This pano-
rama is an enlargement of abbreviated scenes in con-
temporary Mycenaean art, most obviously the dagger
from Mycenae’s Shaft Grave V where a feline captures
aduck amidst a papyrus thicket.®! The ultimate source
for such scenes is not so much the Nile itself, but
Aegean fantasies of Egypt. This was a constant theme
in antiquity, from improbable Homeric tales set in
Egypt, and Herodotus’s fascination with its flora,
fauna, and culture, to Hellenistic novels and Roman
seductions associated with the land of the Nile. The
portrait of Egypt as an image of fertility and fantasy
begins in Homeric hexameter, whose formulaic ex-
pressions correspond to these painted images of its lush
landscape. In the Odyssey, Egypt is well-watered (edp-
petry: 14.257), with beautiful fields (4.229, 263), and
a source of xpnuara for men. Homeric Egypt provides
Helen with bewitching drugs, Odysseus with plausible
wealth as well as with a conveniently distant and dan-
gerous setting for his tall tales (14.257; 17.430). Egypt
lies between Troy and home for more than one hero in
the Odyssey, whether in Menelaos’s detour including
Phoenicia (4.351-484, 615-19), or in the imaginary
adventures of Odysseus (14.257-91; 17.423-44), and
such Homeric fictions contributed to the Greek genre
of the romance or novel. By the Hellenistic period,
Egypt still exerted this fascination over Greeks, even
after the foundation of Alexandria: Alyvmriov yap
dxovpa kal dujynua wav “EAAnuikns axofs émayw-
yorarov (Heliodoros Aethiopica 2.27).52

In other words, visions of Egypt in poetry are a nar-
rative device introducing an element of fantasy into
familiar tales, just as this Nilotic landscape bridges two
spheres in Aegean geography, injecting the exotic into

82 H. Whitehouse, “Shipwreck on the Nile: A Greek Novel
on a ‘Lost’ Roman Mosaic,” 4/4 89 (1985) 129-34, esp.
132 n. 18; B. Kytzler, “Zum utopischen Roman der klassi-
schen Antike,” 7-16 and M. Fusillo, “Textual Patterns and
Narrative Situations in the Greek Novel,” 17-31 in
H. Hofman ed., Groningen Colloquia on the Novel 1 (Gro-
ningen 1988) on the Homeric origins of the Greek novel and
of Greek fascination with Egypt.
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Fig. 9. East frieze, “Nilotic” landscape, Room 5, West House, Akrotiri (Thera). (From Thera VI, pl. 8)

heroic adventures.®> We see here in painting an early
version of a topos in Classical art and literature, not
just a complement to contemporary imports. Its place-
ment and narrative purpose suggest it was expressed in
poetry, as well as in art, in the 15th century B.C.

PAINTING AND POETRY

These associations between epic poetry and Bronze
Age paintings are intended to encourage further com-
parisons between visual and verbal configurations, be-
tween the epic tradition and narrative art of the Late
Bronze Age. Ever since the first discoveries of Myce-
naean art, 100 years ago, scholars familiar with Greek
literature recognized in fragments of pictorial scenes
the imagery of Homeric formulae.®* Particularly
striking among new discoveries were images recalling
Homeric similes. The dagger from Shaft Grave V in-
voked above, for example, pairs a military scene on
one side of the blade with a lion-hunt on the other; it
complements in Metallmalere: what a Homeric simile
does for a warrior.®®> Battle compositions correspond

8 Immerwahr (supra n. 31) 174 on how this fresco
“serve(s] the artistic function of removing the shipwreck and
sheepfold scenes to a more distant land.” Davis (supra n. 19)
5-6 on its deliberately foreign, exotic element.

84 W. Helbig, Das homerische Epos aus den Denkmilern
erliutert (Leipzig 1884) 291-310; C. Tsountas, ArchEph
1891, 14-22; H. Kluge, “Der Schild des Achilleus und die
mykenischen Funde,” NJ/bb 149 (1894) 81-90. The new
Mycenaean finds were immediately incorporated into com-
mentaries and texts of Homer, as in Leaf and Bayfield’s
Iliad (1895) pl. II. For a summary, see K. Fittschen, Der
Schild des Achilleus (1973).

85 The traditional scholarship includes W. Schadewaldt,
“Die Homerischen Gleichnisse und die kretisch-mykenische

closely to typical combat scenes in epic poetry, accord-
ing to Sakellariou’s analysis of the silver krater from
Mycenae.®¢ When images like the silver rhyton first
appeared 100 years ago, their associations with Ho-
meric scenes benefited from ignorance of Cretan cul-
ture. Since the excitement of discoveries at Knossos
and of related “Minoanizing” sites around the Ae-
gean, the Homeric corpus has receded from the imagi-
nation of archaeologists. The Thera frescoes should
have brought it back, had not philology and archaeo-
logy parted their specialized ways in recent decades.
The miniature frescoes from Thera synthesize as a
coherent tradition, for the first time, scraps of narra-
tive scenes in early Mycenaean art which also recall
epic poetry. We can identify half a dozen thematic
groups—arrival and departure by sea, council and
battle, ambush and defense, the peaceful outskirts of a
city, warriors landing and sailors drowning—that
correspond to epic traditions. Stylistic analyses of the
Thera frescoes imply similar technical similarities be-
tween poetic and pictorial compositions, such as “the

Kunst,” Festschrift fiir O. Regenbogen (1952) 9-27; Laffi-
neur (supra n. 57) on Homeric similes and such images.
Morgan 1983 (supra n. 33) 85-87 and M:iniature Wall
Paintings 44-49 explores this visual juxtaposition between
warriors and lions without reference to Homeric similes
(but see L’iconographie minoenne 34); C. Baurain, “Re-
cherche sur Iiconographie créto-mycénienne du lion iliadi-
que,” in J. Serrais, T. Hackens, and B. Serrais-Soyez eds.,
Mélanges . . . offerts & Jules Labarbe (Liege 1987) 339-67.

86 A. Sakellariou, “Un cratére d’argent avec scéne de ba-
taille provenant de la IV€ tombe de ’acropole de Mycénes,”
AntK 17 (1974) 3-20; Vermeule (supra n. 37) 29-30; cf.
Davis (supra n. 48) 222-27, no. 86; B. Fenik, Typical Battle
Scenes in the Iliad (Wiesbaden 1968).
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tendency to string the figures out paratactically.”®’
This is particularly vivid in the north frieze, whose
episodic clusters of images do not imply strict dictates
for narrative in art, but may express a poetic account
of simultaneous events arranged in a linear sequence
in time, translated here into two-dimensional space.
The paratactic arrangement of episodes and images
required for digressions in storytelling permits the
painter simultaneous juxtapositions, where the poet
would be dependent on ring composition. There is a
rich world of such instructive comparisons between
painting and poetry, of the kind more frequently de-
rived from Greek and Roman painting (supra ns. 30,
34) than in Bronze Age archaeology. The Pylos fres-
coes, which benefit from their context in a palace iden-
tified with a Homeric place, have inspired a recent ex-
ception to this neglect, and the Thera frescoes deserve
to be included in this Homeric environment.®8
Although Homeric poetry deserves more frequent
consultation as a source of narrative in prehistoric art,
certain reservations should be repeated. Frequent con-
vergence between formulae or lines with visual images
cannot confirm that poems in circulation by 1500 B.C.
were necessarily composed in dactylic hexameter, any
more than the presence of Mycenaean realia in Ho-
meric poetry makes these poems earlier than their
latest element.?® For other technical reasons, philolo-
gists have posited precursors of Homeric poetry in the
Bronze Age. For some scholars, archaisms in Homer
already eliminated in the stage of the Greek language
represented in the Linear B tablets support this con-
clusion.®® Others have argued for Mycenaean poetry
from the antiquity of thematic and comparative mate-
rial in Oriental and epigraphic sources.”! Most re-
cently, scholars have reaffirmed the existence of epic
poetry, and even of hexameter, in the Mycenaean pe-
riod.’2 But one philologist has even found support for

87 As observed by Immerwahr (supra n. 31) 179-80; Davis
(supra n. 19) 11.

88 M. Lang, “Pylos Polytropos,” Minos 20-22 (1987)
333-41 juxtaposes poetry, frescoes, and epigraphy in the
pursuit of similar “descriptive techniques” and “recurrent
themes”; cf. McCallum (infra n. 112).

89 G.S. Kirk, “Dark Age and Oral Poet,” PCPS 7 (1961)
34-48; M.L. West, “Greek Poetry 2000-700 B.C.,” CQ 67
(1973) 179-92; O.T.P. Dickinson, “Homer, the Poet of the
Dark Age,” Greece and Rome 33 (1986) 20-37; but see now
West (infra n. 92).

90 G.C. Horrocks, “The Antiquity of the Greek Epic Tra-
ditions: Some New Evidence,” PCPS 26 (1980) 1-11; Space
and Time in Homer: Prepositional and Adverbial Particles
in the Greek Epic (New York 1980). F. Adrados, “Towards
a New Stratigraphy of the Homeric Dialect,” Glotta 59
(1981) 13-27; J.T. Hooker, “The Homeric Dialect,” Con-
cilium Eirene XVI (Prague 1983) 75-79.

pre-Homeric hexameter from the evidence of art, in-
cluding these very frescoes. Hoekstra identifies the
Late Mycenaean period as a terminus ante quem for
the existence of epic poetry, with the following argu-
ment:*3 “ . . . I find it difficult to believe that [narrative
poetry] did not yet exist at the cultural stage repre-
sented by the Theraean frieze . .. In this respect I
would not in the first place refer to the marching sol-
diers with their Mycenaean armour and weapons, but
to the formal aspect of their representation. Whatever
the interpretation of the scenes in question, there is
little doubt that they tell some tale and that their form
is the opposite of primitive. Is it probable that this
type of art had no parallel in contemporary poetry?”

This is exactly what most Aegean archaeologists
have missed, the forest that is hidden by the trees, by
the excitement of armor and ships. I would add that
not only the form but the content of these frescoes is
difficult to imagine without a contemporary narrative
tradition in poetry. Few would deny that the forma-
tive period of the Iliad and the Odyssey, as we know
them, lies centuries later; but their source in older
tales is as least as early as 1500 B.C. Since these fres-
coes and other early Mycenaean art were unknown to
later Greeks, the very survival of Bronze Age history
presumes a narrative tradition inherited from Bronze
Age poetry.®*

PAINTING AND HISTORY

If a poetic narrative is to be imagined behind these
frescoes, what historical events inspired poetry in the
15th century B.C.? The first historical interpretations
of these frescoes arranged Minoans and Mycenaeans
in plausible Aegean scenarios, participating in joint
expeditions, with Mycenaean warriors on Minoan
ships, or assisting and attacking each other in various

°! M. Durante, Sulla preistoria della tradizione poetica
greca (Rome 1971); L. Stella, Tradizione micenea e poesia
dell’ Iliade (Rome 1978); Hooker (infra n. 108) 7-8; C.O.
Pavese, “L’origine micenea della tradizione epica, rapsodi-
ca,” SMEA 21 (1980) 341-52. W. Calder, “Gold for
Bronze: Iliad 6.116-118,” Studies Presented to Sterling
Dow (GRBS Suppl., 1984) 31-35.

92 See Ruijgh (supra n. 50); J.R. Green, “A Chariot-Kra-
ter from Sydney: Some Notes on Mycenaean Vase-Painting
and Poetry,” 43-49, and ]J.T. Hooker, “From Mycenae to
Homer,” 57-64 in J. Betts and J.T. Hooker eds., Studies in
Honor of T.B.L. Webster 1 (Bristol 1986); Baurain (supra
n. 85) 366-67; M.L. West, “The Rise of the Greek Epic,”
JHS 108 (1988) 151-72 now defends not only a 14th-cen-
tury epic but the existence of hexameter in the 15th century.

%> A.E. Hoekstra, Epic Verse before Homer (New York
1981) 34-35.

%4 As argued by Vermeule (supra n. 1) 122-52.
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campaigns of conquest.”®> Most scholars now agree
that the miniature frescoes represent a generalized
picture of seaborne expeditions, “a kind of symbolic
narrative of conditions in the Aegean in the early fif-
teenth century.””® But behind every general picture
lies transformed experience, and the fact that scenes of
seafaring and siege were repeated as popular themes
implies that they happened in history. Evidence out-
side the frescoes is more useful than their contents
alone, which are expressed in Aegean imagery but re-
flect more distant experience.

Archaeology and epigraphy animate the Thera
frescoes with the record of Mycenaean involvement in
Anatolia. As early as 1911, the name “Ahhiyawa” in
Hittite texts for a people in conflict with the Hittites
in western Anatolia was associated with Homeric
Achaeans.’” Individual names and places suggested
tantalizing ties to Homer: Piyamaradas (Priam?);
Alaksandos (Alexandros, or Paris?); Tawagalawas
(Teucer?); Taruisa (Truiya > Tpoin?); and Wilusiya
("Ixos?). None of these words can be read without
controversy and a generous dose of faith, as admitted
in learned circles. But recent and persuasive interpre-
tations of these texts indicate sustained and repeated
Aegean adventures on the western coast of Asia Minor
beginning in the 15th century. The most intriguing of
these documents is the Indictment of Madduwattas,
which describes an Achaean based in southwest Ana-
tolia (named Attarissiyas: Atreus?) who engages 100
chariots against a Hittite king, in an account where
the death of a leader on each side sounds more Ho-
meric than Hittite.®® Relationships are complex when
a vassal of the Hittites with a Lydian name is rescued
by Hittites but then joins their enemies, the Arzawa,
or even joins “Atreus” for raids on Cyprus. In an
equally complicated text, the Tawagalawa letter, a
protégé of the Hittites, “Piyamaradas,” also attacks
his protectors, while the Lukka turn to both parties

95 Thera VI, 38-57 and Page (supra n. 20) for the bio-
graphical version of the frieze, as the story of the life of the
West House “Admiral;” Warren, Gesell, Ruijgh, and West
(supra ns. 44, 50, 92) 197-204 argue for a Cretan setting.
Cf. the essays and discussion in Minoan Thalassocracy.

6 Immerwahr (supra n. 31) 183.

°7 H. Giiterbock, “Troy in Hittite Texts? Wilusa, Ahhi-
yawa and Hittite History,” in M. Mellink ed., Troy and the
Trojan War (Bryn Mawr 1986) 133 n. 1 traces the history
of these associations, which begin with Luckenbill’s equa-
tion of Alaksandus and Alexandros (CP 6 [1911] 85-86),
even earlier than Kretschmer (Glotta 13 [1924] 205-13) and
Forrer, MDOG 16 [1924] 1-22).

%8 According to Giiterbock, “The Hittites and the Aegean
World: 1. The Ahhiyawa Problem Reconsidered,” AJA4 87
(1983) 133-38 and “Hittites and Achaeans: A New Look,”
ProcPhilSoc 128 (1984) 114-22; f. E. Vermeule, “The Hit-

[AJA 93

for help. These shifting patterns of alliance, rivalry,
and opportunism are what one would expect from
Bronze Age warfare, when booty and glory counted
for more than loyalty and allegiance. The redating of
texts containing place-names like Wilusiya and Ta-
ruisa to the 15th century places them within a genera-
tion of early Mycenaean pictures of expeditions by sea
and battles on land.®®

Anatolian art and perhaps even poetry from the
Hittite capital of Boghazkdy enliven these texts. Five
years ago, Calvert Watkins offered the Classical
world a snatch of Luwian song from the Hittite ar-
chives which begins “They came from steep Wilusa,”
bestowing an exciting adventure on those names from
the Trojan area.!®® More intriguing (and persuasive)
for the archaeologist is the fragment of an incised bowl
from the Hittite capital with a warrior in garb alien to
Anatolian military (and visual) traditions (fig. 10).1°!
His helmet with zones and crest looks vaguely Ae-
gean, as does his spiral-covered cuirass and sword
with round pommel, but he could come from south-

Fig. 10. Incised stone bowl from Bogazkéy (Hattusas), Tur-
key. (From K. Bittel, R4 1976, 11, fig. 3)

tites and the Aegean World. 3. Response to Hans Giiter-
bock,” A4 87 (1983) 141-43; “Priam’s Castle Blazing,” in
Mellink (supra n. 97) 85; cf. L.A. Gindin and V.L. Tsym-
bursky, “The Ancient Greek Version of the Historical Event
Reflected in a Hittite Text,” VDI 176 (1986) 81-87 on
KUB XXIII.13 and the Kypria.

%9 Giiterbock 1983 (supra n. 98) 133-35 and 1984; H. Ot-
ten, Sprachliche Stellung und Datierung des Madduwatta-
Textes. Studien zu den Bogazkoy-Texten 11 (Wiesbaden
1969).

100 “T'he Language of the Trojans,” in Mellink (supra n.
97) 58-62; cf. Hethitica 8 (1987) 423-26.

101 K. Bittel, “Tonschale mit Ritzzeichunung von Bogaz-
koy,” RA 1976, 9-14, figs. 2-3; D. Rittig, Orientalia 52
(1983) 156-60; Vermeule (supra n. 1) 143-44 fig. 5; Giiter-
bock 1984 (supra n. 98) 115 fig. 6.
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west Anatolia, or be a descendant of a Mycenaean set-
tler wearing an inherited or captured suit of armor,
like Glaukos of Lycia (/l. 6.230-36). In other words,
his attributes and identity are as colorful as the ethnic
and political affiliations of Anatolian correspondents
with the Hittites. Stratum and ceramic context date
this bow!’s burial to around 1400 B.C., in the period
when the Ahhiwaya are long a significant presence on
the western borders of the Hittite empire. Yet image
and technique have no parallels in Hittite art, perhaps
because Luvian poems and real warriors both inspired
an artist for the first time, with an improvised result
not unlike what appears in the Thera frescoes. But a
Mycenaean complement to this Anatolian portrait ap-
pears on a sherd from Miletos (Millawanda, home to
many an Ahhiyawan?) in a picture of Hittite head-
gear.'%2 In Anatolian as in Aegean art, images of war-
riors, foreign and native, suggest the intermediary of
poetry or some heroic narrative version of history.
Closer to the Aegean, the coast of western Asia was
explored by Minoans, later by Mycenaeans, through-
out the second millennium. '3 Recent discoveries have
intensified the number and raised the date of those
raids remembered by Achilles as the storming of 12
cities by sea and 11 by land, in the Troad alone (/L.
9.328-29).1%¢ The piratical nature of these coastal
raids, with their emphasis on portable booty like
women, livestock and metal, closely resembles that of
the skirmishes reported in Hittite accounts by inde-
pendent ship-owning potentates like Madduwattas
and Attarissiyas who attacked cities in Cyprus and
Caria (above, ns. 97-98). The newly discovered ceme-
tery at Menemen (Panaz Tepe), with its mixture of
Anatolian and Mycenaean pottery and weapons in
Aegean tholos tombs, suggests a settlement postdating
such an expedition, as early as the LH IIIA period.!%*

102 Giiterbock 1984 (supra n. 98) 115, figs. 4-5.

193 Minoan Thalassocracy, esp. essays by Benzi, Laviosa
and Schiering; M. Wood, In Search of the Trojan War
(London 1985) 161-64. I am grateful to Iris Love for the
opportunity to supervise the first trench at Knidos which
produced Minoan and Mycenaean pottery (in 1977), an ex-
perience which has maintained my faith and enthusiasm for
Aegean involvement in Anatolia. M. Mellink, 4/4 82
(1978) 321,324 and A/A 87 (1983) 139 n. 3; 1. Love, “From
Crete to Knidos—A Minoan Sea Route via the Dodeka-
nese,” A/A 88 (1984) 251; see also T.R. Bryce, “The Nature
of Mycenaean Involvement in Western Anatolia,” Historia
38 (1989) 1-21.

194 0. Taplin, “Homer’s Use of Achilles’ Earlier Cam-
paigns in the Iliad,” in J. Boardman and C.E. Vaphopou-
lou-Richardson eds., Chios (Oxford 1986) 15-19 reviews
the campaigns of Achilles at Lyrnessos, Pedasos, Tenedos
(11.624-25), etc.

105 M. Mellink, A/A 89 (1985) 558; 91 (1987) 13; 93

Finally, the Troad itself has produced the most excit-
ing new evidence in new excavations at Besik Tepe.
This coastal site southwest of the mound of Hissarlik
was almost certainly the landing place for Mycenaean
Greeks bound for Troy, for topographic reasons
alone.!% A substantial cemetery of the late Troy VI
period, contemporary with LH IIIB and containing
Mycenaean sherds, includes burials of men, women
and children, not just warriors. This suggests commu-
nities of families, perhaps men who married and set-
tled in the Troad in the 13th century, in generations
following military expeditions as at Panaztepe. Hit-
tite and Mycenaean texts agree, for once, on similar
consequences in bride barter and traffic in women.
The household of the Pylos palace included women,
captives or slaves, from Knidos and Miletos, a comple-
ment to the fate of the Hittite lady banished by her
royal husband to the land of the Ahhiyawa.!?’

All this excitement has refocused attention on His-
sarlik itself, and on the largest and most impressive of
its prehistoric cities, Troy VI. A major break at the
end of the 14th century was attributed to natural
causes by Blegen’s team, but many have doubted his
earthquake theory and associated the splendor of the
city with Priam’s Troy.!°® New ceramic evidence and
analysis associate Troy VIIa with the Mycenaean
ITIIC era, and Troy VIIb now appears “Submyce-
naean,” eliminating phases of the citadel later than
Troy VI from the Homeric experience.'%® But the de-
struction of the Trojan citadel by the Greeks as a
single, heroic event took place primarily in poetry. It
may never be conveniently confirmed by an excavated
destruction level, and the expectation of such “proof”
ignores the power of poetry. In particular, the heroic
tradition may represent that “motley series of mini-
wars” which “could have originated in the tensions

(1989) 117; AnatSt 16 (1986) 207; Vermeule (supra n. 1)
143.

106 M. Korfmann, “Besik Tepe: New Evidence for the Troy
Sixth and Seventh Settlements,” in Mellink (supra n. 97)
17-28; cf. his reports in A4 1984, 165-95; A4 1985,
157-94; AA 1986, 303-63; AA 1988, 391-404; AnatSt 36
(1986) 181-82.

107 Giiterbock 1983 (supra n. 98) 134 n. 11 (KUB 14.2; AU
298-306); Vermeule 1983 (supra n. 98) 142.

198 Vermeule (supra n. 48) 275-78; supra n. 98, 1983, and
1984, 87-92; Wood (supra n. 103) 112-18; J.T. Hooker,
“Ilios and the Iliad,” WS 13 (1979) 5-21, summarizing ear-
lier arguments including C. Nylander, Antiquity 37 (1963)
6-11; Page, Antiquity 33 (1959) 25; etc.
109D, Easton, “Has the Trojan War Been Found?” An-
tiquity 59 (1985) 188-95; E. Bloedow, “The Trojan War
and Late Helladic III C,” PZ 63 (1988) 23-52; cf. Dickin-
son (supra n. 89) 23 n. 11, and M. Jacob-Felsch, GGA4 237
(1985) 47.



534 SARAH P. MORRIS

generated in West Anatolia by the rival claims there of
Hittites and Ahhiyawa.”!'® As one scholar of Homer
puts it: “The Trojan expedition, as it is presented in
its ultimate form in the /liad, is a grand theme which,
by converging on the one main goal of Troy, unites on
the level of content the heroic and material resources
of the various cultural centers that may each once have
had their own epic traditions about conquering vari-
ous territories.” !

The great era of Mycenaean expansion into coastal
Anatolia took place earlier in the Bronze Age than
most of the “historical” dates for the destruction of
Troy. It was that time remembered as the Heroic Age,
in poetry and art, even as the first age of Greek coloni-
zation in Anatolia, to which the “historical” colonies of
Ionia formed a modest and predictable sequel, under
less heroic but more civilized conditions. The Iliad it-
self commemorates earlier expeditions undertaken by
Herakles and the generation which fathered Homeric
heroes like Diomedes (5.640-43), famous in the “first”
Trojan War. The Thera frescoes hint at such historical
expeditions translated into poetry, then into art, and
not because the South Fresco fleet has the number of
ships Herakles did, or because topography and land-
scape indicate Anatolia. These paintings contribute to
a coincidence of evidence—from Hittite records, Lu-
wian poems, Anatolian and Mycenaean pottery, and
pre-Homeric patterns in epic poetry—which points to
an earlier date for the first expeditions to Asia and the
Troad and to a poetic, even heroic account of these ex-
peditions, on both sides of the Aegean.

POETRY AND PERFORMANCE

These detours through philology and archaeology
return to the context of these heroic paintings and
their implications for the social dimensions of prehis-
toric poetry. At Delos or Pompeii, the stage or the
library would help explain the selection of mythologi-
cal themes on domestic walls, but no clues such as

110 Easton (supra n. 109) 189-90.

""'G. Nagy, The Best of the Achaeans (Baltimore 1979)
140; cf. Hooker (supra n. 108) 7 and M. Jameson’s por-
trayal, recalled by Vermeule 1983 (supra n. 98) 142, of “‘the
1lliad as the record of all the Mycenaean adventures over-
seas’, telescoping and combining memorable episodes in epic
song.”

112 .. McCallum, “Frescoes from the Throne Room at Py-
los: A New Interpretation,” 4/4 91 (1987) 296.

113 M. Lang, Minos 20-22 (1987) 333-41 for such a com-
parison of the Pylos themes (battles, sacrifice, hunt, feast-
ing) to Homeric ones.

!14 Coleman (supra n. 54) and “Frescoes from Ayia Irini,
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masks and poets accompany the narratives in the West
House. The “audience” of the Thera frescoes be-
longed to a private room in an island town, not a royal
palace with a patron for poets. A fresh restoration of
the Pylos throne-room frescoes provides the latter sce-
nario, with a poet entertaining a banquei of men
seated in pairs at small tables, raising cups as if in
tribute to Homer’s praise of the lyre, daurt éraipny
(Od. 17.270-71).112 If the silver siege rhyton and
other luxury vessels (figs. 7-8) were for drinking,
their epic decoration points to the same association
between poetry and drink preserved in Homeric per-
formance and in the earliest Greek inscriptions like
the cup of Nestor. The Pylos arrangement allows the
fragments of other narrative frescoes from the palace a
closer comparison with Homeric poetry, supported by
performances in the Odyssey.!!> But the Thera fres-
coes come from a private home, perhaps even a dining
and drinking room, in a town without a palace; they
suggest other locales for prehistoric poetry. It may
only be a coincidence that Greece’s earliest musicians
appear in the Cyclades, as marble figurines of the
Early Bronze Age. It would be equally tempting to
invoke the Cycladic ancestry of Simonides and Bac-
chylides, natives of Kea, especially since it was Simo-
nides who called painting “silent poetry” (moinow
cwrdoav) and poetry itself “painting with a voice”
({wypagiav Aaroboav: fr. 53 D = Plut. De Glor. Ath.
3). But the Kea frescoes, closest to the Thera minia-
tures in their narrative content, help establish the Cy-
clades as one home of Bronze Age narrative cycles.!!*
The Kea fragments indicate an architectural land-
scape with figures, including singing and dancing, a
hunt and a feast, and a seascape with dolphins and
boats; their epic potential is rich, although the scene is
already being classified as a “festival.”!* The frescoes
from Thera suggest a Cycladic contribution to early
epic poetry, just as discoveries from Lefkandi and
other Iron Age sites have prompted a recent attribu-
tion of the Odyssey to Euboea.!1¢

Keos. Part I,” Hesperia 42 (1973) 284-300; K. Abramo-
witz, “Frescoes from Ayia Irini, Keos. Parts II-1V,” Hespe-
ria 49 (1980) 57-85; M. Cameron, “Theoretical Interrela-
tions among Theran, Cretan and Mainland Frescoes,”
TAW 589; Warren, “Miniature Fresco” 127 suggests the
“same cycle” as the Theran miniature frescoes (perhaps on
the theme of the hunt, rather than battle: cf. Aspis 270-305).
'1% E.g., Barber (supra n. 3) 181; Morgan, Miniature Wall
Paintings 68. A new study of the Kea frescoes by Ellen
Davis and Lyvia Morgan is in progress: E. Schofield, 4/4
91 (1987) 242.

16 West (supra n. 92) 172.
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CONCLUSIONS

The “new chapter” opened by the Thera frescoes is
written in several languages, few of which all can
read. Hittite and Luwian cuneiform, Mycenaean and
Homeric Greek, Bronze Age ceramic chronology, Mi-
noan fresco technique, Semitic languages and Ca-
naanite poetry, and Indo-European linguistics and
metrics are minimum requirements. The paintings
are a sobering as well as inspiring reminder that an
understanding of Aegean prehistory needs both statis-
tics and style, pottery and poetry, and that we exclude

any dimension at our peril. In philology, some train-
ing and research have recognized modern critical
theory at the expense of visual evidence, with the
danger that contemporary techniques of analysis can
seem more essential than ancient realities. The plight
of the miniature frescoes in modern scholarship illus-
trates a divergence in disciplines but also recommends
a reunion.

DEPARTMENT OF CLASSICS
UNIVERSITY OF CALIFORNIA AT LOS ANGELES
LOS ANGELES, CALIFORNIA 90024



	Article Contents
	p.511
	p.512
	p.513
	p.514
	p.515
	p.516
	p.517
	p.518
	p.519
	p.520
	p.521
	p.522
	p.523
	p.524
	p.525
	p.526
	p.527
	p.528
	p.529
	p.530
	p.531
	p.532
	p.533
	p.534
	p.535

	Issue Table of Contents
	American Journal of Archaeology, Vol. 93, No. 4 (Oct., 1989), pp. 495-628+iii-xiv
	Volume Information [pp.iii-xiii]
	Front Matter
	Change in Early Helladic II [pp.495-509]
	A Tale of Two Cities: The Miniature Frescoes from Thera and the Origins of Greek Poetry [pp.511-535]
	Ocher Containers and Trade in the Central Mediterranean Copper Age [pp.537-541]
	Nudity as a Costume in Classical Art [pp.543-570]
	Apollo Palatinus: The Augustan Apollo on the Sorrento Base [pp.571-588]
	The Gods of the Months in Ancient Art [pp.589-595]
	Nancy Mann Waggoner, 1924-1989 [pp.597-598]
	Book Reviews
	untitled [p.599]
	untitled [pp.599-601]
	untitled [pp.601-602]
	untitled [pp.602-605]
	untitled [pp.605-606]
	untitled [pp.606-607]
	untitled [pp.607-608]
	untitled [pp.608-609]
	untitled [pp.609-610]
	untitled [p.610]
	untitled [pp.610-612]
	untitled [p.612]
	untitled [pp.612-613]
	untitled [pp.613-614]
	untitled [pp.614-615]
	untitled [pp.615-616]
	untitled [pp.616-618]
	untitled [pp.618-619]
	untitled [pp.619-621]
	untitled [pp.621-622]
	untitled [pp.622-623]
	untitled [p.623]
	untitled [pp.623-624]

	Books Received [pp.624-628]
	Corrigendum: George Emmanuel Mylonas, 1898-1988 [p.628]
	Back Matter [pp.xiv-xiv]



